AR
W Durham

University
Durham E-Theses

Aspects of the fantastic grotesque in the works of V.
Mayakouvsky, M. Bulgakov and E. Schwartz

Svetlana Le Fleming

How to cite:

Le Fleming, Svetlana (1974) Aspects of the fantastic grotesque in the works of V. Mayakovsky, M.
Bulgakov and E. Schwartz. Masters thesis, Durham University.

Use policy

The full-text may be used and/or reproduced, and given to third parties in any format or medium, without prior permission or
charge, for personal research or study, educational, or not-for-profit purposes provided that:

e a full bibliographic reference is made to the original source
e a https://etheses.durham.ac.uk/id/eprint/785/ is made to the metadata record in Durham E-Theses
e the full-text is not changed in any way

The full-text must not be sold in any format or medium without the formal permission of the copyright holders.

Please consult the full Durham E-Theses policy for further details.

Academic Support Office, The Palatine Centre, Durham University, Stockton Road, Durham, DH1 3LE
e-mail: e-theses.admin@durham.ac.uk Tel: +44 0191 334 6107
https://etheses.durham.ac.uk


https://www.durham.ac.uk
https://etheses.durham.ac.uk/id/eprint/785/
https://libguides.durham.ac.uk/open_research/etheses#s-lib-ctab-15326874-5
https://etheses.durham.ac.uk

Svetlana le Flemirg

Durham University

"Aspects of the fantastic grotesque
in the works of V. Mayakovsky,

M. Bulgakov and E. Schwartz"

(A dissertation submitted

for the M.A. degree)

Date of Submission: 197y

The copyright of this thesis rests with the author.
No quotation from it should be published without
his prior written consent and information derived

from it should be acknowledged.



The grotesque in Soviet literature is a field of study
which has been neglected both in the Soviet Union and the West.
In the Soviet Union interest in the grotesque reached a high
point in the formalist criticism of the twenties, since the
grotesque is one of the most clearly expressed devices of
defamiliarisation. After a long period of taboo a revival
takes place in the sixties.

An attempt has been made in this thesis to define the
grotesque end to epply this definition to the works of
V. Mayakovsky, M. Bulgakov and E. Schwartz.

We are primarily concerned with the structural features
of their grotesque and the relationship of these to comedy and
tragedy. While very similar in its structure and its use of
comedy devices, the grotesque of all three writers differs
substantially in its nature. We have attempted to establish
the reasons for the differences and to define the function of

their grotesque.
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INTRODUCTION

Before discussing "the grotesque” as applied to Soviet literature,
we must give a definition of the term itself. The term ";rotol@o"
appeared at the end of the fifteenth century when a painted ornament,
unknown till then and distinguished by a fanciful interplay of
vegetable, animal and human forms, was discovered in Rome during
excavations in Roman grottose. In this ornament there were none of the
sharp boundaries which in nature divide different phenomena from omne
another, Depiction was not static and the distinctions between
heterogeneous phenomena were boldly ignored as ome passed imperceptibly
into the next, one seemingly giving birth to the other, The tori
"grotesque” was brought into literature from painting and for a long
time studies of the problem were made on the basis of painting.

German investigators have made the biggest contribution to the study
of the grotesque and have outlined two main -pprmhul. One approach
(Floegel) considers the caricature element to be the essemce of the
grotesque; the other approach (Fischer) - the fantastic, There also
exists a third approach synthesizing both conceptions of the grotesque

(Schneegans) : "Caricature consists in the exaggeratiom of the trivial

1’8-. M.BaxTuE «TeopuecTso Padae u HapogHAS KYZLRTyD& CDEIEEBEKOBSS M

Peneccancar, Mockpa «{yizoxecTpeHESs JETepaTypar 1965, pp. 49, 52, 131}
Wolfgang Kayser "The Grotesque in Art and Literature”, Bloomingtom 1963,
PPe 290=36,

3.Ejumopa <lIpoSxeMs rpoTecka B TBOpPYECTEE lloc'roeac:-oro», HaykoBi SEIHCKH
EayEOBO=-20caizuo xarTeipu icTopiiesponefickoixyasTypu» , Xepsxoe 1827 No.Z,
145-149;

«JluTepaTypHas SHIMEJIONEZKS® 1030 TOM 3, PP«29=36



for the purpose of ridiculing it. It will be grotesque only when it
exaggerates to the point of impossibility, when we begin to sense that
such a representation camnot be eacountered™’, Schneegans sees the
grotesque as purely satirical, The place of the grotesque is in satire,
the purpose of it - to strike a moral and social blow at the
phenomena being ridiculed and negated by extreme fantastic exaggerations.
Another investigator of the grotesque, Volkelt, sees the grotesque as
one aspect of the comic, as the highest degree of comedy, in fact,
According to Volkelt the main features of the grotesque are contrast
and extreme exaggeration, which had previously been suggested by others
and which are typical of the comic in general, According to this view
the difference between the grotesque and the comic is not qualitative
but only quantitative; "Fantastic delineations are essential to the grotesque
in art., One may regard the grotesque as caricature in the broad meaning
of the word but the characteristic feature is here exaggerated to the
point of distortions™

There are no special investigations into the problem of the grotesgue
in Russian criticism of the 19th centuryy though the term is familiar
to B-l.’uuky? The Russians seem to be content with the existing definition
of the term. Like the Germans, they regard it as an aspect of comedy and in
their definitions emphasise its structural features,

In "Novyi slovotolkovatel'' (1803) the grotesque is defined thus:
"So mamed are fumny depictions which combime within them parts that do

not belong to them maturally and which have a strange nppurmo"‘. In

"clnreparypnas SEIMEJONCINT®, 0PeCite, Pe87. and 3,EfuMOBA,OpeCite, Pel47
3'1b1d.. peld8,
a'B.Beaxxcxan «0 pycckxol mopecTH ¥ moeecTax Ioroxs» Hadpamoe Yocxsa T.l1,p.155

"«Hoamﬂ CJOBOTOIKOBETEXb» uYacTh , CII6,1803, p.645



*opyt nauki izyashchnogo,nachertannyi Galichem''(1825) it is stressed
that the grotesque "both as a special type of comic beauty and as a
special means of creative act by the phantasy by upsetting the external
appearance of natural phenomena and by creating new, stramge but pleasant
transformations al0ag the lines of natural creatioms which act in continuocus
tints, shades and gradations, mocks in its arabesques the pedanticism of nature
itself, the established forms of whose creatures seem to it still too
monotomous™,

A similar definition is givem imn the "Bol'shaya entsiklopediya’ (190z):
"The grotesque represeats in the main something hideously strange, a
product of humour linking without aay obvious justification the most
heterogemeous concepts because, ignoring specific details and onmly
playing with its own origimality, it appropriates everywhere only that
which corresponds to its exuberant and capriciously mocking attitude
to llfinzc

It would be untrue to say, however, that the concept of the grotesque
was not treated at all in Russiam criticism before the 1920's.
Meierkhold's interesting article "Bnlagnn"3 (1912) may serve as an
example, However, we have failed to discover any serious investigatioa
of the problem before the 1920's despite the fact that the grotesque was widely
used by the writers of the Symbolist gemeration. Ia this study we are concermed
primarily with the 20's whea much atteation was paid to the grotesque

in Soviet criticism. Many promineant Soviet writers experimemnted with the

1‘¢0nnr HAYKM M8smHOro, HavepTasHmld A.Taxmvem», Camxr-lleTepCypr 1825, p.47
3+ Foasmas sEExaoneugy, Cll6. 1902, Ve 7:Pe227

sz.HeBepxoxl; «Baxarame in the book «CTaTeM, muckmMa, pevd, Ceceim»,
Mocxea «lickyccTeo» 1968, p.225



Fe

devices of the grotesque im the early stages of their development., This
applies equally to such realists as Leonov, Kataev and Fedim as to
modernists such as Kaverin, Zoshchenko and Bulgakov, who, some constantly,
the others repeatedly, came under critical bombardment for their
formalistic "twists and turns’)

The term grotesque came into wide use, and misuse, in the 20's:
"At present, as we know, the moun and adjective 'grotesque' are being
declined in all cases and applied automatically to the most varied
phenomena which are connected oaly by the fact that they represeant something
tlllllllll“l. Interest in the grotesque during these years can be explained
by the heightened interest in form and style generally and by the desire
to rejuvenate earlier artistic forms, This was the period wheam Russian
formalism was flourishimg and Shklovsky's theory of defamiliarisatiom
(ostranenie) had become widely accepted. According to this tlmcu'y2 the
purpose of art is to defamiliarise a familiar pheaomemoa and thus
intensify the perceptiom of it, to prolong the process of its recognitionm,
80 that the reader, recognizing the familiar in the unfamiliar form,
receives more aesthetic pleasure. The term '¢Ostranenie'comes trm'.trmy'
*strange’', and 'grotesque’is oftem replaced by this word: "Grotesque
serves for denoting a fuanny, strange and exceptiomal phemomemon, and from this
point of view/grotesque’'may have the meaning of a certain device in the
field of art and literature in plrticulu"s. The grotesque, at the basis

of which there lies a8 & rule an elemeat of the fantastic, defamiliarises

l'ﬁ.sme.nonn «loeTExa rporeckar im «llpofieMu LOSTHKK®» NOJZ DpeiaKimel
B.9.Bpwccose, Mockesa=-lenzurpas 18255-pe.66

2'}E..llh:.xcmcnt:nt «0 Teopuu nmposy» , M.=J., 1825, p.13

34,3yr1e10BEY Opecits. pe6O
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the material to the point of impossibility, and because of this the
grotesque is a device for complicating the form, creating what Shklovsky
called (zatrudnennaya forma), since in comparison with other devices,
it increases thé difficulty of perceiving the thing and thus does what
Shklovsky demands: "tears a thing out of the sequence of associations
where it is usually found,"!

The formalists were attracted to the grotesque by its ability to
lay bare the form of the work, to make obvious the process of ‘'making'
a thing, to stress the structure of the thing itself. "In comedy, the
grotesque and parody” wrote Eikhenbaum "form as the system of certain
precise artistic devices is stressed more strongly and clearly than in
any other lpecioa."a

Studying the grotesque on the basis of the classical works of Gogol
and Dostoevsky, the formalists made extremely valuable observations on
the composition, style and language of grotesque works. The titles
themselves of the formalists' articles (such as Eikhenbaum's "Kak sdelana
Shinel'", Slonimsky's "Tekhnika komicheskogo u Gogolya", Tynyanov's "K
teorii parodli") indicate that the formalists were attracted by the
external side of the work. Though they gave brilliant analyses of the
devices of the grotesque, the formalists unfortunately did not try to define
the role of these devices in an author's complete system of artistic rep-
resentation of reality and did not attempt to find the connection between
style and writer's vision of the world. As a result in the formalists'

analyses grotesque devices as a rule exist in their own right and if they are

conditioned it is only by the author's striving towards the "playing

I'B.mnoacm,,op.c:l.t.p.u.

3'3.3zxeaﬁayn «Hexpacos» in «0 nossume», JeEHHIpal,1969,p.36



with reality”. Eikhembaum, fer instance, states: 'The style of the grotesque «

demands firstly that the situatiem or eveat being described be enclosed in

a world of artificial experiences, small to the peint of fantasticality

(as 1n‘01d-v¢r1d Landewners' and "'I‘ho Stery of the Qumol:-.) and cempletely

isolated from reality at large and frem the genuine fullness of spiritual

life, and secendly that this be deme net with a didactic and met with a

satirical purpese but with the purpese of epening up space fer ‘playing

with reality', = setting eut and redistributimg its elements, se that its

usual interrelatioms and cennecting limks (psychelegical and legical)

turn eut te be imeperative in this newly receamstructed werld and amny

trifle may grew te celessal pr.portinl".z The fermalists never gave a

theeretical definitiem of the term gretesque’ . However well-prepared they

were ghepretically, they manifestly aveided analysing the werks eof their

ceatemperaries; as Zamyatim put it: ""the fermalists still de met risk

eperating en peeple whe are alive and continue te experiment en ccrpaoa."z
As well as being the peried ef great interest im the cencept eof

the gretesque the 20's alse marked the t:l.ﬂg'm ef the gretesque ia

Seviet centemperary writing. These were the years whea Russian prese

was develeping under the influence eof Bely, Remizov, Zamyatin, the

writers whe reianterpreted Gegel's use of the gretesque im their

writings and whese influence ia this cam be traced in mamy succeeding

Seviet writers. The 20's were the years of great experimentatiem and

relative freedemes These were the years of great upheaval, breaking

ef old structures, eld ways ef life, We can call these years =a

1B.snxe16ayu «Kax cipexama [Murexs» im «O npose»,lJeHUErDEA.1969.pe322,

2g.3ansTHE «Hopas pycceas npose» im <«luna», NexiymapoiHoe JMTEpaTypHOE

COIDYEECTBO, 1867 «pel193.



turaing-peint of histery. And it is gemerally accepted that the
gretesque as a rule appears in such perieds: ''The gretesque thrives
in an atmesphere eof diserder amd is inhibited in any period charscterized
by a preoneunced semse of dignity, an emphasis en the harmemy and erder
of life, an affinity for the typical and nermal amd a presaically
realistic appreach te the artl."1 In these years Seviet satire reached
the hizi:t peint eof its develepment. The develepment of Soviet satire
was partly hastened by the intreductiem ef NEP which faveured the
appearance of prefiteers and swindlers, a prime target fer satirists.
The Seviet bureaucrat made his first appearance in these years and
the Seviet philistine firmly established himself in a ferm remimiscent
of thnﬁiprc-rovolutionary years, A few writers came te the gretesque
as a result ef their disillusienment in NEP, thus reflecting iam their
werks all the fear and cenfusien that seized them im the face of the
revival of ferms ef life which they heped were gene feor geed,

In the 20's Mayakevsky creates his gretesque plays and Bulgakev=
the master ef the gretesque - comes inte literature. Te the 20's
belengs the activity ef the 'Serapiem Brethers' - the literary greup
unitiag different writers threugh their desire te fiad their ewam style,
all of them being dissatisfied with the simple reflectien eof reality
in literature. Ne matter hew different these writers were, they eftem
used gretesque devices. Zeshchenke experiments with the language,
adding & gretesque character te his language with cembinatien ef

varieus layers of language. The 'Serapien' Kaverin makes wide use

1o .B.Jennings "The ludicreus demen. Aspects ef the Gretesque ia

Gernan Pest Remantic Frese. 1963.p.26.

i |
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of the grotesque in composition, skilfully mixing fantasy and reality.
Tynyanov, as critic and as novelist, stands for the removation of genre
as a reaction against the familiarity which had invalidated the old
artistie forms, 'One has to break a thing somehow im order to feel it
afresh. In literature evidently something glued together is stronmger
than something 1ntlct"1, maintains Tynyanov, and this opens the way for
the grotesque, since in ‘glueing' the parts together distortiom or
displacement are inevitable and it is all a question of the degree

of the distortion and the sharpness of the displacement. If the
displacement has a fantastic character it would not be far removed
from the grotesque.

Zamyatin's hypothesis about the synthetic tendency in the
development of Russian prose dates also from the 20's. In Zamjatin's
opinion, so dynamic a period in a society's development as the post-
revolutionary years would inevitably bring sbout a move towards
synthesism in Russian prose, Zamjyatin tried to define the typical
features of the new synthetic art: 1) Retreat from realism and
everyday life. 2) Fast moving, fantastic subject. 3) Condensation
in symbolism and colours. Only a synthetic characteristic of each
phenomenon is given and not a detailed description., 4) Concentrated,
concise language, choice of words with maximum efficiency. 5) Observation
of changing phenomena and phases leads to attempts to establish the
ultimate aims of the movement., Hence the elements of philosophy and

of broad general conclusions grow into the artistic orgnnil-"z. As the

ITD.Thnanon <«JureparypEoe cerozEs» in «Pycckuil coBpeMeEEMK» 12324 No.l, p.299

2’¢£ncxyccnn 0 cOBpeMeEHOR JuTepaType» in «Pycckufl COBDEMEHHHK» 1924 No.2,
Pe375



artist's motto Zamyatin suggests "shift and warp"” (sdvig,krivizna )1.

By virtue of its specific character - its fondness for alogical disorder
and disharmony and its dislike of unity - , the grotesque is extremely
close to synthetic art. All the features mentioned by Zamyatin = the
striving of synthesism for exaggeration, gemeralization, the synthesis

of fantasy and reality, the dislocation of the planes in space and time,
and the creation of synthetic images - are characteristic of the grotesque
in general, although the concept of the grotesque is narrower than the
concept of synthesism. But the purpose of the grotesque, like the

purpose of synthesism, is often to reveal the true nature of the phenomenon.
According to Meierkhold, "the grotesque, being the second stage towards
stylization, has managed to do away with analysis. Its method is strictly
synthetic. The grotesque creates without compromise (on the level of
conventional improbability, of course) a complete fullness of life
without concerning itself with petty details"?,

The Soviet critic Yurii Mann considers generalization to be the
essential feature of the grotesque; "The grotesque - he writes = emerges
as a striving for extreme generalization, summing up and extractiomn of
some sense and essence from the phenomenon, time and historye. Obviously
there are definite psychological rules under which the grotesque with
its characteristic defamiliarization and condensation of colours, lines,
etc., involuntarily produces broader associations and evokes generalization™’,

Zemyatin's forecast about the future development of Russian prose
was unfortunately not fulfilled; this was not by any means Zamjatin's
fault or the fault of those writers who gave preference to synthesism

and therefore to the grotesque at a certain stage of their development.

l'qnnc:ycclz O coppeMeEHO#l JUTepaType», ops cit., p.276

nfB.Melepxoasg, ope cit., Pe225

a'n.ﬂanx «0 rporeckxe B auTepaType», Mockea 1966, p.59
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It was largely the result of imposing on literature the method of
socialist realism which demanded "the reproduction of a lifelike
verisimilitude, the conveying of the content of reality within the
bounds of reality 1t-.1£"1.

It was no accident that in the 1930's with the official proclamation
of socialist realism as the main method of Soviet art we observe a sharp
fall in the number of works using grotesque devices and witness the decline
of satirical genres and an increase in attacks on writers using the
grotesque, The 1930's are years of stabilization and of a prosaically
realistic approach to art. Not surprisingly, the authors of the
literary encyclopaedia of 1930 deny any place for the grotesque in
these years, In their opinion the grotesque reflects the instability
of being:"Bpochs of social and economic equilibrium are not familiar with
the grotesque. The grotesque appears at times of economic, political and
ideological crisis. In these periods & social psychology emerges which
reflects a recognition of the misery, decay and instability of existence,
Such a social psychology is most typical for the decadent moods of
dying social groups which are being swept from the arena of history.
Their cultivation of the grotesque reflects the instability of existence,
their duality and the instability of their outlook. The grotesque of
Bulgakov and Ehrenburg = fellow-travellers - has this decadent chsr.ctor"s.

So it came about that the grotesque, in the broad meaning of the
term, wvas the lot of writers who did not accept the revolution and

fellow-travellers who doubted the triumph of socialism. In the 30's

I'B.A.Rosajéa «lgoroo6pasue cTHieii B coseTckoll xmTepaType» M.-I. 1965, p.84

z'clnreparypnan SHIMEIONEIUS®, OPe Cite, Pe35



the grotesque becomes an extremely dangerous practice. Usage of it risked
the accusation of slandering Rocialism, of deliberate distortion of

the picture of reality, of violating the main principles of socialist realism
and of numerous other sins. This situation continued until the middle of
the 50's. Naturally, the number of writers using the grotesque fell
sharply. But this does not mean that there was a complete absence of grotesque
works in the 1930's. Bulgakov's works ('"Master i Margarita'Z, Schwartz's
("Ten'”), Platonov's ("Goroa Gradov': and Tynyanov's (''voskovaya persona’)
are in themselves adequate refutation of this. The tragedy however is

that some of the main works of the above-mentioned writers saw the light

of day only in the 1860's and, as they dealt with topical questions of

the 30's, they could not have any influence on events, But the very fact
that they were written refutes the existing opinion of the 30's as years of
complete artistic decline and stylistic monotony in Soviet literature.
Unfortunately, in the years that followed the grotesque was kept even more
in the background in soviet literature, and in the system of socialist
realism a small place is found for it only in satire, Being alien to
socialist realism and to realisam in general, "the only function left

for the grotesque under socialist realism is to be a means of caricature
and parodying its lnauios"l. The grotesque can serve only 'as one of the
means, but not the chief means, a subsidiary, but not the main weapon

of satire">. It can only be a subordinate element in the sort of

artistic picture which basically satisfies a demand for verisimilitude,

Without this condition the grotesque is sheer arbitrariness, formalistic

l'tlnreparypuas PEIMKIONE AHS®, Ope Cite, Pe36

zfA.C.Bylula «0 runep6oxze W rporecke B caTupe leipume» in <«Bompocw
coseTcxoft gureparypu» V, M.=Jl. 1857, p.29
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twisting and turning"’, Taking into account the pitiful state of satire
itself, with GOII.;I].IDI" observance of demands for verismilitude even in
satirical analysis inevitably distorting its specific character, the grotesque
ceases to exist altogether in the %0!s and the first half of the 50's
with the important exception of Schwartz's plays, Only in the second half
of the 50's and the beginning of the 60's does the enlightenment come,
and the term grotesque acquires the former popularity of the 20's. In
1965 Bakhtin's book written in 1941 was published under the title
"Tvorchestvo Rabelais i narodnaya kul'tura srednevekov'ya i renessansa’ and at
last gave due attention to the problem. In 1966 there appeared Yurii Mann's
work ©O groteske v literature” in which the author tried to define the
place of the grotesque in modern literature, We should also mention two
articles by D.Nikolaev in the journal "Voprosy 11teratury'a, both of which
confirm the mounting interest in the grotesque among Soviet critics,
Bakhtin's work is without doubt the most valuable, As well as
analyzing the problem of the grotesque in the Renaissance, Bakhtin
raises s great number of questions in relation to the modern grotesque.
Unfortunately he ignores the grotesque in Soviet literature, although in
twentieth century literature he notes the existence of two kinds of the
grotesque = the modernist grotesque connected with the traditions of the
Romantic grotesque (Kayser's book is devoted to the study of this kind
of grotesque)-, and the realistic grotesque, comnected, in Bakhtin's
opinion with the traditions of grotesque realism and folk cultures The
concept of the modernist grotesque follows from the development of the

Romantic grotesque. This is related to the writer's dualistic world view

“1b1¢., pe10

3'.11.Haxo.men «Tpamzms rpoTeckar im <«BOompecH JMTepaType>, 1968 No.4
and «wlcTOopus OJAHOIO ro;;o.xa" ¥ npofieMa CATEDHYECKOT'O IDOTEcK&a»

in «BonpocH JUTepaTypu®, 1971 No.2
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his attitude that the world is unstable and that everything is
collapsing and disintegrating. For Kayser, for example, the main thing
in the grotesque is something hostile, alien and non-human, "ominous
and sinister in the face of a world totally different from the
femiliar one”, "the grotesque is the estranged world. But some
additional explanation is required, for, viewed from the outside,
the world of the fairytale could also be regarded as strange and alien.
Yet its world is not estranged, that is to say, the elements in it
which are familiar and natural to us do not suddenly turn out to
be strange and ominous. It is our world which has to be transformed™l.
It is clear that such a type of grotesque in Soviet literature
can only be met with a rebuff from the crities, since socialist realism
intends to show the world as anything but chaotic, alien, or unstable
and the position of the writer should be anything but indefinite or
vague, No wonder that some grotesque works containing an indefinite
attitude to everything (such as Bulgakov's works) were met with fierce
attacks in Soviet criticisa, Yet despite the attempts of the eritics
to diminish this type of the grotesque in Soviet literature of the
NEP period quite & number of the elements of the modernist grotesque
originating in the Romantic grotesque can be found there. The same can
be said about the second type of the grotesque, the realistic grotesque,
which Bakhtin links to the traditions of grotesque realism and to a
specific carnivalised outlook ( "karnaval'noe mirocoshchushchenie') that
belongs to folk culture. It is ambivalent in its nature and has a
very strong laughter element resulting from the annual cheerful

l'nyur, ope €ite, P.184



destruction of time now passed and the death of time, It is possible to
find elements of this type of the grotesque in Bulgakov's "Master i
Margarita” and in Mayakovsky's "Klop' . It is not our task, however,
to distinguish these elements in the works of the writers under
discussion. Neither are we going to determine which scholar, Kayser
or Bakhtin, is nearer the truth. Most likely, both are right, but,
dealing with different kinds of material, come to different conclusions.
As Jostein Bortens comments on Bakhtin's theory: "This limitation of
the gloomy and oppressive forms of grotesque imagery to certain
manifestations of romantic and contemporsary art and literature is,
however, arbitrary and unhistorical. The chimeric world of demomic
grotesque may be traced back at least into the Middle Ages, Most
likely it constitutes a negative pole of the gay and liberating
grotesque of carnival festivals™,
In general we have to note the sharply satirical orientation of the
grotesque in Soviet literature. Bakhtin's reluctance to discuss the
grotesque in Soviet literature can be explained by this, since
Bakhtin has reservations about the satirical grotesque gemerally:
"Where the grotesque comes to the aid of an abstract tendency, its
pnature is inevitably distorted since the essence of the grotesque is
to express the contradictory and double-faced fulness of 112e"%,
A negative attitude to satire characterises the majority of
scholars of the grotesque (Kayser, Jemnings, Bortemns, Bakhtin,

Eikhenbaum) . Some critics even deny the presence of the grotesque

1o ostein Birtens "Gogol's 'Revizor' = a Study in the Grotesque'', in
"Scandoslavica" 1969 No.15, pe48.

2oy .BaxTam, ope €ite, Pe71



in works where the satirical intention is very strong. Some, like
Kayser, suggest the existence of a special type of the grotesque,
namely the satirical, as opposed to the tntntul. Only Soviet eritics
Seem to accept the bemeficial influence of satire on grotesque works:
"The grotesque can serve, and very successfully serves, the purposes

of satire. And it is not in the least degenerated or distorted by

this. Moreover it is in satire that it achieves its primary development,
and it is with_satire that its flourishing in realistic art is llnkod"aa
We will take the opposite view, hovever: that an author's intentiom to
satirize influences and changes the very nature of the grotesque.
Mayakovsky will serve as our example in this connection, We will

treat the grotesque as an aspect of the comic, since beyond the limits
of the comic the concept of the grotesque becomes extremely diffuse,
opening up the possibility of relating to the grotesque everything that
is strange and unusual. In this sense we agree with Bakhtin that
"laughter is an essential feature of the grotesque; in situations of
total seriousness no grotesque is posllblo"s. But it needs to be noted
that the laughter in different forms of the grotesque is of different

types (humour, irony, sarcasm, the infernal laughter of the Romantic

grotesgque) . So our definition will read thus: the grotesgue is a form

of the comic consisting of an artificiasl fantastic structure, combining

ghuo-uu that cannot be met tg‘lth-r in real life, We have limited our

definition to the structural features; it has to be noted that at the

basis of the grotesque structure lies a certain principle of artistic
"nyur, ope Cite, pPe189
2.1[..'&!10.!!0! «TpaENIDE IPOTECKa» Op. cite, p.91

a.i.lem, ope cit., p.44



thinking; in most cases the grotesque reflects the author's perception
of the world and his complex attitudes to reality.

For this pure type of the grotesque the fantastic element is absolutely
essential. Its presence destroys the familiar causal connections, standard
concepts and normal relationships of reality. (Kayser's concept of the
alienated world which is typical for the grotesque would be relevaat
here) . In acknowledging the necessity for the fantastic element we
are following the main orientation of Soviet criticisa (Yu. Borev,

De Nikolaev, Yu. Mann). It is necessary, however, to make the reservation
that the presence of the fantastic does not by itself produce the
grotesque, One only needs to remember science fiction or fairytale

where a fantastic element is present but no grotesque. The reason for

this is that in both genres, in pure science fiction or in pure fairytale,
there is only the one, fantastic, plane, Science fiction is based on the
plane of scientific hypothesis; everything follows from this and the action
develops on this one fantastic plane, Similarly, the fairytale is a
single-plane structure.

In the grotesque two planes are essential but they have to be
connected artificially in the form of sharply contrasting planes which
do not merge into one, so combining phenomena which are in reality
incombinable. As Eisenstein stated it in the 30's: "The elements of the
artificial bringing-together of the fantastic and the real create the
specific gquality of the grotesque. The non-bringing-together of the
levels, the absence of a synthesis, is the characteristic of the grotesque.
The material plane and the non-material are present here not as a unity
which is turned to show now one facet, now another, but, on the contrary

are given as the penetration of one plane into another and the manifest



collision of the real with the unrul"l.

Thus it is not 80 much a question of the phenomena themselves as
of their new appearance as a result of their artificial combination.

In Nikolaev's words: "The grotesque requires the appearance of the sort
of combinations of objects, figures, attributes, phenomena, actions
which are impossible in real 1ife">. This new grotesque structure we face
in the literary work is utterly absurd and ridiculous. Structurally it
consists of heterogeneous elements. One of the elements in this grotesque
structure may be completely real, it can be part of everyday life or
society, but the other element may be purely fantastic, supernatural,

the product of the author's imagination (such as the phosphorescent
woman in a Soviet office in Mayakovsky's "Banya', or the devil's presence
in Moscow in Bulgakov's "Master i Margarite”, or the monstrous reptiles
attacking the country in Bulgakov's Rokovye yait:a"ewhat we are faced with
here is the particularly artificial nature of the combination, A
heterogeneous element is brought in from without and seems ocutwardly
unjustified, but it is only so at first glance since on deeper eanquiry
we start to see clearly that there is a connection between both elements
which makes the combination possible, however awkward,

In the case where the grotesque is constructed from heterogeneous
elements, both of which exist in nature or society, we have particularly
to take into account the extent to which the laws of reality are distorted
in the resulting combination. If the connections between phenomena and
their appearance are so much distorted that & strange new world with its

own laws is created and if in this world we recognise the true features

l'(':.:iheu-ren in <BompocH awrepaTypi» 1968 No.l, pp.106-107.

z'll.ﬂnuul «TpaEEmE IPOTECKR® OPe cite, pe80.



of reality only with difficulty, we are faced with the grotesque. If,
despite the combination of elements remote from one another, reaslity
can still be perceived and the laws of reality are displaced but not
broken to the point where they are completely unrecognizable, it would
be better to talk about the 'grotesque eolouration' of the worke.
Sometimes, despite the distortion of its proportions, the world depicted
by the writer is too close to existing reality or is not ridiculous
enough to be called a grotesque world. In this study we will use both
terms: "fantastic grotesque” and "grotesque colouration”.

As we have mentioned already, the grotesque is a form of the comie.
This does not mean that the grotesque in Soviet literature is devoid of
a tragic element, In the grotesque work the tragic is often hidden: on the
surface lies the express comic element, and the reader is confronted first of
all with something outwardly incredible and he can only laugh at it; "But
he can go further, perceiving the essence of the grotesque and then the whole
depth and full meaning of its comedy will be revealed to hi-"l, as Mann
suggests, In relation to the grotesque one has some justification in
supposing that the comic demands a developed aesthetic taste. As Mann
comments: The lightness of the comedy does not exclude its seriousness,
Comedy in the grotesque is released in the grotesque with the comprehemnsion
of the reasonable in the unreasonable, of the natural in the -trlngc"a.
The deeper the reader penetrates the conteant of the grotesque work, the clearer !
it becomes to him that the comic element in the grotesque is oftemn
intertwined with a powerful dramatic or tragic element, As a rule comic

and tragic elements exist together in the grotesque, alternating, with

one or other prevailing.

‘.D.IIII, ops Cite, Pei31

3'1&14., p.1332
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We are primarily interested in the fantastic grotesque, We shall
deal with those works in which the grotesque applies to almost all the
elements of its structure and is a part of its composition, used in
constructing its characters and even penetrating into its language.

In our study we have chosen to analyze the works of Mayakovsky,

Bulgakov and Schwartz, The choice of these three writers may be
Justified by the following considerations: 1) Mayakovsky, from the very
beginning of his literary career, was hostile towards a simple reflection
of reality; he was always inclined towards exaggerated imagery and towards
the fantastie, We will take Mayakovsky because Soviet literature actually
starts with him. (For this reason we do not touch on the work of Zamiatin
who stands on the borderline between Russian classical literature and
Soviet literature). Mayakovsky is also interesting because of his
combination of the fantastic grotesque with satire, 2) We shall take
Bulgakov because he is one of the main representatives of the fantastic
grotesque, the great master of the mixing of real and fantastic elements,
and also because even at the end of the 30's when the majority of
writers had abandoned this method Bulgakov continued to be loyal to it.
His novel "Master i Margarita" bears witness to this. Bulgakov is also
interesting because in his works the grotesque never played a purely
satiricel role as in Mayakovsky. 3) We shall take Schwartz in whose
works the fantastic grotesque took a particular form = the fairytale.

It may seem strange that we should be analyzing the dramatic works
of Mayakovsky and Schwartz together with the prose of Bulgakov, but
Bulgakov 1s not only & prose writer. He is also a dramatist and in his
technique very often follows that of the dramatist. Despite the

prose his

great differences between these writers, there is a certain similarity



as far as their grotesque devices are concerned. All three writers

use the grotesque in composition, in the construction of their

characters, and some of the devices of their grotesque language are similar.
We shall be concerned not only with the devices of the fantastic grotesque
used by these different writers, but also with the connection between

the grotesque and their outlook on the world.



II Mayakovsky

le The structural features of Mayakovsky's

grotesque.

A. The presentation of everyday reality

(the plane of the real).

Bs The presentation of the fantastic
(the plane of the fantastic) and the

emergence of the grotesque.
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A. The presentation of everyday reality (the plane of the real).

It should be clear from the introduction that by the structure of
the fantastic grotesque, we usually mean a certain combination of the
two planes of the fantastic and the real. The grotesque of Mayakovsky,
Bulgakov and Schwartz is constructed in this way. Before comsidering the
resulting grotesque structure itself we will try to differentiate and
examine both these planes in the grotesque of the above-mentioned authors.
What are these two planes? What makes their combination possible? As
we kuow, their parallel existence does not by itself produce the grotesque.
It is necessary that these two plames interact. First of all let us
examine the presentation of everyday reality. 1Is there anything in its
depiction that can justify the appearance of a heterogeneous fantastic
element? Is it completely alienated, unrecognizable or are there any
indications of period and historical verisimilitude? We will begimn with
the structure of Mayakovsky's grotesque in his plays "Klop" and "Banya".

The first act of the play "Klop" shows the 1920's, the NEP period.
Everyday life is caricatured, its proportions are distorted, its
episodes are sharply exaggerated. The events of the first act of the
play are reduced to a few episodes (the shopping sceme at the doors

of the department store, the scene in the hostel for working youths,

and the 'odding)l.

legy the first act we mean the first four scenes which are
related to the plane of reality.

bt |
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Despite the distortiom of the truth of everyday life and the
obvious absurdity of behaviour and language of the characters, the
first act on the whole is not perceived as grotesque. Even such a
distorted scene as the scene of the wedding constructed on the
combination of two concepts as remote from each other as a wedding and
a party-meeting (Sv:Jba za.edanin)l is perceived as a mere caricature.
Though built on obvious distortion of proportions, the scene does not
arouse sharp alienmation, does not create something strange, unusual,
because of the intrusions (deliberately stressed) of indications of
contemporary reality, of the deliberate approximation of the situations,
characters, phrases in the scene with those from newspaper feuilletons
based on factual material of that time. The autheaticity of the
indications of reality is felt everywhere. This apparently was felt
particularly by the reader (spectator) of the 1920's, who was familiar
with all the problems of the NEP period, since newspapers were full of
them. And then Mayakovsky himself said that "the basic material treated
in the play are the facts which came into my newspaperman's and
propagandist's hands. In my play there are no situations which are not
supported by dozems of authentic cll.l.”z Actioms, words and episodes
from real life are visible behimd the situations of "Klop". Mayakovsky
even refers to the facts that lay at the basis of his play. In his film

3

scenario "Pozabud' pro kamin"" which was the prototype of "Klep",

Mayakovsky directly eites the articles from the newspaper "Komsomel'skaya

1‘1'13' term is used,for example,by B Mmisscxuil «CarmpiKx spess», CoseTcExi
nxcaTeab, MockEa 1963,pel145.

z'B. MagxosckEit, v.13, p.190.
a'B. Magxosckrmil, v.11,pp.191=212,



pravda” and the magazine "Kul'tura i revolyutsia”. Meierkhold, in his
famous production of "Klop", also strived for maximum authenticity and
audience recognition. The scenes were supposed to allow the audience

to recognize the vulgarity surrounding them in real 1ife, and authentic
vulgar objects bought in state shops were displayed on the ntq.,etc.l
All this creates an impression of insufficient artistic treatment of

the facts - associations with facts were too obvious to the spectator.
Bven the wedding party-meeting of Prisypkin happens to be a parody on
the scenario "The new wedding" ("svadba po-novomu™) in V. Bayan's "Red
tete" ("Kumachovye gulynnki")a. Of course, the modern reader (spectator)
does not perceive this scene as a parody on something defimite, but it
is quite possible that the reader of the 20's, familiar with the details
of everyday life, took it exactly in that way. As a result, despite the
use of caricature in the depiction of the plane of reality, we
unmistakenly recognize the typical everyday life of the 20's. The
illusion of reality is created with the help of these indications. We
can say that in depiction of the plane of reality in Mayakovsky's play
"Klop”, two tendencies interact. OCn the one hand we can observe the
sharp caricaturing of everyday life. This distortion alone can be brought
to the level of the grotesque, but Mayakovsky does not take it so far.
On the other hand, the factual material, the preservation of a documentary
basis, visible beneath caricatured situations and characters, creates
verisimilitude. The second tendency turns out to be stronger than the
first. As a result we have a rather topical caricature close to the

depictions to be found in newspaper feuilletons. But due to this

1'8.- K.Pyasmuxufi «Pexmccép Nefiepxoxni» Mockea, 1969,p«402.

2'8. Muaspckuil,op«Citepel42, See also B,Basax «KyuawoBue ryIsEx:,
XopoBoiNEE HIDE», Cepus (fpacEne nocmaeaxu?M-J xsi.Moxoias I'sapius.1927.



caricaturing a grotesque coloration is imprinted on the depiction of
reality of the first act.

The scene of the wedding, however, is often presented on the stage
with a shift towards the grotesque. This relates perficularly to the
second half of the scene where the factual material is limited. Meierkhold,
for example, in his production of "Klop™ in 1928, presented the "red
wedding” as philistine bacechanalia totally estranged from reality with
the characters behaving in an absurdly illogical manner: the barber's
attack on the matron of honour with the fork in a satan-like manner,
the threatening screams of the best man disrupting the atmosphere of
contentment among the guests, the growing confusion and final destruction
of the chnracterl.l

We might also suggest that the grotesque nature of the wedding scene
(and this relates to the grotesque coloration of the whole first act
dealing with reality of the 20's) will increase for another reason. The
factual material of the play becomes more and more chsolete for the
modern spectator, the topical elements of everyday life are fading and
the theme itself loses its sharpness and evokes fewer associations with
reality. And if the spectator of the 20's would never be sure whether
he is facing an alienated reality where all the rules are distorted to
the point of the absurd, the modern spectator is more inclined to see
1t in that light.

In Mayakovsky's second play "Banya", we are concermed with the
social order. The play is directed against the bureaucracy and the red

tape of the newly-established Soviet apparatus.

":. Pyamuuxult, op.cit.p.403.
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The subject provides many opportunities for introducing grotesgue
shifts. The attributes of the grotesque, alogism and the absence of
motivation are embedded in bureaucracy. Reality in "Banya" is much
more sinister than reality im "Klop". We are confronted with a "paper
kingdom". It is headed by the Chief Coordinator, Pobedonosikov, who
leads the administration entrusted to him « X COONAINSMY IO IeENSIBEEM
cronax Kapia Mapxca M COrXacEO NpeiNNCANNIM nelrpn»(p.ml)l. On the
same social ladder, but lower than Pobedonosikov, stands his secretary,
Optimistenko, who guards the peace of his master, and respects <TOJXLKE
TO JHIO, KOTOPOE NOCTABIEHO H CTOHT®»(p.344). Bureaucracy penetrates
all spheres of life including art, theatre and press, which are embodied
in a naturalistic painter of portraits and historical battles, Isaak
Belvedonsky, a theatrical director adjusting his tastes to the tastes of the
governing officials, and a reporter, Momentalnikov (Immediatik), who,
as his name already suggests, is ready to fulfil immediately any order
and abuse anyone as required. The universal figure of Ivan Ivanovich
(a permanent yes-man) provides ample opportunities to illustrate
bureaucracy running riot.

In "Banya" as in "Klop" Mayakovsky follows the same pattern of
caricature, distortion of proportions, stressing the alogism of.actions
and motivations. But in "Banya" caricature at times reaches proportions
of fansastic absurdity and thus comes close to the grotesque. Examples
are: the behaviour of the characters, their arguments, gestures,
remarks in the scene of Pobedonosikov conversing with the naturalistic
painter of portraits and historic battles are so ridiculous that the

situation exceeds the limits of pure caricature. Belvedonsky:

l"'Al:l. quotations from Mayakovsky are given from B,Magxomckmil, Ilox=oe

co6paEme couMEemMR B 13 Tonax. Mocxea 1959. H3J. XyioxecTeexmEoR
JNTEpaTYDH.



<«Xakas CKDOMHOCTE IpH sacxyrax! OwMcTHTe MEe JwEMp Bamejt 6oeBofl Eorm,

Kax canozox WMCTO 6JIECTHT, OpIMO XOTh JINSHE»,,.«KapaEjam Jpoxmr, He
nepeiaTh: AHAJCETHEY XapaKTepa INpE ofmeil OuTOBOM cxpoMEocTH, CaMoypazemme

y Bac, Topapum [lo6e10HOCHEOB, TERTaEM4Yeckoe! BiecENTe riasaum gYepes mpaBOe niew
H Yepe3 CaMONEUYmYD pyuxy-c,llosBOoJbTe yBEKOBEUHTH 8TO MI'HOBEHEE® (p.300=301).
Pobedonosikov's tirades which he dictates to his secretary are devoid of

any logical sense, they are absurdities of a fantastic nature:

«Jlaxe Jep ToacTOoll, zaxe aTa BeaHvualmas MeXBeIMIA Nepa, ecaxm OH el yiaxocs
i%xxlyrs Ea HAaEM JOCTEXSHNS B BHJS BRNCYNOMSHYTOr'O TpaMBas, Jaxe OHa

sagBEXa OH Nepej JNIOM MHDOBOro Mmumepmaiusma: He wmory woxwaTs., BoT oEm
KPACHNE NJIOAH OGE3ATEIBHOIO NMpOCBSHEeERT» (p.296).

Equally ridiculous in its combination of the incombinable is
Pobedonosikov's attempt to apply bureaucratic terminology to his family
life. Pobedonosikov to his wife: <Hazo X Tefe yweTs caMOOGpaSOBHBATECH H
ANAJXEKTHYESCKH JABUDOBATH, A YTO s BHXy B TBOeM June? BepexuTox mpomioro,
nens CcTAporo GHTa!».(p.312). Thus the grotesque coloration of
"Banya's" reality seems to be stronger than "Klop's"; it is later
intensified by the piling up of absurdities acquiring genuine grotesque
qualities in the scenes with the phosporescent woman. Nevertheless,
despite this,at times,fantastically absurd character of reality in
"Banya" this reality is as recognizable to a Soviet audience as the
reality of "Klop". Extemsive factual material brings verisimilitude
to the seemingly fantastic situations and characters of the play.
Milyavsky, in his book "Satirik i vremya", provides many examples of
bureaucratic activities omly slightly less fantastic than Pobedonosikov's.
On the 18th April 1928, "Pravda” quotes the words of Stepanov - head

of the Murmansk office "Sevzapgosrybtrest . Imn reply to reproaches



for participation in a drunken bout, Stepanov answered:<BnoJisee
8BTOPDETETHO 344BX4D: f OHJI TAM IO COraacoBaEMD eBompoca ¢ ITIV.» And
when the note appeared in a wall-newspaper Stepanov found a way out
quite in the manner of Pobedonosikov: «l0 mocTamopxeEun [[K maprTem =
SaEHMAKCEH cano:pn;:ol H sameTEa </lHKTaTypa» HanmucaEa JIHYHO I:!oml.
Two tendencies we observed in the depiction of the plane of reality
in "Klop" can easily be traced in "Banya". (The sharp caricaturing
of life bc;!srul; on the absurd which creates the sensation of
alienated reality, when we sense that our links with it are actuzlly
breaking, and the accumulation of factual material leading to
associations with our world which restore our links with this world.)
But as opposed to "Klop", the first tendency sometimes takes over
and the caricature approaches the level of the grotesque.

We have mentioned in the introduction that the grotesque can
serve as a means of construction of the characters. In "Klop (in
the first act) construction of the characters is achieved without
grotesque devices, We are mainly interested in Prisypkin, since
it is he who becomes a grotesque character against the new fantastic
background of the second act and starts to be perceived in a new
way. It does not make other characters less important, since they
are all part of reality in the first act. But together with
Prisypkin some features of the twenties are transported into the
fantastic future. In the depiction of the characters we find the
same distortion of proportions, the same deliberate impoverish-

ment by the exaggeration and development of only one feature.

deyuaancxust, op.cit.pp.86-87.
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However, the characters, like the situations, do not become grotesque

in the first act. The same factual material and documentary basis prevent
the characters from acquiring a fantastic appearance. The indications of
contemporary reality are constantly felt behind the caricatured Prisypkin.
Numerous documentary facts out of which Mayskovsky "squen:en"(preslu-t)l
the truth in Prisypkin speak for themselves (numerous newspaper reports
about workers betraying their class by marrying girls of bourgeois originm,
the extreme forms that arguments concerning fashion took in the Komsomol
etc.) All this helps the character, despite sharp exaggeration and
caricature, to preserve some verisimilitude and real proportions or at least
some outer similarity to them.

Prisypkin's character is built on the principle of stressing his
animalism, This animalism is created at the expense of the deliberate
impoverishment of the character, the weakening aad sometimes complete
absence of psychological motivation in Prisypkin's actions. The first
act, for example, demonstrates Prisypkin's complete inability to think,
to grasp all the variety of meanings of the word (''red”, for him, is
only revolutionary, therefore he is in favour of the red wedding and he
does not seem to make a distinction between the red sweating bride, the
red ham and the red caps of the bottles on the table). Here is the
picture of his realised dream - the red wedding in the iromic interpretatisa
of Bayan: <«Bame KIaccOBO€, BOSBMNESHEHOS, EBAKHOS M YNONTECJILEOS TODEECTBO!...
HepecTa BHIASET E8 KapeTH — EpacHas HEPECTA...BCS KpacHaf,~ YOBpDHIACSH,
BHAYNMT; €€ BNMBOANT kpacHu# nocazerEmit orem, 6yxrairep Epuxaios, - OE kax
pas MyxXuHHA TYYEN#l, EKpacHuil, ANONJeXCHEYEeCKHll, - BBOAST ®TO BAC KpacHEe
wadepa, BeCch CTOX B KPACHOH! BeTHNEe M OYyTHIKN C KDACENME TOJOBKAME.,

KpacENe I'OCTE EDHYAT <POpHKO,rOphXO», H TYT KpacEas (yze cympyra)

npoTAruBaeT BauM KpacHEe-KDACHNE TyOEE»...(p.224).

"'llan'.oncnl.og.cit. vel2.p.185.



In the first scene of the shopping, Prisypkin and his cronies are
surrounded by a parade of things and demonstrate their complete devotion
to the material world. To intensify this Mayakovsky presents the things
&8 animated. Here are a few examples from the salesman's jingles:

llyropuuEnff pasEOCHHE:
«Toxyamickue,
MexaHEvYecKKe,
CAMONDMEMEANMHECS OYIOBHIN.> (p.217)
PasEoCYEE KyEOX:
«Tannyxmxe Inix

E8 6AJeTHHX CTYINi.
Jyumas Erpymxa

B Caiy E JoMa,

TaHNyeT IO yKXasaHMp

caMoro Hapxoma'!» (Pe217);
from the suthor's remarks concerning the scenery:
<«Boxsmas napMEuMaxepckas KOMHATE. Doxa B sepxalax, Posxb C pasuEyTOR
nacTep, CIpasa NevYs, SaBopavHBamues TPYOE nO Bceff xommEaTe.» (p.236);
from the remarks of the characters on Prisypkin:
«flapeEr: He B raicTyke aexo, & B TOM, YTO HE raicTyk, aCH K laiCTyKy
npuessaE, Jaxe Ne AyMaeT .- TOJOBOM NOmMEBEXHTH: GOMTCE», (pP.228);
from the remarks of Prisypkin and his likes (about the grand piano):
«floi KDHINNKO, NOJ EDHINNEO ee SepHTe! YX H 3ycoB-To! Biapurs Ou!»(p.237)
llpucenxen: <He oTTONWMTEe HOXEN MOeff posaE.» (p.237)

Prisypkin's animalism is also created by the emphasis laid on

his parasitical nature (his name itself confirms this: Prisypkin comes
from the word "rash"- cuns). In Mayakovsky's opinion he is the parasite
living on the body of the proletariat. So it happens that on the one
hand Prisypkin is the creature, devoid of ability to think (to motivate

his actions and behaviour logically), on the other hand Prisypkin is a

parasite living at the expense of others. This emphasis on
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-.nmus-l is very important since it helps the caricatured character

of Prisypkin in the first act to become grotesque in the second (against
the new fantastic background), to be taken for an animal not figuratively,
but Hterally. So we can s:;l;:n the plane of reality of "Klop",Mayakovsky
presents everyday situations and characters wi th the help of caricature.
Due to caricature a grotesque colaration is reflected on them. This
colouration is a specific preparation for the conversions of situations
and characters into the grotesque.

In Mayakovsky's second play "Banya", the characters are built by
stressing their artificiality. The point of departure is possibly the
poem "Iskusstvenye lyudi"z(lsza) where the bureaucrat was called
<AnnapaT i DPOXeHNS neio'ropﬂ:: ENpazeHEfl» such as «Hal0 COTJIACOBATEY,
<HEeyBA3Ka», «B OONEeM K Heaom». The artificiality éf Pobedonesikov
is already apparent in the post he occupies. Pobedomesikov - glavany
nachal'nik po upravleniyu soglasovaniya (chief coordinator) = while
abbreviated it is "glavmachpups”; "pups”, a doll, is an artificial creation.

Being artificial dolls, Pebedonosikov and other characters speak
in mechanised clicheés which give the impression of their having been
programmed. Mechanisation of speech is the main device Mayakovsky uses
in characterizing these artificial people. It is oftem achieved by the re-

petition of remarks taken to absurdity. Here are, for example,

lerhe animal-like appearance of Prisypkin was well displayed by [i'yinsky

who played the part of Prisypkin in Meierkhold's famous productionm.
According to the witness [{'yinsky tried to emphasise the animalism

of Prisypkin and spoke in an unpleasant voice with squeals and grunts,.
K.Pyammnxuit,op.cit.p.403.

a'B.Imonc:ll, v.7,pPP.203-205.



Optimistenko's constant repetitions:

<Kaxiuil BONDOC MOXNO M YBSSaTh M COriacoBaTh»; Momentalnikov's
<dveJeHENa NDEEAXNTE, ANNETET HAN He BeJEKx>; Ivan Ivanovich's
«Hajo OTEKDETE NEDOKYD EAMNAHND®; <Y BaC €cTh Teiedom?»; Mazemprue
HeJOCTATEKN MexaEusMar»; <Jec pyGsST, EEOKHm JeTAT»,

Mechanisation of speech may also be achieved by stressing the
inability to think,to comprehend the right meanings of words, to draw
proper conclusions. Ivan Ivanovich; for example, cannot grasp the
meaning of a complete sentence. As in an imperfect machine only the
last word of the phrase leaves an imprint in his brain leading to an
incoherent accumulatiom of words. By purely visual association, the
verb «pasropapuBaTh» recalls in his memory the imagery of <reaedorms,
and makes him indulge in the tirade: «f 6yiy pasropapuBaTs ¢ caumuuM [lasioM
Bappoaouenven... Y Bac ecTh TeiedoE? Ax, y Bac EeT Texedoma!»(p.286)

The mention of <«uexaEEsw», however, leads his thoughts astray in a new
direction: <MaJeE;XHEe HEJOCTATKN MCXAHENSMA, AX, KAKHE MEXAHEHNSME B
Dpefinapux! Bu 6usaxx B Heeftnapmul Besie oiNN meeRuapus, YAMBMTEIBEO
HETepecHEO,»(p.286) Having heard Nochkin's remark ending in «xoxGaca».
«A TH OpDraEE3OBANEO EKATNCH kox6acoft!!!» he clings to the last sounding
word, and hurries to jabber: <«Kox6acoli? Bu OuBaiu EHa sacejamusx?
6HBaX Ea sacelaEMSX., DBesie GyTep6pOAN C CHDOM, C BeTuMHOR, c koxbacoi -
YAMBETEILEO HETEDecHO!® (pe334).

As an extreme mechanisation of the character's speech, Mayakovsky
uses the device of the speech of a broken mechanism. Pobedonosikov
sometimes reminds one of a broken mechanism which starts to jam, to
stammer and to lose any logical thought:e«fl Eaz cBOMM EenoOCpeACTBEHHEM,
OTBETCTBEHENM HAYAXGCTBOM M HAJX NOCDEACTBEHEOR... Ja NeT, YTO £ rosopm!
Hax GesorserTcTBeEEOR TeRsD Mapxca... He nycxars! 3axzepzaTs!...[DEEDaTHTH!...

He mospoap!» (p.296) Or Ivan Ivanovich who, thrown overboard by the
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time machine, continues to blurt out like a wound-up automaton:
«Jlec pyGST - menkKNM IeTAT. MaieHbEKMe,,., GOIBEME HEeIOCTATEN MEXANNSBMA,
Haxzo mORTH NpHEBAEY:L COBETCEYD OMIECTBEHHOCTH. YAMBHTECILHO HETEDECHO.»(p+346).
The shift towards artificiality of character is helped by their
comparison to inanimate objects. It turns out that Optimistenko is
«rxaxxeft @ noJMpoBaHHNE kax ievmEi map, Ha SepDKAaJbHON MOBEDXEOCTE
EOTOPOro OTpaxaeTcCf TOJIBKO HavaIbCTBO®, (P.288) The following remarks
are thrown in the direction of Pobedonosikov: «SyMax=Egi yiae», <uopTdexs
HAGETEE», <xJuNca EaEnezspcxag»., The artificial nature of Mayakovsky's
characters was well demonstrated in Yutkevich's film of "Banya" which
used actual dolls in creating the bureaucrats' "synthesising ulkl".l
One can say that the characters in "Banya" are built on caricature
brought at times to a point of fantastic impossibility approaching the
grotesque. Thus their grotesque colouration is stronger than im "Klop".
The stressing of their artificiality and automatism gives us the
impression that something alien is present in them and turns them into
real machines. It is thus possible to suggest that the grotesque
character of "Banya®s" heroes increases on the plane of reality in
comparison with "Klop". Prisypkin's animalism, as we remember, was
more human than the artificiality of the doll and the mechanised speech
of "Banya's" characters. We would fail to identify Prisypkin with an

animal were it not for the people of the future.

1'cCone'rcnl sxpaE» 1961, Nol4,p.7



B. The presentation of the fantastic (the plane of the fantastic)

and the emergence of the grotesque.

As far as the fantastic plene is concerned, it is clearly separated
from reality in "Klop". It is revealed in the second act. This is a
fat astic picture of the future in the year 1979. How does Mayakovsky
depict this fantastic plane? @n the fansastic plane itself the grotesque
as such is absent. Just as with everyday life on the real plane,
Mayakovsky depicts the future with exaggerated features. However, the
features exaggerated by Mayakovsky in the future are the opposite of
those on the real plane. In fact, whereas in the depiction of everyday
life the human weaknesses of the philistine (his liking for alcohol, his
extreme vulgarity) which are perfidious but nevertheless human, in the
depiction of the feature on the second fantastic plane Mayakovsky takes
as his basis and exaggerates only two aspects - automation and soullessness
or the loss of individuality, the loss of all human weaknesses and
shortcomings, collectivism raised to a fetish. We can see that the
future is shown in a satirical light in the traditiomn of the anti-utopian
novel.

The mere presence of the fantastic does not on its own produce the
grotesque. The grotesque as such inm Mayakovsky's play arises in the
confrontation of two mutually exclusive planes - the fantastic and the
real and in their interaction. As a result of such interaction numerous
grotesque shifts occur. Whereas Prisypkin perceives «posE M IpESH» on
a vulgar sentimental philistine level (one extreme), people of the future
can read about roses only in horticultural textbooks, and about daydreams
only in medical works under the section on dreams, since the people of

the future perceive everything in its naked materialism (another extreme).



In the same way shaking hands - the human way of greeting each other,
presented by Mayakovsky in the first sct in an exaggerateéd way as mutual
pawing probably in a drunken state - takes in the future the other extreme
form of "an ancient antisanitary custom”; falling in love is reduced by
Mayakovsky to sentimental sighs to the music of the guitar and this
turns into an ancient disease when «4YelOBeYhbS NOJOBAS PHEDPIHNs, DABYMEO
pacmpejelseMas Ha BCP XH3Eh, BADYT CEODOTEYHO KOHICHCEDyeTCHE B Heieam

B OJHOM BOCHAJNTEIBHOM Tpomecce, Beii K 6€8paAcCyiHNM HEBeDOSTHHEM
nocTynkam» (p.259). We are not interested in whether Mayakovsky wanted
to express his vision of future communist society. It is important

for us that such a picture with the shift towards dehumanisation adds

a grotesque absurdity to the everyday life of the twenties.

On the background of this fantastic picture of the future the
features and attributes of the life of the twenties brought by Prisypkin
to an alien environment acquire a grotesque character; human weaknesses
and shortcomings lead to strange consequences. Ugly phenomena come
to life: "the ancient diseases” rage in the city; the epidemic of love
"takes on oceanic proportions”; hundreds of workers infected by a
strange disease (alcoholism) lie in hospital and there is no shortage
of those who want to be inoculated with a dose of this mysterious
illness and in such a way to sacrifice themselves in the cause of science.
It was necessary to establish huge ventilators to disperse the pdsenous
fumes of Prisypkin's respiration, to strain every merve of world
medicine and science in order to stop the catastrophe spreading.

A grotesque shift occurs in Prisypkin's character on his arrival 15°%ﬁ=j{
of the future. It is very important that in Prisypkin's character
features opposite to the features of the people of the future are
exaggerated; Prisypkin's character in the first act helps him become

grotesque in the second act: Prisypkin's exaggerated features, his
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enimalism and parasitical nature which have already been displayed in

the first act assist firstly in bringing Prisypkin closer to the bed-bug,
the parasite, and then in their complete identification with one another,
that is, they prepare Prisypkin's transformation into the grotesque. In
the second act the alogism of Prisypkin's motivations bordering on
impossibility is particulerly emphasised: Prisypkin is extremely delighted
at the sight of the bed-bug and he is seized by grief at its disappearance.
His response to the advertisement that & human body is required by the
Zzoo to be constantly bitten is so ridiculous that it is almost impossible
to motivate such an act from the point of view of logic. But it makes

a shift to the grotesque and prepares for Prisypkin's transformation

into the bed=bug. Prisypkin himself assists in this: he places himself
and the bed-bug on the same level. As a rea:}t h{: ggi?::ter begins to
be deformed from the caricatured to the grotesque. The fact itself of
Prisypkin's unrecognizability to the people of the future as a human
gives him a half-human sppearance. The people of the future address
Prisypkin as a creature of neuter gender, they rank Prisypkin with

lower creatures. But the bed-bug, on the other hand, is raised by them
to a higher rank. It appears at times almost human. Thus the scene

of the hunting of the bed-bug is given in such hyperbolic terminology
that one has a feeling that what they hunt is some highly developed
animal if not human. Thus, by reducing Prisypkin to the rank of lower
creatures and by raising the bed-bug to the higher ones, the people of
the future make it clear that there is very little difference between
them. On the new soil of the sterilized fantastic future Prisypkin
turns out to be completely unacceptable for the people of the future.

he becomes a zoological example of an anthropoid and with the help of
comparative bestiology "the people of the future completely identify

bhim with the parasite - the bed-bug. He is "the most striking parasite”



and differs from the insect "bed-bug normalis” only in size. Prisypkin
is the animal and his place is in a cage. In this for Mayskovsky is
"the bestial essence of philistinism ".

Another difference between Prisypkin of the first act and Prisypkin
of the second is that in the first act as a result of documentary material,
Prisypkin was perceived as caricature of the contemporary Tom,Dick or
Harry; he acted in the familiar (for him and the audience of the 20's)
environment and caused laughter as a result of the immediate recognition
of familiar things. In the second act, being the only person tramnsported
into the future, Prisypkin exceeds the limits of the concrete character
and acquires some generalized meaning, becomes a symbolic cha.rlcter.l
Prisypkin's transformation from a caricatured character into a grotesque
one is carried out due to the unusual angle of vision. Prisypkin is
an animal and parasite in the eyes of the people of the future. It is
they who finally identify him with an animal. As we have seen, the
basis of this identifjcation was already laid in his caricatured depictiom,
built on exaggeration of his animalism.

The collisiom o©of the fantastic plane with the real takes
place in the second act. Introducing the fantastic Mayakovsky uses two
dramatic moments: Zoya's attempt on her life ended unsuccessfully in
order to make Zoya a witness, the contemporary of Prisypkin,and perhaps
to show how the future changes the person; and the dramatic scene of
the fire devoid of dramatism due to which Prisypkin's later resurrection
itself in the future society becomes possible, his transportation from
one time into another. One can say that Mayakovsky's grotesque is built
on the intersection of the present with the future; it rests on the
equation of the real plane with the present and the fantastic plane with

the future. So two persons from the present have arrived im the future;

1.
M.3senToB <Masxoscxuff - CATHDHE>», Jentnrpg;,lg4o.p.13°_
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one of them, Zoya, has grown into it naturally, the other, Prisypkin, is
placed there in an artificial way. The man of the future and Prisypkin,
the attributes of everyday life of the 20's, and the future, mutually
exclude each other. In their interaction ugly grotesque phenomena arise.
In such a way the fantastic grotesque of Mayskovsky's play "Klop" is
built on the combination of the uncombinable, heterogenecus elements:
the real - the present and the fantastic - the future.

The fantastic plane in "Bl.nya" is less developed than in "llop".
We are presented with the phosfgprescent woman but we can only imagine
the future communist society she represents. It is obvious though that
the society she comes from is free from bureaucracy and red tape which
dominate the present. The phosphorescent woman herself does not constitute
& background for grotesque transformations as does the fantastic picture
of the future im "Klop". But she quickens the transformations. Yu.Mann'
describes her as the peculiar catalyst or litmus paper who reveals the
absurdity of the bureaucracy. DBecause of this pure accelerative !u.nctionz
of the fantastic element (phosphorescent woman in this case) more emphasis
is made in "Banya¥ on th."holﬂlt of confrontation between this fantastic
and the contemporary planes, on the characters' attitudes to the fantastic,
The characters in "Banya " accept the fantastic without thinking and react
to the appearance of the phosphorescent woman merely according to their

bureaucratic function. Optimistenko's main concern is to check whether

her documents are in order. In the same manner Pobedonosikov immediately

1. D, MasH,op.citepe 135

2erne future in "Kdop" also played accelerative function but it was
presented more as reality of its owa.
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issues the oder to his secretary: «HaxpyTm xsocT BepTymxe.Cnpasscs Tax,
8HACmB y KOro, BOSMOXHAHA J¥ 3TO BEeNb, COOGDASHO JM 3TO C NAPTATHEOR X
MHCIMMO JH GE€360XEMEY BEDHTE B TAKHE CBEDXBECTECTBEHHHE SBICHHA.»(p.322)

The grotesque nature of Pobedonosikov is brought out in conversations
with phosphorescent woman when he strives to ecquire cosmic proportions
with his intentions to bureaucratize the whole planet. «loxywe mTaTH, £
nepepely MacmTad B MexXiyHapoJiHuil, HaZench, BH He XOTHTE OGECKAHNEAIDHTH
H Ae30praHd30BaTEk NIAHETY,.» (p.342)

We can now draw a conclusion that the structure of Mayakovsky's
grotesque in both plays follows the gemneral law of the grotesque (a
combination of two mutually exclusive elements: the fantastic and the
real; the real being equated with the present and the fantastic with the
future). And thiéh the fantastic element is less developed in "'Banya",
it 18 present to a larger degree in the plane of reality, being the
product of ridiculous features embodied in it.

Let us also note another feature of "'Banya" as opposed to "Klop".
On the plane of reality in "'Banya" there exists a positive side of reality
as well as the negative side of bureaucracy. This positive reality of
the present also confronts the fantastic plane of the future but without
any resulting grotesque effect, since this positive reality is living
in hope of such a future and moving towards it, sharing its final aims.
It also contrasts strongly with the petrified reality of the bureaucrats
which holds everything back to the past. The grotesque shift arises as
a result of the confrontation of the fantastic future with the negative
reality only. It only confirms the fact that for the grotesque the

confrontation of two elements which exclude each other is essential.



The elements of comedy and tragedy in Mayakovsky's

grotesque structure.

A. Comedy and its devices.
B. The satirical function.
C.

The tragic element.



A, Comedy and its devices

In our introduction we have already mentioned that we intended to
treat the grotesque as a form of the comic. This conclusion follows
from the history of the concept and from the form that the grotesque
takes in the works of Mayakovsky, Bulgakov and Schwartz. The grotesgue
is a form of the comic but the comic element in the grotesque does not
represent a simple accumulation of comic situations, imeges, verbal
means and 80 on. As we have already mentioned, the comic in the grotesque
is notable for its complexity and has two levels. On the surface the
comic component of the work seems frivolous and unassuming and we do
not at once sense the serious and tragic depth of the implausibly funny
constructions. One can say that in the grotesque work two tendencies
interact: one strengthens the superficial lightness of the comic by
introducing traditional devices of comedy, the other plays the opposite
role destroying this outer lightness and frivolity and strengthening
the tragic side of the same comic constructions. Our task is to find
out which tendency prevails in the grotesque work of Mayakovsky, Bulgakov
and Schwartz. What are the comic devices they employ? What is the
relationship between the comic and the tragic in their works? How tense
is this relationship between the comic and the tragie?

In Mayakovsky we find a distinctly comic form of grotesque structure.
All the conflicts are resolved comically; everything is destroyed by
laughter. All the situations and conflicts in Mayakovsky's plays are
built on the shift of the serious on to the plane of the ridiculous,
on the reduction of the so-called "significant”. The characters have
pretensions to significance, indeed to sublimity, but the collapse of
their 1nt¢nflons reveals their extraordinary worthlessness. Prisypkin
intends "by looking after his own comforts to raise the standards of

the whole proletariat”, "to bring it closer to culture”, but the future
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refuses to accept him even as a human being. Pobedonosikov imagines
himself a genuine leader of the state apparatus and would like to
bureaucratize the whole planet, but the time machime throws him overboard,
refuses him even a short journey into /society of the future. The
significant in Mayakovsky is the falsely significant, the significant
of negative nature that should be reduced and ridiculed. The reduction
of the falsely significant is one of the sources of Mayakovsky's comic.
It is achieved not only through situation but is at the basis of the
characterisation and of the language, thus proving that the comic
element in Mayakovsky's plays is predominant. Here are, for example,
some of the character's statements containing the same comic reduction
of the falsely significant ,Prisypkin: «f IODOTHB 2TOro MENANCKOrC GHTY=
KaEapeex X IpOYero...J sepraisEuM mxajom HETepecymch»(pe.223). The
exalted needs of Prisypkin are reduced to "= wardrobe with a mirror”.
Bayan: <«Bor, sor! Tax, TAX, TEXNM HAroM, K8k GyITO B IyEEYD HOUG B
MeYTAX H MEJANXOJNN HS nuBHOR BosspamaeTech»(p.232). By using the
sublime, romantic words (JAyEEas NOYb, MEeYTA, MeXamxoxms) together with
the low (nEBHaS)Mayakovsky reduces these pretentioms words as used by
philistines.

The high society Prisypkin is dreaming about is reduced to a
place where «CEYJXBONTYD M Bas DaASEEX BCeria IO 4YepTa EABOPOYEHO®(p.232 ).
The same principle of comic reduction can be seen in the characters
changing their names (Ia Prisypkin's and Bayan's case it is the other
way round). The humble Prisypkin becomes the falsely sublime Pierre
Skripkyn. The uncouth-sounding Bochkin becomes the falsely poetic
Oleg Bayan. This parallelisa alone reinforces the effect of the comedy.
The ridiculously sounding name Pobedonosikov is built up on the comic

contrast of the pretentious pobeda, and the anticlimactic nosik with

&.’



the ironic reduction of the historical Pobedonostsev.

The post Pobedonosikov occupies (Glavnyi nachal'nik po upravleniyu
soglasovaniya - Chief Coordinator) sounds important and impressive, but
when abbreviated it is reduced to Glavnachpups - pups - the triviality
of the doll.

We might extend the number of our examples into the sphere of pure
language. Foreign words, for example, when used by philistines are
likewise reduced. Prisypkin and his cronies misconstrue most foreign
words through false etymology. Thus these words are reduced: <xopTEX»
is equated with «xapTéx»,cueiypa> with «xypa», <omurazama Fuutzes»
with <ruuazams, "petite histoire” with «muccyap» etc. The false
significance of newspaper clichés and bureaucratic terminology is
similarly ridiculed as when they are used by philistines in an inappriate
context: <uoxynaTs ceabjiell B ANCKyCCHOHHOM HNOPAAKES», <USIOBATH C
TYBCTBOM EISCCOBOIO AOCTOMECTBAY», <ECENTHCS B OPraENSOBAHEOM nopu;:
(Klop,p+222,237). Pobesdonoskov to his wife: «nievoM k NJeTy NIN EaBCTpPEWy
COJHNy EOMMYHNSMA, GODOJNCEH CO CTADHM ONTOM® (p.330); «Hazo EamoMuESTS
pamsme! B caeayruuit pas 1 6yAy DAcCMATDNBATH 9TO EKAK NPODHE N ociafieEEe
cynpyxeckoff ANCINDINEE>®, (P+343). One can say that such terminology is
reduced by Mayakovsky to mere verbal garbage.

Thus the technique of reductionm is the source of many coamic
effects in Mayakovsky's plays. But this technique is only partly
responsible for the comedy of Mayakovaky's plays.

In the sphere of pure language, comic effects are constantly
produced by the juxtaposition of words, phrases and sentences, which
are stylistically incompatible. Thus many phrases are constructed
according to the law of the grotesque - combination of words belonging
to different lexical classes, which are normally incombinable. Many

of the phrases used by characters in Mayakovsky's plays are completely



absurd ia their accumulation of imcompatible words: <«Pesoinumonmuit
OpNSNBENE TpaumBaffEull 8BOHOK KOJOKOJOM ZOXXEN ryieTh B CEpAle EaxiOoro
pacovero X EDeCTHIENEA®(P.295); «Heposiepxammue yxaxmpamEms Ges
CePIEesHOrO CTAXA X CIyZeSHOro dasncar(p.319); <ipeBEEE ECSANSTEANHOE
IpOJETADPCEOS NDONCXOXAeHNEe»(P.220); <XIaCCOBOS BOSBANCHEOE, NASMEOS
X YNONTEeJAbEOE TODERECTBO»(pe224); «UTO =e aT0? 3a WTO M CTADAINCH,
EDPOBS NDOJNBAIN, KOTIA MEE, I'ereMORy, SEAUNT B CBOSM OCNECTEE B
HOBONSYYCHHOM TANIEG N DACTAENCBATECE HeIh8H7>(pPe264). Or here is
another type of absurd, built oa the hyperbolic accumulatioa of words:
<« JOAXeE NpeICTABNTH INDEKYASpH, INTEDN, EOINN, Te3NCH, ICDPEKONNN
NONpaBKN, BEONCEN, CIODABKN, KADTOYKN, PESOJXNINN, OTYeTH, NPOTOKOXN
N TpOuYNe ONpaBiATEeIbENE JOEYMEETH NDN XOTY ON BENECTBENENX cOofaxax
(Banya,p.342). The emergence of the nightmarish <semecCTBeEENE COSAKE»
seems the result of this absurd -ccu-nlltxn-.l

Mayskovsky, in his plays, employs almost all the possible devices
of comic speech. Ome of the commomest is the juxtapositiom of
differeat meanings of the same word which oftem takes the form of
the confroatation of the literal meaniag with the figurative ome.
Here are a few examples: the word «xpacEEfi» (im the semse of
‘revolutiomary) is coafused with its litefal meaming (the colour) ia
Prisypkin's perceptioms (in "Klop"). There is coafusion betweem the
buresucratic <ysfsaTi», <«coriacosarTs» (in the-semse of ‘coordimate
the problem' etc.) with its literal meaning (ia the sense of 'tie up
somebody', 'reconcile somebody with something'). Pobedonmosikov's
admonitioms to his wife are built on the same primciple: «Tu joxxma
NOMENTS NpO NAPTEANYD STEEKY X e BENOCETS COpa N3 N8O, (figurative
meaning) KcTarx, TH nomaa ON B Nsfy, TO €CTh B KBADPTNDKY N ySpaxa ON,

puEecaa cop (literal meaning) X yxoxmia BemN.»(p.330). Such examples

1
'H.T.naxvzn:o <«Baug» Masxosckxoro,TBopueckas HMCTODHS,CPEACTBE KOMHYECKOTrO®» i

BonpocH coBeTCEOR JHTEDATYDH,T.VI,1957,p.89.
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abound in both Mayakovsky's plays and are partly responsible for the
formation of puns and strong suditory comic effect. Compare, for
example, the last speeches of Pobedonesikov and Optimistenko which
abound in pumns as a result of playisg with different meanimgs of the
words, <AannapaT», <«BpeMS», <INNOD,

Nodexomockxos: <«liTax, TOBADNNN, MM NCDEXHBACM TO BDEMS, EOTI& B MOEM
ammaparTe NSOCDETCH anmapaT SpeMeNEN, JTOT ANNEDAT OCBOSOXISKEOr0
BPCMCEN NBOCDETECE NMCEEO B MOSM AINADATE, NOTOMY WTO y MENS B amnapaTe
CHJIO CEOJBEO JTOANO CBOGOAHOTrO BDEMENN,..AnnapaT npexpecEufli, anmapaTy
Pax - pai X 5 N MOR annapaTt».(p.344)

OnTaMmcTeRkO: <«B CBOD OuYepeib 6epy CJIOBO OT JNNA BCeX N CEAXY BaM
OpSMO B JNIO, NeBSEpas NA JINNA, YTO EAM BCE DABNO, KAKOS JNIO CTONT
BO riase yupexicHus, NOTOMY YTO M YBAXSEM TOJIBEO TO JNNO, KOTODOE
NOCTABASHO N CTONT, EO CEAXY NCSINNENDESTHO, YTO EAXIONMY JERY NPESTEO,
¥TO #TO ONSTH Bame NPEATEOE JNuO, [I0aTOMY OT JNNAa BCEX DOAEOWY BAM
®TH WACH, TAK K&K HIYNNe SACH OYiAYT Kk JNOy EMCNHO BaM, K&K JELY,
CTOSHEMY BO ramse», (p.344)

Such confromtations of words are mot however used for their own
sake. Mayakovsky does mot merely wish to play with words or produce
purely auditory comic effect. In Mayakovsky's case where we are
dealing with the genre of comedy and where the author is restricted
in his use of descriptive language these peculiar combinations of
words and phrases serve as an important meams of buildiag comic
characters. Imdeed, such language 1s the maim means of creatimg "the
artificial people” ia "Bamya". It is through their comic lamguage
that the characters acquire their grotesque qualities of artificial
automata.

Pobedomosikov's speeches and those of others comsist of

combinations of incomgruous words, phrases and seateaces. The comic



Quality of their speech is reinforced by the absurdity of the
conclusioms. Mayakovsky himself said "The laughter is caused by the
ecceatricity of coaclu-!.a-l"l. This “"ecceatricity of coaclusioas”
which im Mayakovsky oftem has a fantastic mature, is another source
of his comedy. Om the phosphorescent woman's remark that it is beyomd
human understanding (im Russian<sa rpammneff YeIOBeYeCKOro NONEMAHNSYD)
Pobedonosikov draws such a conclusion: «Ax, sa rpamuneft! 3mawmT, mai0
¢ BOKCou ysssaTh. Caxyp Mexsuafliynr BeNsh NAXO DACTOIEOBNBATE, CaMN
EN ualefimeff MENNNATHBR He MOrYT HDOSBNTHL, ToBRapEN MesalhgHCOBA,
Teoorpadus orxxaiupacTcs, llozuuafiTechk BBEDX AJf NeMelIeHHOf cmepxypoumoit
EyIsTYpHOR cBasE», (p.2323)

Mayakovsky's comedy is very strong in auditory effects, it abounds
in words and word combinations created to be ridiculous im sound as
well as in l.nle? The auditory effects of Mayakovsky's language only
emphasize the distinctly comic form of his grotesque plays. Here are
a few examples of how he achieves these effects:

1) By playing with paronyms: <UapasHTEIBEER NADaSHT».

2) By oxymoron type puns: <BOAKOff mUTammeecs MICKONETAMmES>,

3) By deliberate distortion of words either as a result of wrong
stress or false etymology: «uUeiypa» = <«Aypar; <UeTHT ILTyap» - NECCYAD?;
<KOpPTexX» - <xapTEX»; <IEMEHES» - <«THMajam» etc.

4) By transposition of pll’tl‘ of words with subsequent correction:

«DAINOJSPED O EAENCINSNDOBAI» = <KAHNEJSDED O DAUNOEAINSHDOBALY.

1'B.llla.m:tr-m:-.n:l,v.x:,p..112.

e For a full smalysis of Mayakovsky!s comie speech v.: Boaxos A,P,
<MacTepcTBO XYAOESCTBEHHOI'O HCHOJHEO0BAHES JEKCHEKN N (paseOJOrNN B XDAMATH-

wecxoit caTEpe Masxoscxoro <«Kion» x «Bams» in Yyemme sanmucxm UepEOBEIXOro yE-1
Bum 13,7,.52,1958. and H, Hyuuxos <«PevweBHS CpeiCTBA CATEDH M IMODA B JADAMATY]

Magxoscxoro» in Yy,san, Beamxoxyxcxoro mex.mE-ra, T,.3,1958,
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5) By the formation of utterly ridiculous abbreviations like
«B8BrJaBHAY - rJABHAYNYNC®, in which it is impossible to restore the
connections between words forming the abbreviation <«saseiyrxmufi,
TIaBEEE HaYaJIBHEKY,
6) By the senseless accumulation of Russian words in Pont-Kitch's
speech in imitation of the sound of English: «lex cpex B pait TpaM,
N8 ABEDH B XBEDH Jes K He jomex Tyro. Ayit Heam, Uepsomnam?»(p.286)
is a sound imitation of "That's well, all right. I am very and very
pleased and I shall to go. Do you want (charvontay)?"l
7) By parodying of popular songs in whose rhythmical system such
words as «posojexiar, <upodpSEieT>» unexpectedly appear:

Cseszaxuca k BArcy TpaMpam-

TAM KpAcHAS cBaxsfa OHJA...

XeEmx 6mx BO Bceff mposozexie,

ES 6xys: Topuax npodSmieT» (p.239) A
8) By introduction of vaudeville~type couplets, or recitative of
the comic opera in the speech of a character. MOMeHTANLEWXOB: <«3JveJeHua,
ODEKSXNTE, ANNETHT HAN nalem.):
9) By comic slternation of litotes and hyperbols in the sceme of
Rozalie Pavliovna bargaining for herrings (Mayakovsky skillfully
parodies the logic of the two traders:

Posaana [lapzopEa: CxoJIsE0 CTONT 9Ta kRabka? (litotes)

PasHOCWNE: 9Ta JOCOCHNEA CTONT 32.60 xuxo,.( hyperbole)

Posaiug IlasiopEa: 2,60 3a #TOro ENDOTA=-NEDEDOCTEA, (litotes)

"P.Pah,c.!lmmn Jet Hasax», In «dlasxofcxomy COOpDHEE BOCHOMHEaEHNR
N cTareft»,rocawTesiaT,l.1940,p.125. Chervonets is a coin.

a'ln Rostotsky's opinion Mayakovsky parodies the song <«CTOSIN Yy HepEBN
EADETH,TAN INNEAS cBaisba 6Hia»,See B,Pocronxmiteiagxosckull m TeaTp».
M.<llcxyceTso» 1952,p.176.

3*The words sre taken by Mayakovsky from the comic opera <«Kamoppe»
E.ocnosxro., See PocTouxmit,ibid,p.295.



PasmocwuE: UTO BN ,M8J8M, BCEro 2,60 Ba STOro EAHIMZATA B
OceTpEER» (hyperbole)

Posaius [lasaopEa: 2.60 sa oTH MS8DRHOBAHEKE KODCETHNE KOCTH, (litotes)
Kurn! Jexspumu!(hyperbole) A Hy,NOK8XN,a Ey CDABER TBOD
YauaTEy. (litotes) (p.225)

The distinctly comic form of Mayakovsky's grotesque is iatensified
through the introduction of the elements of buffoonery and circus.
Indeed, his plays are full of outer comedy of physical action, that is,
of buffoon's poses, gestures and movements. Thus the wedding scene
of Prisypkin and Elsevir Renaissance is pure buffoonéry, and it is
partly expressed through the author's remarks: «lapuxuaxep ¢ BEIxOf
JeseT k nocazxemoff maxe>»;<lla¢epa oTTackKEBapT»; <TamaT DasEa x posim»;
«ByxraxTep pasENMAET, NOANEBAd, INTASCH KDYTEYTH DYYEY EACCOBOIO
CHYeTYHEA, C EOTODEM OE BEDTETCK K&k ¢ mapuMaExoft»; «lajep pasEmmaeT
H HaSpacHBaeTcf Ha EJABEEE®; <«I'poxaeT rmrapof mo saTHixys; <lapExuaxep
EalenJuBaeT HAa BEIXY BOJOCH mocazeEoff maTepmE», (pp.236,239,240).

Mayakovsky also widely uses the device of the circus. The critic
Rostotsky talks about the closeness of some scenes in Mayakovsky's
comedies to circus portorm-.l The scene of catching the bedbug,
in his opinion, has all the attributes of circus performance including
the necessary circus equipment: <«lxiu c cuﬁﬁ?ﬁ.’&‘g. Noxapawe
PasBMEYMBANT JCCTHRIY, Jpix X2paéKawrTci I'yCHEOM,» (p.260) And the whole
episode of the final scene (im "Klop”) is given in the manmer of
circus,illusionist (conjuror) with the Bengal lights and other
spectacular external effects: </locpeiN=e Ha mheiecTale KJICTEa,
SAIPANNDOBANEAS MATEDHIME M (uarawu...Mysuxa curpaia TyE, ocBemeENe

feEraiscEoe. OTXINEYBEAS TOJNA NDHOINZAETCH, OHEMEB OT BOCTODPra.»(p«272)

. *B.Pocronxuil,op.cit.p.193.



Kayakovsky's play "Banya",as its title already suggests, is
"a drame with circus and fireworks". No wonder that Pobedonosikov
here directly performs the function of juggler:
Pexuccep: «Tosapmm [l06ei10HOCHKOB, BOSEMETE B DYKN KaxNe-ENGYAb TpE-
HYEeTHPE OpeiMeTa, HAUDHMED, DYYKY, HOANNCH, OGYMATY M NADTMAKCHMYM X
cieiafiTe HeCKOJIBEO XOErJIepCcEMX ynpaxmemEuft, Bpocafire pywxy, xsarafire
6yMary - cTaskTe HNOANECEH, GepNTe NADTMAKCMYM, IOBNTE DyuKy, GEpNTe
6yuary = cTaBbTe NOANNCH, XBaTafiTe NapTMAKCHMYM, Pas, isa, TDH,
weTHpe .»(p.311) And in the final sceme of "Banya", all the
characters 9ike tumblers in the manner of circus are thrown out of
a u-o-lchun:bl

The purpose of the above-mentioned devices of buffoonery and
circus is pure entertainment, to make the funny funnier and propaganda
more emnjoyable; in Mayakovsky's words <CA€JaTh ATHTANND (oJee
secéxolt co llolma . About "Banya" Mayakovsky said that he wanted
1t to be both "balagan™ and "Petrushka”.

¥e have tried to analyse Mayakovsky's comedy without referring it
to the two-plane structure of his grotesque: to the plane of the real
and to the plane of the fantastic. It is not difficult to notice,
however, that the most typical devices of his comedy are concentrated
on the plame of the real, It is on ’thu plane that Mayakovsky prefers
to deal with philistinism and bureaucracy as social categories in
all their variety.

Taken separately, the plane of the fantastic (the future in
"Klop” and the phosphorescent woman in "Banya") 1s far less comic
in representation., In fact, the phosphorescent woman is devoid of

1 T.mm‘.oﬂ-ﬂit. 9.2‘9-
P 3
“*B.Magxoscxuilt,op.cit.v.12,p.396
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any comedy; she is utterly humourless like the positive reality

that draws towards her in "Banya”. It is partly true of the solemnly
serious picture of the future in "Klop”, though Mayakovsky tries to
enliven it with effects of auditory and outer comedy (puns, elements
of the circus, etc.). The comedy on the plane of the fantastic
becomes apparent when the attributes of the real plane (Prisypkin,
the bedbugs, the bureaucrats) come into contact with the fantastic
and thus reveal thelr absurdity (which,of course,follows the law

of the grotesque).

B. The satirical fumctiom

Mayakovsky's laughter, as it emerges inm the comedies, is clearly
directed against negative bureaucrats and philistines whose pretensions
to importance deserve to be ridiculed, Both are satirised, punished
with laughter, made to look ridiculous, against the background of
a future society. The comic grotesque of Mayakovsky's plays is
closely associated with social satire - Mayakovsky's main intention.
Everything in his plays yields to a satirical interpretation. When,
in "Banya”, Mayakovsky creates the fantastically artificial characters
of bureaucrats, it is clear that he 1s picking out artificiality as
the essence of bureaucracy whose form of existence is alien to life.
In the grotesque situation of epidemics breaking out in the society
of the future as a result of Prisypkin's resurrection, Mayakovsky's
purpose is primarily satire, to show in a satirical light the danger
of philistinism even for such a purified and sterilised society as
that of the future. Satire is the main task, and it absorbs and
organises everything (grotesque structure and comic forms) ia both

plays. It also explains the deliberate display of factual material
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in both plays. Mayakovsky's purpose, as we remember, was that the
reader should recognise and identify these facts as quickly as
possible and then join the struggle against philistinism and bureaucracy.
No wonder that the staging of "Banya”, for example, was augmented
by additional slogans and in one of the versions of "Banya" there
was a direct appeal to the audience: I'oaoc N3 nySamxm: <«ToBapEmm
rpaxjaEe, WTO xe 3T03j fesofpasye! Camm yxaTHiN, & GUDOKDATOB
ocTaREiN! OHN Xe ONATH NO YYpeXJCHESM DACNOASYTcs. TOBADENN, BCE
H3 TeaTp3, Bce ma ncm.)l
The strikingly comic form of Mayakovsky's grotesque with its
satirical tendency and its strong didactic flavour deprive it of
the sense of the alienmated world. The world we face in Mayakovsky
is too similar to our own, and though it is & ridiculous world, it
never becomes ridiculous enough to be a reality of its own to which
the laws of our reality are inapplicable. And then Mayakovsky never
lets himself nor his characters be carried away too much by the
ridiculous world he depicts. In "Banya”, for example, there is
always a distance between the reality of the positive characters
and the absurd reality of the bureaucrats. Though the so-called
positive characters experience all the unpleasantness of bureaucracy,
they clearly separate it from their life and expose it directly:
«Jla nofium ze TH, AYphR roxosa! OTO TelS EAXO DACHDOSASBNT X Kyia
caeiyeT X xyia Ee cxeiyeT, JxiN ropsT PadOoTATE BO BCH BCEJCHEYD,
& TM cieNnad EMEEA, KAENCISDCKEMN DASIOBODAME MOVHELCY E&a EX SETY3NASM. (p.305)
At first glance Mayskovsky's grotesque is not complicated by
anything but his desire to ridicule philistinism and bureaucracy.

See, for example, his numercus statements in the process of writing

his pllyl.a

1ep. MasxoBcxEE,op.Citevell.pp.191=212-354,
z‘s.llmm «Op.Cit.v. 12'ppa
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Having set himself the task of satirising the negative aspects
of life, of ridiculing them with laughter, Mayakovsky subordinates
8ll his means to this task. Everything should be clear, there should
be no deviations: "As far as a direct indication as to who is a
criminal and who ‘is not is concerned, I have this propagandistic
tendency... I like to say outright who is a scum and who is m:‘l;."1
The clarity of his intention, the stability of his outlook, his strong
didacticism weaken the grotesque making it too one-sided. Mayakovsky's
satire is directed only at specific negative phenomena or negative
characters, at those who are "scum”. (This is understandable,
because if Mayakovsky were to direct satire at everybody and
everything it would inevitably destroy the straightforwardness
of his satire, it would complicate it with other motives. In this
Mayakovsky differs from Bulgakov whose satire and iromical laughter
often spreads to everything and everybody, including the author himself).
This might lead us to question whether the name *grotesque’ is
Justified in relation to Mayakovsky's plays. Would it not be better
to apply some other name, or perhaps to specify the term 'grotesque’
as a satirical one (as some critics prefer to doz)? We will continue,
however, to use the term 'grotesque’ in relation to Mayakovsky's
plays; after all, the structural features and stylistic devices of
both plays had all the essential elements of the grotesque. The
fact that the grotesque style of Mayakovsky's plays does not always

reflect his perception of reality was the direct result of his

: *B.Masxopckuil, ope.cit.v.12.p.380.

2'B.Il.ulo:ll.op.cl.t-p. T
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satirical intentions (his didactism, his strong desire for audience
recognition of what he considered an absurd reality in his plays).
And though the grotesque structure and style of both plays were left
intact, the nature of his grotesque had undergone changes, as we
have mentioned; it became one-sided. The tragic element in it was
particularly affected. (The presence of both elements, tragic and
comic, is essential for the genuine grotesque. See Introduction).
One can not say that the tragic element has completely disappeared,
but it became less clearly outlined and at times one has to make an

effort to discover it.

C. The tragic eleaent

But if the tragic element exists, what contributes to the
appearance of tragedy in Mayakovsky's grotesque? After all, as we
remember, the form of his grotesque is strikingly comic, and the
combination of sharp satire with an extremely comic form undoubtedly
destroys any hint of drama. As a result, such dramatic moments as the
fire or Zoya's suicide ("Klop"”) are devoid of any tragedy. Compare,
for example, the immediate remark of the fireman on the fire in ("Klop™):
«Hy ¥ maxowmBanug, [Ipaxo, TeaTp, TOXRKO Bce JeficTEyxmNe Juna
cropean», (p«343) The tragic element is present mainly in the
subcontext of Mayakovsky's plays, in the associations they evoke with
reality.

As we remember, the conventiomal solution of all conflicts and
contradictions given as a fait accompli prevents the appearance of
tragedy. But on the other hand, for the deliverance of society from
philistinism and bureaucracy, Mayakovsky relies on the fantastic

forces of the future. This fact can lead the reader to the serious
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thought that Mayakovsky did not see any forces capable of opposing
the numerous buresucrats and philistines in real life. The parallels
which emerge with real life, the comparison of Mayskovsky's plays
with his poetry, the tragic end of Mayakovsky himself might confirm
the reader in the correctness of his conclusion. Indeed, while
solving his conflicts conventionally, Mayakovsky nevertheless leaves
the parallels with reality open, we may say, he even directs the
spectator to them. "Klop" ends with Prisypkin's scream as he sees

in the audience his numerous doubles. Similar serious and tragic
parallels can be found in "Banya”, where the reader is brought to
the serious conclusion that Pobedonosikov and his bureaucrats are
defeated, but not with the efforts of the positive forces of Chudakov
and Velosipedkin who seem to be rather useless. The association with
reality where bureaucracy flourishes is also left open. The strongest
element of tragedy, however, is present in the final scene of "Klop".
One can say that we have a tragic impression on the basis of comic
combinations. Despite the purely comic details which surround the
scene, Prisypkin's cry, addressed to the audience, produeu a far
from comic effect: «I'paxiame! Bparmu! Csom! Orxyiza! Crxoasxo Bac!
Koria xe Bac Bcex pasMoposmaN? Uero xe & oiNE B xixeTxe? Poimme,
6paTuM, nozarrTe k0 MEe! 3a wro xe 5 crpaiam? Ipaxiame!> (p.373)

At the moment of triumph when we have already become accustomed to
the thought that Prisypkin is an animal and his place is in the
cage, Prisypkin's human cry makes his comic character lose its
simplicity for a moment. Prisypkin sees his doubles, he identifies
himself with the audience, and the laughter in the audience stops
involuntarily. Perhaps the spectator sees himself in Prisypkin and

has to think over the seriousness of the parallel.
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We may also say that the scene leaves a tragic impression on
another account. As we remember, the grotesque in Mayakovsky's plays
has a primarily satirical intent. However, Mayakovsky's play on
deeper penetration into its imagery somehow loses its simplified,
merely satirical, tendency and only comic effects. It can be perceived
more tragically if we examine the play in connection with Mayakovsky's
poetry written on the same subject and approximately at the same
period. "The theme of his verses almost alsays was his own experiences”,
says Lila Br:lkl, and Roman Jacobson adds that this relates to all his
poems including his advertising Jtulou’. Mayskovsky himself asserts:
"'Klop' is the theatrical varistion of the main theme om which I
wrote verses and pom"a. "Klop" particularly calls for comparison
with the poem "Pro eto”. 1In this sutobiographical poem the grotesque
served primarily to convey the poet's vision of the world, to
express the complex attitudes of the poet entangled in the net of
Soviet philistinism, where even Marx <TANNT OOHBATEILCKYD JAMKY>.

The grotesque of the poem "Pro eto” was primarily inclined towards
the tragic. Imn the poem, Mayakovsky found his double among numerous
philistines:

<Ho camoe = cTpamEOe

no poeTy, no Koxe,
OAeXi0f cama NOXOIKA MOf,
B oxmou ysEaX
GIuSEeNAMN NOXOXN

cels cauoro = 4
can £».

l'.I.Bp.l:.¢lla.n:o-c::n H yyxEe CTHXE®,3EAME,1940,m.3.

3'?.!:06(:0! <«Hopse cTpoxE Masxoscxoro».im «Pycc auTeparypERi apxus<,
mox peasximeff M.EKapmosuya M A.UYnxescxoro,Hep=Hopk.1956,p.1988.

3‘B.mm.o’.cit +v:13,p.188,
“B.hmnnl.op.ett.v.
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There is no direct suggestion in "Klop” that Prisypkin is
Mayakovsky's double, that he includes the suthor himself., The
author®s inclusion into the image of Prisypkin occurs because of
the echoes between "Klop” and his poetic works, and also as a result
of the treatment as parody of some themes of his own poetry. (Compare,
for example, the elements of parody in the sales jingles in the
Iirst .cuu)l. If Prisypkin includes Mayakovsky himself, them
Prisypkin's idiotic thoughts of a refined life, roses, dreams, of
his "deserved rest” "by the quiet river", become the caricatured
comic depiction of the tragic thoughts of Mayakovsky who finally
failed to restrain his own tragic personal desires in his poetry
and 1ife and who, "cruelly ridiculed” in Prisypkin's "rebellion
in the name of personal bhappiness">. In other words, Prisypkin's
caricatured thoughts become the reverse side of Mayakovsky's
declarations. As a result of all thése, the satirical function of
"Klop” becomes more complicated and satire mingles with another
function - the grotesque as a means of expressing the author's view
of the world - namely that of Mayakovsky's fear of philistinisa
("byt™), in which everybody, including the author himself, becomes
entangled. The tragic side increases, of course. It appears that
this complication of the satire with other motives, the complicatiom
of comedy with tragedy in "Klop", occurs unintentionally through the
echoes between "Klop" and Mayakovsky's poetry. Mo matter how we

interpret this final ending of the play, the tragic element of this

: .P.MCOI. ”Iﬂlt PP+ 196-188.

2ep, dx06coN.«0 NOEOIENNN,DACTDATHBEEN CBONX NOITOB» im «CuepTs

Baagumupa Masxoscxoro».Bepauz 1931,p.21. See :1» Edward J.
Brown "Russian Literature since the Revolution”.London,1969,

p’.o"“o



scene is apparent. No wonder that many sensed the seriousness of
the final scene, and many attempts were made to deprive the final
words of Prisypkin of their drama. Tairov - the director of the
Kamerny Theatre - suggested, for example, that the second half of
the play should be presented as Prisypkin's dream, and the last
words of Prisypkin should be addressed, not to the audience, but

to the actors on the l'l'.ug..l Soviet critics always took a very
negative attitude to all attempts of theatre directors (particularly
those of the West) to strengthen the tragic impression of the last
nlﬂl.z The impression of the last scene in "llop" reminds one of
the final scene in Gogol's "Revizor”, which Slonimsky analyses in
"Technika komicheskogo u Gogolya". One can see that in Prisypkin's
final words we observe the same universalisation ("tyags k
vseobshemu"), which strikes us in the words of the gorodni=chy:
<Yexy cxeETecs? Hax co6of cue&rTeck!> This is, in Slonimsky's
opinion, the essential feature of grotesque humour: "Something that

was funny for a moment becomes sad",

I'A.E.TSIPOI <«Kzom» in «3anucxu pexuccépar.M.1970,pp.384=393,.

3°su,tor example,3.llanepaut <K sompocy o lpEcEnxufie®» in <«Bompock

awreparyps», 1959,N.5, A MeTyerxo, «JIpoTEB CYG3EETHBECTCEEX
EcToaxosamuft TeopuecTea Masxoscxoro» in <KomuymmeT» 1857, N.18.

3'l.t.‘..u:nl:l:nc::ll «Texmuxa xomEvecxoro y Ioroas», Ilerporpax,
1923,pp.12-13.
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III Bulgakov

The structural features of Bulgakov's

grotesque.

A.

Be

The presentation of everyday reality
(the plane of the real).
The presentation of the fantastic

(the plane of the fantastic).
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A. The presentation of everyday reality (the plane of the real)

When we move on from Mayakovsky to characterize Bulgakov's
grotesque, the first thing thet strikes us is the difficulty of
seperating these two planes (the phantastic and the real). They
intertwine so closely that sometimes it is difficult to say where
the latent fantastic of the real plane ends and where the open
fantastic of the fantastic plane begins. In trying to define Bulgakov's
grotesque we have to introduce these two terms. We will use the
term "latent fantastic" in reference to the real plane, and "open
fantastic"” in reference to the fantastic plane. Although
heterogeneous, the fantastic and the real elements are treated by
Bulgakov as homogeneous, belonging to the same plane. They interlock
from the very beginning. What makes the interlocking of these two
heterogeneous planes in Bulgakov's grotesque possible? As we have
seen in uayakovsky;réh;y were opposed to each other, they excluded
each other in ever;thing, there was nothing in common between them.
The intersection was made possible only by Meyakovsky's own desire
(to place Prisypkin in the future, or to confront bureaucrats with
the phosphorescent woman of the future).

In Bulgakov's case, the opposite is true: the real and the
fantastic elements were drawn towards each other, they interlock
and merge on the surface without the author's apparent participation.
Bulgakov approximates both planes in the following way. Firstly,
the everyday life to which we are used has practically no element of
the fantastic in it, or at least we do not see it. Therefore, in

order that this ordinary life which is devoid of everything unusual
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or fantastic may be combined better with the :hntastj.c/ Bulgakov
adds to it a fantastic coloration by finding something absurd and
illogical in our everyday life, in other words, by finding the
latent Zantastic. As a result, a natural transition to the open
fantastic is made possible, allowing the natural emergence of the
grotesque. Secondly, in order to make easier the transition of
the open fantastic into the latent fantastic of everyday life, this
open fantastic is itself drawn into close contact with everyday life,
is elaborated with details of it. As a result of the mutual
penetration of these heterogeneous elements they merge naturally,
and we lose sight of where the latent fantastic of real life ends
and the open fantastic beginms.

We will try to differentiate between these two planes. Let
us start by examining how Bulgakov depicts the real plane, and how
he reaches the fantastic of everyday life before the appearance of
the open fantastic in it. In ocur analysis we will refer to the
following works: "Rokovye yasitsa"(1924); "D'yavoliada"(1924);
"Sobach'e serdtse”(1925); "Blazhenstvo"(1834); "Ivan Vasil'yevich"(1935);

and "Master 1 mguu-"(mss)’.

1""l.l.l quotlt:lons are given from the following editions: Rokovy.

yaitsa” ,Flegon Press ,London,1971; D'ynvoliuh Flegon Press,
London, 1970. "Sobach'e serdtse in Studeat” »Flegon Press,

London, 1968; "Master 1 llr:lrttl ,Posev,1969; "Ivan Vasil'yevich,
Munchen,1964; “Blazhenstvo'in “Zvesds Vostoka", 1966, -Ne7,pp+75-107.
In the interests of brevit, the following nnlgnkw s works are
sometimes ro:hrrod to by o.‘.r l.uuln utuus, thus (P!] for
'Rokovye xutu (D) for "D"yuonm (CC) for Bobnch e serdtse;
(B) for Bluhnltvo (HB) for "Ivan Vasil'yevich"”, and (MM) for



Without doubt there is a certain similarity between Bulgakov
and Mayakovsky in the depiction of the real plane. They both like
exaggerations and dstortions of proportions at the expense of the
integrity of the picture. But in Bulgakov's case, these distortions
and exaggerations slowly lead to the appearance of something strange
and unusual in the real plane itself, reality itself acquires a
fantastic chanctn-.l It is helped and finally achieved by the
following means: 1) In the depiction of contemporary reality, Bulgakov
usually emphasises the humbler aspects of reality and reduces the
exalted and sublime, ignoring the whole and over-emphasising one
feature often of minor importance. This contributes to the creation
of a general atmosphere of strangeness. This is also a shift towards
the alogism necessary for any grotesque. A typical example is "The
House of the Writer” in "Master i Margarita”, which is related to
the plane of reality. VWritten in the best traditions of satirical
literature it is r educed by Bulgakov mainly to the restaurant,and
the conversations of the venerable writers are reduced to eulogies
on food, It is not by chance that their thoughts circle only around
<NOPIMOEENX CYASYEOB & EaTrpels, CTEDILIN B cepeSpHCTOR EKacTpoiBEe,
CTEDISIN KYCKaMN, NEPeJOXeNHNMN DaroBNME wellxamm x ceexel uxpofl,
SNU-EOKOTT C NAMNMNLOHOBEM NUpe B uaNeuxax, (uieliwmxos s Zposios

¢ TpodeasMi, Nepeneios No-rexysscri»(MM.p.74=75).

leye have noticed a similar shift tosards the grotesque
in "Klop" in the scene of the wedding, and in "Banya
in the creation of characters of artificial people and

their activities.



One can not fail to remember Gogol's descriptions of the
everyday meals of his "Starosvetskie pomesh'iki”, but Gogol dealt
with the most prosaic people and tried to poeticize them through
the use of elevated style which produces an obvious discrepancy
with the object of the marration. In Bulgakov's case the object
is obyioully sublime - the poetical world of Moscow - but it is
reduced to the rather base aspect of life, to what is usually ignored
by the inspiration of the poet. No wonder that the poet himself
turns out to be «pyMIEOrySsff rurasT, siaTopoiocuil, nummomexmft
AuspocEi-nioeT>, <racTpOEOM=AMBDOCKE®(p.74)dlonENTe , AMBpOoCHil> -
Bulgakov addresses the poet Ambrose with the long tirade of
gastronomic dishes and answers himself: «llo ryfan samuM BEXY, WTO NOMEHTE,,.»
(P«73). 2) Very often Bulgakov concentrates his attention om
the Iblurdl.’till of life and on their alogism. He may stress the
absurdity of some event, the strange behaviour of a character, the
deliberate alogisa of his own statement, the partial or complete
absence of motivation. In "Master i Margarita”, Bulgakov accentuates
absurdities but absurdities of the most familiar aspects of our life
which we fail to notice. Korovyev and Begemot, visiting the
restaurant of the "House of the Writer", are stopped at the entrance
by a woman in front of whom lies <TOJCTAS EOETODCEKOro THHA KHEra,

B EOTOpYD rpAXIANEKA EENSBECTHO XIS KAKNX NDEVEN SANNCEHBAJA BXOASNEX

» pecropaE», Both are surprised at this absurd procedure: «irolm
y6eiuTscs B TOM, wro JocToeeckkll NNCATEJE, ECYXeJM Xe EYXHEO CNDANMBATS
Yy Eero yaocrosepeEEe? Jla BOSHMNTE Bi JROMX NNTH CTDAENN N3 ARGOro

€ro poMaEa N 6e3 BCSEOrO YAOCTOBEDEHRY BN yOeINTECh, WTO HMEETE ACIO
¢ nHcaTeaeM., BoBce Ee YIOCTOBEDeHHEM ONpejeifeTCs NECATEXh, & TEM,

9T0 OH numeT», (p.444,MM). The alogisa of the real plane seems utter



absurdity for the devil, yet for the inhabitants of the real plane
it is mundane normality. It is true that in "Master i Margarita”
the devil and his associates mostly reveal these paradoxes, people
themselves being so used to the absurdities of their life that they
simply do not notice them., But the fantastic characters who have
the power to accomplish miracles are surprised at the very
fantasticality of everyday life. Sometimes, however, evem realistic
characters have to express surprise at the fantastic nature of
surrounding life and people's behaviour. Ivan, in "Master i Margarita”,
is astounded by the behaviour of the strange cat who tries to get
into the tram and buy a ticket. But on talking about this fantastic
event, Bulgakov cannot help moticing also that: «lopasio cEinEee
(isan) 6EX nOpaxeN NOBEACENENM KOHAYETODEN, Ta, JENS TOJBKO YBHICIA
EOTa, Jesymero B Tpausafi, co sio6off, or xoTopoff iaxe Tpscaacs,
saxpuvaza: - Koram Eexsss! C xoTawu Hexsss! Ppucs! Caesaif, a To
MEINUED nosoBy! Hu EONAyXTODEY, EN DACCAXZNDOB Ee NOPDA&SHIA CAMAS CYTh
Aexa: He TO, NTO KOT JXeseT B Tpausall, B 4Yex ONIO ON eme noxdeiu, a
TO WTO OH codupaeTrcs NJaTETSH»(p.66,MM).

In "Master i Margarita”, we are presented with another
paraxodical thought: the reality of the madhouse is much more reasonable
than the contemporary reality of Moscow life: at least commonsense
logic, some kindness and truth can be found there. See, for example,
how strange and absurd is the behaviour of the editor whom the
Master confronts after handing him his book:«OE cMOTpeX HA MEHS TakK,
EAE OYATO Yy MCHS Neka GHJa pasiyTa (UmNCOM, EAK-TO muclfm.l |
Aaxe CroE(YXeEEO XHXEKal., ON 6es EyxXIN MSI MANYCEDNNT N Xxpsxal, Bonpocw,
KOTOpHEG OH MEC S8JIABAJN, NOKASAINCH MNG CYMACHCANNMN.»(p.181,MM)

On the other hand, after his four-month stay in the madhouse, the



Master concludes: «H smaeTe im, EAXOXy, WTO 8ieChH OYSHE M OYeHS
Eenioxo».(p«189). The madhouse seems to have a beneficial effect
on Ivan Besdomnyi, whose eyes become open while in the madhouse:
«3maeTe, NOEKA § JEXZA&X SXCCh, MHE MHOrO® CTAIO SCHO.»(p.469) «I yx
paséEpanch Teneps, BE He GofiTecs», (p.470). It is in the madhouse
that Ivan's reasoning acquires its logical forms and his most sensible
decisions (like his decision to stop writing bad poetry) come to
him. Indeed, Ivan's behaviour in the reality of Moscow is more
reminiscent of that of the madman thanm his behaviour in Stravinsky's
asyjum. All this contributes to the creation of the absurdity of
the plane of reality.(No wonder that the only refuge from the mad
reality of Moscow for decent people turns out to be the madhouse).
In Bulgakov's story "D'yavoliada”, alogism is elevated to &
principle for describing reality, the construction of characters,
style and composition. Unobtrusively, he directs our attention to
something unusual, so that gradualily the logical and causal
connections of the reality break down and we find ourselves in a
world of staggering confusion. Im a story begun realistically,
Bulgakov suddenly stresses something that is obviously out of place,
namely the dead chicken with the broken meck with which the cashier,
who has gone to fetch the office wages, returns:«,,.BepEyICH vepes
weTBEpPTH Yaca ¢ 6oisNOfl mepTBOR KypEUeR co cmepEyToff meell, Kypmny
ON NOJOXMJ Ea noprdes, EA KYDELY CBOD Ipasyd PyKy N MOXBHI: «llemer
me 6yieT!...» NOTOM...BSMAXEYX kypEuned, xpuxmya: <«lIpomycTuTe,
nozsiyficra!» ¥, NDOIOMEB Opems B xXNBOff cTeme, Mcwes » imepsax.» (4,p.6)
Such alogism is not as striking as that which comes later, but it
prepares the ground for mew absurdities and makes a certain shift

towards the grotesque easier. It is impossible logically to



understand all the happenings in "D'yavoliada". All attempts to
motivate the events in the story are deliberately prevented by the
author. Thus, the attempt to motivate all the happenings with the
hero's madness turns out to be rather strained. Maybe Korotkov is
highly nervous or sensitive, but it does not seem so. In Bulgakov's
story Korotkov is somewhat vague., The author attaches to Korotkov
various epithets: <«mausENR KopoTxos», «sToT xomux KopoTxos»,

«Eexuufl THxuR GioEiME KopoTxos», <ocTopoxmsff KopoTxos», <«xurpuit
Koporxos», <mejarsmosmimufft KopoTxos», etc. All these epithets so
contradict each other that the real image of Korotkov disappears. 1
In Bulgakov's story, Korotkov goes mad, not because of his disturbed
mind, but because of the absurd reality which drives him to insanity
and suicide. To understand why Korotkov is taken for Kolobkov (his
double) would be alsc rather difficult, so the attempt to motivate
all the confusions with the likeness of heroes to each other would
obviously collapse., Korotkov is <«EexEuff TEXuE GIC0HAEE®», and Kolobkov
is «xyieHskEll ¢ YEDHMME CIOBHO NDHEJCCHHNMH yCHEKauu». The reader is
left with bewilderment as to why the black-haired girl takes him
for her lover and the old man for his colleague, when the two are
dissimilar. There are many such alogical absurdities in "D'nvolhd;"-
We can understand them only if we look at them as at the essence of
the newly-established Soviet bureaucratic apparatus, where chaos and
disorder prevailed and things,that are impossible to motivate from
the point of common sense, happened. The dismissals of people from
their jobs, for example, occur in "D'yaveliada" with such speed that
the reader is left with the impressiom that all Soviet institutions
are involved in this absurd game. The life is utterly absurd and
senseless. The senselessness of surrounding life leads to absurd

1']!:.Ily'c'ra:u'oaa «M.Byaraxos», llevaTs u Pesoawuus»,N 4,1927,p.85.



remarks and questioms, to equally absurd answers, to mutual
misunderstandings and to a loss of desire to understand each other.
All this creates a sort of vicious circle in which normsl causal
explanations are inapplicable. The accumulation of absurdities
leads to the characters seeming to change their roles; their
actions and movements do not always correspond to their appearance.
Thus in this example from "D'yavoliada":
«Ha sepxmefl niomaixe NoneJcs MSJICEGKNY JeT 16 M CTDANEO SAXDEYAL:
= Kyza Ta7 Crokt!
= He GeR isieEixa, - CKasax TOJICTAE, CHEXHBENCEH M SAKDNB
roJOBY DYEAMH,»
Each of the characters behaves in a way that,according to logic,
is more appropriate to the other. 'D'yavoliada” is mot an exception.
Bulgakov's other works, such as "Rokovye yaitsa"”, "Sobach'e serdtse”,
"Master 1 Ilrgl.ritl.". are built on the same principle of piling up
the absurdities, accumulating the rumours, until we are faced with
an approsching catastrophe. In "Sobach'e serdtse”, the rumours start
from gossip and mere curiosity and finally: «Uro B Mockee TBOpHTCH -
yMy He NOCTEXEMO YeioBeueckoumy, Ceump cyxapeBCKMX TOProsnes yxze
CHAST 34 DACODOCTPAHCENE CJIyXOB O CBETONDECTABJICHNN, XOTOpOe
EABICEIN GOXBHEBMEN, (Po49)...28 Hos6ps 1825 roia B AeHS NPENoAOGHOIO
Myuemmra Credama, sewif NaISTHT Ea EeGecEYD och».(pe50,CC).
Everything is intensified in Bulgakov. Lights dc: not simply
go on but blow up, words leap out, a character does not merely become
angry but becomes enraged or white hot (ocTepsemmics, »sfesemmics),
he does not go into a crowd but thrusts himself or plunges in
{me;?. somsaeTcs), he does not come out of a crowd but unhitches

or tears himself out (oTmenmiseTcs, BEANDaeTCH). Subsequently, the

c
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characters do not part but uncouple (pacueniswrcs). Professor
Persikov does not merely talk but howls, yelps or hisses, and

if he shouts then it is usually hysterically or in a rage, and

in his eyes there is not merely joy but rapacious joy. Characters
move in such an abrupt manner that it is difficult to imagine how
they are orisntated in reality. «llepCEXOB MOTHyICH TAK, WTO WYTH
Ke nonal moA &BTOMOOEIS Na MOoxoBOoff H SPOCTHO yXBaTHLICH Ba TaseTy».
(P, pe29) «llpoxoums Gpems B xusolf cTeme, Hcues». (A, p.6)

€,,.Ha XOLy BBEETHICE B apTolyc», (MM, p.635) <«,...TEKEyX Oymary
TAK, YTO YyTHh Ee BEKOJIOJX €My K NocJeiEHER raas.» (I, p.l12).

There are the few features which particularly contribute to the
general intemsification of the atmosphere. The telephone, for
example, is an active participant of the growing intemsification.
It starts ringing at the most intense moments and in the end bursts
into ceaseless ringing, thus becoming part.of an absurd reality.

In "Sobach'e serdtse”, the telephone ringing is registered at first
in phrases like: qu.:ne ApOoCEEe 8BOHOUEN» (p.15), <paccunmoft
2BOEOE> (p.18), and then becomes stronger: <HENDESTEO M HEOXNJIANNO
npossexea TeaedoE»(p.36), <«ceroixs 6uxo 82 smoEEa. Texedor
BuxanveE» (p.47), <OriymETeisEill Tpessox»(p.58), <onsTs, xax
oraamexmult, sarpesex Tele¢oE»(p.59), «SBONKM CICIOBAIN OJNXN 32
ADYTHM® (P.80), «ueiuft ieEh sBeECI TeIe(OE, 3BeHeX Teie(oE Ha
ApyTof ieEs>(p.83). The same happens in "Rokovye yaitsa™:

«uSTIXO mpossemex TexedoE»(p.27), €HANAINCH BBONKW>(p.28), <mEa
ApyToRk AeHs eMy NPERIOCH BEKIDWETD y celf Texedoms(pe34), «saTpemax
Teaedom> (p.67), «SBONEIN HempepusHO»(p.92). Radioc and doorbell

play a similar role.
The gemeral atmosphere of alogism and absurdity is strengthened



in Bulgakov's works by numerous repetitions of the words:
<EeBPeDOSTENE», <«cTpammuil», €YYAOBEREN», <HCOOBACHNMEE», <«CTpANENE»,
«cTpamEeREEi», <Eesmiammully, «EmeecTecTBeNEME>», <CBEDXBECTECTBEHENE>,
<€HeCYCBETHNE», «IEBEDOATENX DASMEDOB>, <HeBepOsTEelmef BEINYHER>»,
<HeOSNYARNOR TOINHEN®, <«HEOSHEEOBEEEOR TOINNEW® etc.,

The heaping up of highly irrelevant epithets of secondary
importance such as <«CEmmuil», <xypHEEf», also in the end serve the
same purpose of disintegrating the reality of the real plane., They
distract the reader's attention from more important details. The
constant repetition of the epithet «Susmufl» in "Rokovye yzitsa”
gives the impression that not only is everything rather unreal, but
it does not even seem to belong to the present. Time seems in the
process of disintegration as well. «B yesiNOM 3amNTATEOM I'ODOAEKe,
Susmen Tpounxe, a EuEe CTexioBcke,...Ha OuBmel CoSopEoft, a mume
lepcomaisEof yxune, BUNIA ZeHINEa, XeENNEA 9Ta, BAOBA CHBEErO
codopEOro mprowpes Gupuero cosopa Jposiosa...» (Pi,p.31). «ffina
nonanumcs. ¥ B CTEEKAMHHNX BETDHHAX Maraskia CuBmero <«Cup M macio»
Yuuxuma B Mockme» (p.32), ‘M uneExe lepexeTheBNx», <xpuBOR
ousmnft cazosEmx Supmux Nepewersesux» (PH,p.66), «...cex Ha SNBEYD
oTToMaEEy>» (p.72),«[0 Wero oEM (sByxH) ONIN YMECTHHN E8JX DONEMN X
CHBENME mo:ﬁ'-n Depexersescroro isopua» (Pi,p.72). Similarly,
the repetitions of the epithet «xypumNil» finally evershadows the
rest and becomes dominant in the descriptiom of the Moscow of 1928,
the whole picture of which is built around the words <«xypEEEl» and
«guua», (KypMEaS KOMNCCHS, KYPEENE BONpOC, KypHNENE COSNTESA, KYPEEAL
xaTacTpoda, KypHENE HNEphf, KYDHENE CMEPTH, KypENAS TyMa, EYPUASES
Msco; Upessuuallzag EOMNCCHS IO 6opsbe ¢ KypEEOR WymoR, aETHUKyDHENE

npususxM, etc.) The function of these words is to prepare us for



the introductiom of the open fantastic, which then seems less
fantastic and merges better with the latent fantastic of the real
plane. Inm "Rokovy- yl:ltu", the accumulation of these words
incresses as the fantastic catastrophies such as the cosamic
proportions of the fowl pest epidemic and the invasion of reptiles
approach. Finally, we are faced with a purely fantastic picture
of the consequences of the fowl pest epidemic: <«Ha xpume <«Padouef
TaseTs» Ea sxpame rpyizoft 10 camoro Hefa JeZaJN XypH M BeIeNOBATHE
OOZapENEe, APOGSCH M UCEDECH, NOJNBAIN EX KCDOCNEAM, 38TEeM KDAcEEEe
BOXHE XOXZNIN IO SKDAHYy, HCXHBOR JNM pacnyxal H MOTAICS EJOYBSAMH,
noxs crpyeil, BECKAKNEAJIA OrHeHEAS BAaJNHCh <«COoXXeHEe KYDHEEX TDYNOB
Ha Xozuaxe».» (PH,p.49).

The numerous repetitions of indefimite pronouns and adverbs:
<EXTO-TO», <UTO=TO», <KaKOf=TO», <€3AYEN-TO», <WOYEMY-TOP, <KyA&=-TO>,
«rie-ro» etc., play a similar role. They bring a general vagueness
to the disorder of everyday life, deprive it of its concrete
features and the characters of their motivations and of consistency
in their actions. As a result, the alogism and strangeness of the
real plane where a man does something or goes somewhere without
knowing why increases. In the same way the strangeness of reality
is intensified by the asbundance of words expressing unexpectedness:
«BADYT», <HEOXMJIAEEO», <HEBOIHHO®, «HEMEIICHHO®, €MI'HOBEHHO?,
«MOMEHTAXLHO», €BHESAHHOP, <TOTYAC», Or whole phrases «BIpyT KaK
6N CODBABNNCH C IENEy, <xax H3 NOX SeMu», which are applied to
the characters' actions and behaviour. The speed of the characters'
changing their poses, the alacrity of their transformations on

the plane of reality matches the speedy metamorphoses on the fantastb

pPlane.



«B Ty Ze MEEYTy B xaCHEeTe NOSBHICE GieiENit wEONA ¢ mOpTHeIeM.

duuo JNpXHEA MI'EOBEHEEO NOKDHIOCH YIHOKOBEME MOpNHEaME», (J,pe50)
«KOpDOTEOBR BBJETEX JO CAMOrO BepXa, XOTed YBHIETh KpacasEny ¢
ux&n, Yy Hee WTO-TO CHDOCHTH, E YBEASJ, WTO KDACE&BHIA NPEBDATHIACH
B YPOAINBOr'O CONINBOIO MAIXBPUEEEY.» (I, p.25)

«puauvEefimuil THXHR cTAapHUOK, oxeTuR GeiHO, HO WMCTEHLKO, CTADHYOK,
noxynasukfi 3 MMEASJBEEX ' [INDOXCHMX B KOHANTEDCKOM OTJCICHHN, BADYT
npeoSpasmics. Iaasa ero CeepkEyaM GoesuM ormes.» (MM, p.441)

<«Mur ¥ c HMM NDDOMSOWXA MeTamopposa, IIaSKE ero sacBepxaiH NoGeXHHM
6IeckoM, OE BNTHSHYyICH, XJECTHyX OpaBoff pyxoRf uepes iesyn, kax
6yATO NepeENEyX HEeBHAENMYD calxjeTky, copBalcs C MecTa ¥ 6OKOM, KOCO,
Xax OpECTEXHAS, NOKATHX NO XecTEENE.» (I, pe.34)

€, ..BENAX rpoMajEefimdx pasuepoB EKOT, B THIDOBHX EOJBOAX H C TOXyOHM
GaETOM Ha mee, noxoxull Ea ropoiosoro. OH ynax mpaMo Ea CTOX B
AAMEHOe 6INI0, DACKOIOB €ro BAOJb, C 6ania HA NOX, SaTeM NOBEpHyiCS
Ha Tpex Horax, a npasoll BsMBxEyx, kKax CyATO B TaEle, K TOTHYAC
NpocouMiIcs B y3KyD Hexb Ha YEDEYD JcCTEMNY. [lexs pacmmpHIach, X
EOT CMEHMICS cTapymeuseR ¢mamoEommeff » naarxe.» (CC,p.60)

«Cnacure - sapepex Kaxscomep, Memss TOEKNE roxoc =a mepsuft csoff
meimull 6ac., OTCTYIEBENCH, OH C TDOMOM YHNAX BHNS SaTHJIKOM: yAsp

He mpomea exy Aspou. OGEepEYBEHCH B YepHOro xoTa ¢ (PoCQODHEME riasawd,

OH BRIeTex oSpaTHO.» (A,p.40)

One can not, at times, be sure as to which plane to relate these
metamorphoses: to the plane of the real or to the plane of the
fantastic.

Words and phrases expressing extreme degrees of intensity

such as the epithets «Gememuil>, <«aicruit>, «<XEmENE>», <SpOCTENE»,



SUDONZHTEJSHNE», <«xONMaDENit>, <oreeEHuit», the superlative degrees
of adjectives: «rocxampelimuily, <«<onacHeftmuit», «cTpamEeiimuils,
<AIuEEefimMil»>, <«EenpusTEeRmui», <rycTeimui», adjectives with
eorruponding{fvorbs: «xpailne BOSCYXieHEuE», <xpaliEe CEKOEyxeEEui»,
qeecrecﬂeufc; Cunuauit», <xpallze HenpsTENE», <xpafiEgs cTeneEs
pasipaxeHus», <xpafiie OCMXeHHO», overemphasised employment of verbs:
<«B8BNBATHY, <DNYATHY, mpg‘lm.nno KDHYATHL», «BHTL», <EHIOETHY,
<pSBKaTH?», Wwith expressive coloration of intensity exaggerate
reality to the point when the appearance of the open fantastic
becomes absclutely inevitable. Words like «BCce», <Bech», <ERXANi»,
in their all-embracing totality, and likewise the words «EM OINE»,
<HEETO®», <HErjJe», in their total negation, provide an almost cosmic
scale for the appearance of the open fantastic and approeching
catastrophe: <0OEKEO CBETRIOCH GENCHNM 3ISKTDHRECKuM cBeToM> (MM,p.291),
«lluxaaa GemeHas azexTpEuecxas HOW» (PH,p.97), «Kaxscorep GemeEo

auﬁ.l TYSHTH €ro B CIEEY ¢ Bonaex»(ll,pe35), «aickue BSDHBN XOXOTa»

(MM,p.68), <«aickoe oceemeENe> (MM,p.68), «MaIbYHNEN DHYAIN M BHIN

MeXLy EyMOM xoaec» (PH,p.49), <«3aBii BIDyT B Dynope Ha Kpume
EenpusTEefmui ToExufl roxoc» (PH,p.28), «Bcs Mockea Bcraa,..> (PH,
p.93), «lopexs BCe OKHA B KBADTEDAX...» (PH,p.07), «BEIN BCE NEDO3OBH...»
(P1,p.98), «OcTepsemenmas Mocksa samepia BCe JsepH, Bce oxma» (PH,
P+97), <«IOMEEYTHO MCEAXCHENEG JEKIA BRI'ISINBEIN B OKH& BO BCEX 8Tazax,
yoTpemass BSODH B HeGO, BO BCEX HANDABJICHHSX H3pesamHOe npounfum
(P4, p.97), <«Bce oxEa OHIH OTKDHTH...Mls Bcex oxom, Ms Bcex isepef,

N3 BCEX NOABOPOTEE, C KDHN, Yepiaxos, MS NOXBAIOB X imepell BNpNBAICS
XpunXE#l peB noiomesa s omeps Esremmil Omerxs» (MM, p.70), «ie cnax

Ex oamE vejosex» (P, p.97), «Ha yaune He OK&S&JOCH HHM OXHOTO WeJOBEKa»
(MM, p.11), <lox yTpo, mo copepmeEHO GeccoEnoff Mockse, Ee noTymusmel

HEM OJHOTO OTHS...» (P4, p.98), «HuxkTO He OpHNEX NOX JHNH, HEKTO He
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cex Ha cxaweflxy» (MM, p.12), «Hu oxEa ceexas CTpysS HE OpDOHMEKAIA @&
OTEKDHTHe OkHa», (MM, p.75)

As a result, everyday reality becomes frightening and illusory.
See, for example, how the description of the communal flat borders
on the fantastic: «B rpouai=off, 10 xpaflHOCTH sanymeHHOR mepeiseff, caado
OCBEemEHHOR MAINCEHRXORf YTOXLHOR JAMNOYKOR NOXA BHCOKEM, WEDHHM OT
TPS3E NOTOJKOM, E& CTEHe Bucel BelocHnej 6es EEE, CTOSX rpouxarmEuit
a8ps, OOHTHE xelesOoM, & Ha NOJKe EHal BENANEOf Jexaja BEMHSS manka,
B JAMEENEG e€¢ ymM cBemMBaiachk BEES», (MM, p.68). -4llaxmyzo saaxEux
TEeNnJoM, M, OpE cBeTe yriefl, TICXmMEX B EOJOHEE, OH pasrasiex GoJIbmue
KODHTa, BHCHANNEe HA CTEeEe, H BaHHY scn?wapnnx CTDANENX NSTHAX OT
céuTofl aMaNM,..» (pP.68). «OuyTHics B KyxEe, B Heft EEKOro He OKasazochs,
X HEa NJNTe B noaw;faxt CTOSIO GESMOIBEO OKOJO JECcHTES NOTYXEEX
npuMycos, OANE JXYEENR ay4,NDOCOYMBENCH CEKBOSH NHIBHOE, FOJaMH He
BNTHDAEGMOE OKHO, ckymo oceemax», (MM, p.68).

The most familiar objects, such as the trams, become sinister
and turn into «HANOJHEHEHE CBETOM OGJCiCHEBENE SMEKE», which make
<«OMepSHTeXbHufl cxpexeT Ha Mopose» (MM, p.188), and it seems that at
amy moment something really incredible and absurd could happen, and
that reality,already disrupted, will disintegrate even further and
<5 NYCTHEHOM GE30TPAIHOM Iepeyixe», «B SICKOM OCBENCHMH Xpaltme
sanymeHHO nepeimeit», or «B naxsysmeff HedTPD VepHOR BOZe Mex

N3JOMSHEHX SEIrsaros éeperosux ¢osapefi» something unexpected and

inexplicable will appear.

In the construction of Bulgskov's characters, we observe the
same tendency of stressing alogism and strangeness. Many of Bulgakov's

characters are caricatures, nevertheless preserving some similarity
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to characters from real life. Persikov, in Rokovye Yaitsa, is a

caricature not of any particular professor but more of the idea of
the absent-minded professor in general, Some of Bulgakov's
characters have a grotesque coloration and sometimes acquire a genuine
grotesque quality. Among them we should differentiate puppet-type
and mask=type characters. By puppet-type characters we mean
characters with mechanical movements, alacrity of gesture and speech,
while on the other hand mask-type characters are distinguished by
their lifelessness and immobility. Of course, some characters may
combine the qualities of both: the mechanical movements of the
puppets and the lifelessness of the masks. Bulgakov often creates
puppet-type characters through mechanBation of movement, gesture and
speech. In "Dlyavouudn" particularly, this mechanisation is deliberately
stressed and exaggerated. The mechanisation of movement and gesture,
for example, is achieved by frequent use of perfective verbs of
instantaneous action with adverbs to correspond: <EeMejIeEHO», <«CDasy>»,
<BEXDEM», <UT'HOBEHHO»,etC., or by the use of verbs not quite appropriate
to the character (particularly variations of the verb «IeTaTs»):
«KaxrcOEep ¢ TpeckoM DacuepEHylXcs Ha CyuMare, XIONEyX OO Hell mevaTsm
® TEEyX exy»., (I, p.12)., <«HemspecTHuR® BNpBaX S PyE KopoTxoBa
éyuary, moungg})i‘:::. (I, pel2). «Hemezas BHEyJA WHCTHR JHMCT GyMarx
B 3 MuEyTH cowMEMI», (I, p.13). <«KOpOTEKOB BEXpEM c6eXxal C JeCTEERIE®.
(A, p.19). <EHa XOAy BHDBAICH M8 TpaMBAS» (. p.20), €... BOIOTHYD
HEazeter» (I. p.12), €...MTHOBEHHO DASJETEXHCH B DA3HNE CTODOHE»®
(1. p.13), «...K8K MOJEHS KOpDOTEOB BSJIeTElX HA NJIONaLB> (L. p.54).
Mechanisation of the characters' speech is achieved by the
frequent use of verbs of instantaneous action («pSBXEyI», <UHCKEyI»,

«axEyx»> etc.) imparting abruptness to the speech, or by senseless



repetitions or sudden senseless remarks: <MoxwaTs! - PABEHyX
Aupxme, xors Koporkoe emé poeEo Emwero Ee ckazax.» (L. pe50).

This process becomes more complete when the character's speech
begins to resemble that of a broken machine. A character may
suddenly slip into mere senseless verbiage. Korotkov's dialogue
with the fair-haired men (D'yavoliada), culminates in tirades of
absurd advertising cliches to which the latter reverts as if
something has gone wrong with his mechanism and the words which
have been programmed in his head have come out at the wrong moment.
The shift towards the grotesque (the appearance of something
artificial, alien) is particularly noticeable here: <«TopBapumu!'
Bes mcTepuxu! KOEEKpEeTHO M AGCTDPAKTHO HSJIOXATE NHChMEHEHO, CDOVYHO E
cexpeTHO, [loxraBa Eam Hpxyrck? He oTEmmafiTe BpeMeHHR y SaHSTOrO
yexopexa! [lo xoppuiopax He xoxuTh! He naesaTs! He xypuTs!
PasMeHOM JeHer Ee saTpyAHaTh! - BHEXS H3 cels sarperex CXOHIMH.»
(. pe47). (Mayakovsky uses & similar device in Banys' in constructing
the characters of "artificial people”.) Sometimes the mechanized
marionettes in Bulgakov's works constitute one impersonal mass-
automaton, which moses and acts as one: <XODOM S3aKpHYAJH XCHIHHKY
€..., BCKDHYAJM BCE M B TOM WiCJe HEJAIBHOBHAHNZ KODOTEOB»,,..(l.p.€).
«Kamneaspus ToTHec samyxesa M paséexaxack» (A.p.16), «B aTo
MIHOBEHNE WaCH J8JeKO NpoSHIM 4 pasa Ha puxell CamEe,M TOTYac H30

Bcex ipepeff modexaim axax ¢ moprdexamu.»(N.p.26).
The culmination of the character's mechanisation seems to be

the complete identification of the hero with an automaton wound up

with a key. Such is the appearance of the mechanical secretary in
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"D'yavoliada”: «OE MyswEais®o sBSKEYZ Xamuox B saMke, BHABNEYJ
SEE ¥, S&TJdHYB B HErO, NPHBISTAMBO ckasax: <«llozarre, Cepreft
Huxoxaesmq! H Torgac ms sceEesoro smaxa BHTISHyJa NpHYSCANHAS
CBeTIas, EAK J8Eb, I'OJOBA M CHEHE GeraimEe riasa, 3a HEMH HSOTEyAacCH,
K8k 3JNCNEAS, med, XDYCTHYA EDAXMAIBENE BODOTHEUOK, NOKASAICH NHAZAK,
PyxH, CDOKH, ¥ YeDes CEXYHAY S8KOHNUYCHEHNHR cexperaps, c mEckoM <Jo6poe
JTpO», BiIes Ha KpacHOe CYKHO,» (l.p.46).

Similarly, Bulgakov may deliberately lay bare the puppet nature
of his character by stressing its marionette-like movements or by
naming the actual mechanism installed in it: <«BumecTo oTBeTa MOJOIOH

YeJOBeEk NOKJIOHHJICH npodeccopy 2 pasa Ha JeBull 6ox B Ha npassft, a

SaTeM ero riasxé KOJXECOM IDONIHNCH OO BCesmy KadEHEeTy, H TOTYAC MOJOJOit

YeJOBSK NOCTAaBEI B GJOKHOTE 3EHAK.» (Pd.p.24) <...Jocasmaiocs sa

ABEDED CTPDAEHOC MEDHOE CKDHNCENE MANWEN, EOBAHOC NOCTYKHBAHEEC H B

EOMHATY BONEA,...» (Pi.p.27) «lJepas ero, MexaEEYecKas HOra HelxaJa

B rpomuxsJa, OE NO-BOSHHOMY NOKJIOHHICS Hpodeccopy M BREODIMHICSH,
OTYEro ero HOra NPYXHEHO meJxEyia.» (PA.p.27) «...CKODPCHO rOBODEX
MexaEuyeckufl wesoser» (PL.p.29) <«IIHHEEE GECEIN C MEXAHHUESCKHM
ToacTSROM® (PL.pe54) «INDENE BCEOUNI HA IDYXMHE N3-3a cToxar,(l.p.50)
The second type of character in Bulgakov which approashes the
grotesque is the mask-type character distinguished by lifelessness
and immobility:eComia, THXeX0 CTyNasd, MACCEBEAS (MIypa MyXWMEN B
GeaoM xyETyme, CmiosaTHe OTBECEME yCH BHAHCINCH HA& €I'0 MDAMODHOM

JEne, MyzumEa, yau6adch HeOSHENOBEHHNO BexINBOfl GesxusEeEnofi

rancosoff yaméxoft, mozomex x Koporxosy.» (A.p.36) «lecTpuit pyusEen
YyTH NPOCTYNEI HA MDAMODEOM yexoseke,»(1.p«37). The culmination
of the character's lifelessness is its complete identification with

the statue: «KopoTEos noiGexal X KOJOHEALE N TYyT yBEA&X XOSJNEA.
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Tor cTOsSI Ha nbelecTare yxe 6es yINOKN ¢ OGHESHHEM JMIOM...

XosgHE cTOsa Ges yXa B Hoca, M Jepas pYyk8 y Hero ONia OTIOMEBHE.»
(A.p+39) Sometimes the mask is something indefinite, diffused:

«O4€HP TOJCTHE ¥ posOBKfl, B muimmipe BCcTpeTHX Koporxosa.» (Lep. )

The numerous repetitions of the word «SpETuil» in Bulgakov's
masks is striking: <«BuEWpHyZ MOJOZOR 4QeaoBeE ¢ TI8AKO=~BHODHTHM
MACIAHMCTHM JHIOM. [lOpazaiM BeYHO NOAHSTHE CJIOBHO y ENTafina G6poBN
H NOA HEMH HM CEXyHAN He rasiguEe B riass cofecejsdKa AraTOBHEe
raasci.» (Pi.p.23) <«Ero OpETOe KDyrioe JHMIO, HAJUTOE XSITOBATHM
CTYAHEM, SBJASJO NPHBETINBYD YIHOKY.» (PH.p.26).

A character's appearance, when emphasised without the
characteristics of the character himself, also results in,as
Tynyanov -uuutll, n kind of mask: <«OauE ¥s ENX npeESTHEE,
Epyrauit ¥ oueHs nex{.l:nxl 0HI B CKDOMHOM BANMTHOM BOCHHOM (peEde W
peilrysax., Ha BEocy y Hero cmielo, K&K XpycTaisHas 6adoqyxa, NEHCHE.»
(Pi.p.39) «HuseEbkHf, COBEepmeHEO KkBaipATHHE weioBex, ODHETHE X0
CHHEBH, B DOTOBMX OYKax, B HOBeNEeHBKOR midne, He HaMSTOR N Ges
NOATEKOB EA JEHETe, B CHMDEHEBOM DAJHTO K B JARKOBNX DHXUX mepyaTKax,
CTOSX ¥ NDHJIABKA H YTO=TO NOBEIMTEIBHO MEYEI.» (MM.p.438)

The effect of the character's artificiality is s trengthened
by Bulgakov's usual manner of talking about people as something

inanimate and lifeless. It cam be done in a straightforward menner:

lep. Tumanos. <X Teopun napoium» in "O Dostoevskom Stat'i”,
Brown University,Slavic reprint IV,1966,p.159.



€...BTANAX €r'0 B 3aBETHNI KaduEeT M 6pDOCHJI HA NyXJul xoxammi
cTyx.>» (I.pe31) <l ToTuac Taxexoe Teao llaETesefimoEa yneao ¢
TadypeTa M NOEATHIOCH IO KODHAODY.» (A.p.17) <«Broporo Koporxosa
nepeuit ¥ riaeEull sadli B 8epEale KalHEN E BNEEX OIME.» (l.p.49)
A comparison may oftem pave the way for the resulting identification
of the character with the object (be it inanimate or mot):
«KaJpCOHED YCKOJIRSEYJ:, CIOBHO ES DOJMESX, CKATHICH C JECTHHIH.»
(1.p+19) (comparison) «...TPOSHO BEE&THICS HA DOJHKSX CTpamENR
6puTHit Kaxscomep,» (l.p.59) (identification) «dToT roxoc 6mx
COBEDEEEHO NOXGX HA roloc MejHoro Tasa,» (J.pe.ll) (comparison).
€...8BAKHyJ OemeEO cTpeMmsmufics Kaaxscomep», «Xopomo! - rpoxmEyx Tes.»
(l.pe+31) (identification) <Kax? - mposBeHex aABa pasa KOpOTKOB, COBEDEEEHHO
k8K pastéHTHR o0 xadayx Axpnuitckuft Foxax.» (A.p.16) (comparison)
«,,..0poxpycTel ockoixami roxoca KopoTkoB.» (I.p.17) (identification)
«Ba.uoun.q‘rpex cokoaoB Axexces MuxaflioBHua CHMASXH TDH COBEDPNEHEHO
OAMHEBKOBHX GDHMTHX GJOHANEA.» (L.p.29) (comparison) <«UTO-TO
SarpeMelo B EKAHICJIADHE, ¥ COKOXH BCKOVMJN, Kax No xomamie,.» (I.p.33)
(identification).

Equally, the first informative description of the character
and his appearance may also help in further identification of the
character with a part of his clothing or body: «lepcCuxoB sacTax
H& KDHJIBNE HEWSBECTHOrO exy IDAXISEMEA B MOAHOM xoTexxe.» (PH.p.42)
«HapcTpewy [lepcuxosy NOAESICHE BTOPOR XOTeJoK.» (Pi.p.42) «Korexox
GHCTPO YTHXOMEDHEX nepfuom,...m 8TO KOTeJOX ycMexEyicsr», (Pi.p.42)
€...COrJACRICH KOTEIOK?,€...C JIDSONNTCTEOM CIpDamNBaX xOoTelok.» (PH.64)
«O6epEYBEECH OH YBEJEX XeJTOe KPYTiOoe JHIO BJ8JCJbIA MeXAENYeCKOR

Horm.» (Pd.29) <«3a HEM, NenJxsdsch 8& DyEas, Jes MEXaEWYCCEER map

B oaesxe,» (PH.35)



We may say that these characters are dehumanised through
the device of synecdoche, the increasing number of which completely
overshadows them. In "D'yavoliada”, people and their movements
are completely identified with birds, Sometimes this identification
is already foreshadowed by numerous repetitions of the verb «JeTeTs»
with various prefixes, by comparison or by the character's
name: <«[I[pH CTDANEOM CIOBEe KSHUPAARCKHE ODHSEyAM B pasHME CTODOEN
H B MHEI' DECCEJNCH IO CTOJAM K&K BOPOHH HA TeJxerpajHEofi mpoBOJOKE»
(lep.16) <«All=gii-gll- saryiex B OTZ8JCEHHN, BHrafiNBas K3 rpoctyxa
Cxeopen. Om HEpDEyZ2, cnpsaTaics B rpoclyxe X NpEKpHICH cTpaEHueR.»(l.p.17)
<HE OZHOrO SHAKOMOI'O JHI& B XpycTaibHOM 3axe He Omxo. Hu Jposza,

HEE AsEy E¢rpadopHEM, CIOBOM, EHEKOro, Ja CTOJXBMH, HANOMHHAN yxe He
BODOH HA NPOBOJIORE, & 3 coxoisoB Axexces Muxaflaopwua, cEieam 3
OAHMEAKOBHX GDETHX GIOEZuES,.» (l.p.29)

Names in general are of great importance for Bulgakov. Verbal
lllkll are often created by the character's proper name alone. Most
names have strong etymological associations and contain evaluative
effects. In this way, a whole gallery of writers is created in
Master i Margarits, «lojioxEag», etymologically connected with
<ioxp» - lie, «SeaxeTpucT BeckyiENKOB» with «nackyia, NackyAERE» -
mean, dirty, foul; «uoaT JaySparckuit» (the name suggests hyprocrisy),
<EpDUTHE ASaGaxos» is comnected with «6adaxaTs» - jabber,
loxzesxuEa» with <xiesaTs» = to peck; <BHiHefimHe NpeACTABHTEXH
noeTHYECKOro nozpasiexa MaccoamTa, TO ecTh [laBEaEoB»(suggests

arrogance), «boroxyascxuit> (blasphemy), <« raxxuit» (sickly-sweet),

Opumse» («opaTs» - yell).

lop . Tumgmos, op.cit.p.169.
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In contrast to puppets and mask=-type characters, the
environment is animated. This animation sometimes is deliberately
stressed (particularly in "J'yavoliada” and "Rokovye yaitsa™):
«/lpep: B xaGUEeTE BSBHJA M NDOIrJIOTHJIA xei}ec'rnoro». (L.pe12)
€saxpHviaJa 8a CTSkIAMH MOTOUMKIETKAE, BHCTDEJHIA 5 DAS M SAKDHB
ANMOM OKEHa, Hcuesxa.» (I.pel19) «ludpr OCTAHOBHMICH, BHIIDHYX 4YeJOBEEA
¢ moprdeaes, sarprics ceTxoff ¥ onaTs ymex BEE3.» (I.p.23) <«Cper
B3JeTeJ Hal EDHmNell yruBepcHTeTa, Ha HeSe BHCEOUMIM OTHEHEEE CJOBA.»
(Piep.28) <CxenpMil ANpaMH TISICIH SAXOJOYEHEHEE oxHa,»(Pl.p.49)
«Jlums MANMEKA GESMOJBHO yAHGEJACH GexuMmu sySawmu.€« (H.p.38)
<«Coxxle CIAIOCTHO JHBAIO €r0O C OXHO# CTODOEN.» (PH.p.16) <«Mammesm
paBEaxd H G6erax mo Bceft MocxBe.» (PI.p.98).

At times the border between the animate and the inanimate world
in Bulgakov is obliterated. Thus the author, in describing reality,
does not make any distinctions between animate and inanimate imagery.
He often confronts these heterogeneous elements with the result
of increasing confusion: <«KOpPOTEOB OTKDHA NEDBYD CTEEISHEYD
Deperopoixy ¥ yBHACX 88 HEp KAKOI'O=TO YEJOBEKa B CHHEM KOCTKMEC,...
Bo BTOpDOM OTACJCHHH HA CTOJXe OHIO NOXHOE cofpaHHe COYMHEHHR
lexzepe-Muxaflyosa,..B TpeTsex napud APOCHH# IDOXOT M SBOHOVEM,.»
(1.pp2l) The verb «6exaTh» usually related to animate images,
spregds to inanimate as well: «llo orpomEofi, marpusaE=EOff JecTHHNE
nodexaid B TAKOM NOpAAKe: NEDBEM, YeDHENE NHINEID TOJICTSKA, 88 HUM =
G6eauft MCXoisNNE meTyX, 8a NETyXOM - KaEieixslp, NpOJETEBNER B Bepmke
-¥ | oc'r;;o.l 6exoft roxosxoff, sareu KopoTkos, lee!'mmr;erm c
DPEeBOJIBBEDOM B DyEe H eme kaxue-TO Jnim», (L.p.53)

In "Rokovye yaitsa”, Bulgakov makes parallel usage of the

same words like <BaBNTH», <€KDHYATE®, €DHUATHP®, <KBAKHyTH?, <WHNCTE?,



<psBKaTh», in relation to animate and inanimate worlds: <3aKpHYal
MAILVHNEA M, BXEMASCH B TOJNy HA TDOTyape, BHOBS saeux» (P4,pe.28)
€Z8BNX BADYT B DyNOpE Ha KpNNE HempHsTHelMwmE M ToExuE roxoc» (p.29)
€OWCHD YACTO TPEBOXHO S8BHBEML, NPOHOCHAMCH NENSNEE MANKEN» (p.48)
«28Kpuval TEECOMOTOD ¥ BDEsadcs B Iyuy» (pe30) «munex oE» (p.30)
€THXO C EHNCHHEM OTO3BAJACH TPYOEa» (p.67) <«EHAGODWEEKE CTDENEHO
XoxoTaxu» (p.97) <«XOXOTal N nJIaxal, X8K NaKal, pymop» (p.48)
«llepcHXOB B B3R TDPYORY M xBaxEyx» (p.71) <«TpySxa HaxBaxaia exy
canoe amoSezEoed» (p.64). Thus in "Rokovye Yaitsa" the border
between animal and human worlds seems to be almost obliterated,
While the humans are compared to animals, characterised thpugh
animal imagery and thus reduced to the level of lower creatures,
many of the animals are personified and raised on to the level of
humans by ascribing to them human habits, attitudes or tastes.
Professor Persikov's description is given in the same key as the
description of the amphibians he preoccupies himself with. The
author accentuates Persikov's «cxpunywuit, TOEKEY, xsaxaxmuft,roxoc»,
<«xpakEyx [lepcExos», (pe59) «lIOZ0GEC TOMY K8k aM(MOHM XHBADT NOCJIE
XOoXroft sacyxs, IpH NepPBOM OGHIBHEOM JO0Xie, oxux npodeccop [lepcExos B
1926 roay», <Jexal Ea JuBaEe,,,BCHOMMEAX CYDHHAMCKYD X86y», (pe8)
And here are some examples of animals raised to the level of hMumans:
«TapaxaEy Xyi8=TO NPOBEJIEIHCH, NOKAS&B CBOE BJIOCTHOE OTHONECENE K
BOSEHOMY KOMMYHESMY®. (p.7) «B ee (IMIYNEH) NOTYXammuX riasax CHIN
SBCTBeHEN CJOBA: <«CBOJOYN BH, BOT WTO.» (p.12) <«Xadm ciaix X
ENYEro exy Ee oTpeTniE,» (p.l4) <«Bux y yxa Oux Taxoff, CIOBEO TOT
cofpaics kKyia riasa TASAST, JEEb O yiATE» (py63) «laasa B 8eJeEN
(about snake) TOTYAC Z€& BArCpPEeIMCH HENDHEMMDHMO# HEHABHCTHD K

oTofl onepe.» (p.81)
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Such 1s objective reality - the real plane - as Bulgakov
shows it. As we have seen this world is full of absurdities, it
is a world which is often back-to-front with things snimated and
pecple shown as things or reduced to the level of animals, and
animals raised to the level of humens where the reality of the
madhouse is more reasonable than contemporary reality. It is a
world governed by fortuity. Fantastic catastrophes on a cosmic
scale all are brought about by fortuitous and trifling accidents:
the confusion of the eggs in "Rokovye yaitsa”, the coincidence in
the names "D'yavoliada”. The world is disorientated and ehaotic.
Nothing should be taken seriously in this world: people can not
control either external events or even the circumstances of their
own lives. The logical regularities of life are deliberately
distorted, It seems that the whole of the world is up in arms against
Korotkov ("D'yavoliada"). Even the tram Korotkov takes every day:
<BMECTO NCCTOr'C MADEDYTA NONEJ OKDYXHHM NYTEM, IO CEIBMOMY, BaeXaX
P OTAG8JCHHWE YIRIOE X TaM cIoMaxcs.» (pelS). The house administrator,
who could have issued Korotkov with the necessary document to prove
his identity, dies fortuitously. Every fortuity creates an alogism,
since it violates causal regularities, The accumulation of fortuities
creates absurdity, As we have seen, many sbsurdities are present
in Bulgakov's depiction of the real plane; they often acquire a
fantastic character long before the appearance of the open fantastic
itself. Here is not just one fortuity but the piling up of
fortuities, not just one absurdity but a fantastic world of absurdity.
The reality is so:absurd and alogisam is so strong that it becomes
impossible for the author in trying to depict this world mot to be

influenced by it. We have the feeling that Bulgakov disrupts the



structure, the unity of the sentence, simply through apparent
carelessness: for example, he introduces the word <«BO~IIEDBHX>»,

and somehow forgets the word «so-BTopix» (PH.p.8). But the
repetition of such cases shows that for Bulgakov this is a deliberate
distortion of logical connections between sentences (the reflection
of the material on the manner of depiction). This eppears in the
unexpected transitions, in the deliberate removal of words which,
according to logic, would follow, in the deliberate introduction of
ineppropriate words, in the obvious alogism of comparison or
conclusion. The piling up of alogical ebsurdities creates the open

fantastic and causes the emergence of the grotesque.

Be The presentation of the fantastic (the plane of the fantastic)

Thus the open fantastic in Bulgakov is foreshadowed by the
strangeness and alogism of everyday life. As a result, it seems
less fantastic and sometimes can be looked at as the bringing to
a logical end of all absurdities of the real plane. That is why
it penetrates so naturally into the everyday life ‘of the real plane
since this life itself is moving towards it: in this life and its
p;rtphs:guna, in the behaviour and actions of its people, there is
so much latent fantastic, so many paradoxes, that it hardly cedes
anything to the open fantastic. Ii some cases Bulgakov directly
identifies the latent fantastic nr.the real plane with the open
fqntastic of the fantastic plane. They fully coincide with one
another. Bulgakov's identification of the description of the House
of the Writer with hell may serve as an example: <«CyoBon,ax.d 6mIO
B NOJHOYS BHACHHE B 84Y...J NIABETCH JXeX B Basouxe, ¥ BHIHN B8&

COCEeAHEM CTOJMEOM EAJHTHE KDPOBBD UbH-TO CHUBM riasa, ¥ CTDANEO,



CTpamHO»,.. (MM.p.79).

The description of the dancing writers on the plane of reality
is not very far from the description of the devil's ball on the
fantastic plane. In fact, both descriptions are very close. On
the plane of reality: <« pOBHO B NOXEOYS YTO-TO T'DOXHEYIO, S&8BEHEJO,
OOCHNAXOCH, SANDHIAaJO...[[OKDNTHE HCmapMEORf JMNA KaK GYATO SaCBETHIHCS,
NOKaSAJOCh, WTO OXHIM HE NOTOJKE HEDHCOBAHEHE JONAJAN, B ASMIAX K&K
6yATO NpHGABHIM CBeTY, M BADYr, K8K OH CODBE&BEHCH C NeNH, SANISCAIN
o6a saxa.» (p.78), and on the fantastic plane: «B noiHOYE BADYT
9YTO-TO IDOXHYJO...H8 S8€pEKaILHOM DOXy HECYHMTAHHOE KOJNYECTBO Iap,
CJIOBHO CJRBNHCH, NOpPaxAs JOBKOCTHD H wWHCTOTOR ABHMieEH@, BepTscCh B
OAHOM HANpDEBJIGHHH, CTEHOD NJIO, YyTDOXAS BCE CMECTH H& CBOEM NYTH.»
(p.335,343)

In some cases, the open fantastic is presented by Bulgakov as
nothing but the result of our paradoxical reality. Hence the
fantastic event in a Moscow office when its staff start singing one
day and cannot stop themselves. The mania for organising clubs
and societies is here brought to its logical end. . The same can
be said about the fantastic transformation of the bureaucrat
into an empty suit: «3a OrpOMHEM NHCHMEHEEM CTOJOM C MACCHBHOM
YepEMIbEENed cEAcex mycTofl XOCTEM M He OOMAXHYTHM B YeDHHIA CYXHM
nepoM Boiua no Symare, KocTow OHX NpH raicTyxe, B3 xapuamuxa
KOCTEMA TODYAJO CAMONMEyNee népo, ¥ Hal BODOTHMEOM Ee 6HIO HH meH,
HEM TI'OJOBH, DOBHO K&K N3 MAHEXST HE BEIASANBAXH KHCTH DyX. KocTou
6HX NOTDy=eE B PAGOTy M COBEDNEHHO He saMeval Tofl xyTephMu, WTO
napeia xpyros.» (MM.p.238). The paradox here is that whem he
returns to his former self “the empty suit” puts his signature to

all the resolutions he had made when he lacked a head.
1'B..hmx Pouam N,Byaraxoea «MacTep m Maprapura»,Hosu#t mmp N 6,1968,p. 250



Nikenor Ivanovich's dream in "Master i Margarita” belongs to the
fantastic plane since the dream assumes the existence of a reality
other than the reality of the real plane. The form of the dream
allows strange combinations of incombinable elements; it has its
own laws. But in Bulgakov it is approximated to reality and by its
absurd nature reveals the essence of absurd reality, copying the
trials of 1837, Thus the ebsurd laws of the dream become the laws
of reality (reality itself is developing according to the laws of
the absurd). A rather paradoxical thought suggests itself: alogism
is not just inherent in a dream (which is only natural), but is
part of our reality which itself is like a nightmarish dream (which
is utterly unnatural).

The fantastic element in Bulgakov is constantly accompanied by
naturalistic details of everyday life which are acceptably convincing
and which, of course, draw it closer to contemporary reality, this
often being achieved by the exact definition of the place and time
of the action and by specifying all related details. All fantastic
events like the invasion of the country by giant reptiles, Korotkov's
adventures in the labyrinth of a Soviet office, or the adventures
of the Devil and his associates in Moscow are given with protocol
exactness of place and time. Fantastic events always take place in
& familiar world, in a room or in a street full of people. Even
Margarita's flight on a broom above Moscow loses its fantastic
character completely due to the specification of all the details of
the flight and the precise naming of the streets. We are given the
impression that Margarita is flying on ssmething real, so natural are
all the mistakes she makes during her flight: <Kax TOJXBKO KAKHM-TO

YyJAOM, SATODMOSHBEHCH, OHA HE paséHIach EACMEDPTh O cTapuii moxocHBmuilcs

¢omeps Ea yray.» (Ml.p.288)



This perceptibility of the fantastic is further strengthened
by indications of the everyday life of the times. During the flight
the invisible Margarita looks through a window and the familiar
picture of the life of a Moscow communal flat is revealed to her:
«YpRJeJa kyxEpn. Jipa mpHEMyca DeBeJE HA ILIETE, BOSJE ENX CTOSIM ABe
XCHENHEN C JOXKAMH B DYK&X H NEPEpYTHBAJXHCH,..» = «CBeT HEJO TYHHTH
2a cofop B y6opEOff, BOT WTO g BaM ckaxy [lexares [leTposEa,» -
«IrOBOpMJIA Ta ECHNHHA, Nepel KOTOpOf 6HJIA KACTDHIS C Eaxofi-To
CHeAbD, OT EOTOpOfl BAaJHX Nap, & TO MH HAa BHCEJeEMe Ea Bac nmoiazumu.»
(M{.p«209) Margarita's arrival at the devil's flat is given with
the observance of all the everyday details which were typical for
that time. Entering the gateway she notices: «Tomamerocs B Hef
YeJoBeKa B KeNKe H BHCOKMX CANOraX, BEpOSTHO, NOAXKZAXMErO KOT0=TO...
BTOpPOro, A0 yAMBHTEILHOCTHE NOXOXEro HA NEpBOr0O YeJOBEK& BCTDETHIH
¥y mecToro moisesif...TPETHE#, TOYHAS EONHS BTOpPOro, & CTAXO ONTH
nepsoro, Aexypux Ha niomaixe 3 arTaza.» (p.316)

Bulgakov's novel "Master i Margarita" is full of topical
indications of the times, full of associations with the thirties,
the period of the purges, terror, the numerous arrests of innocent
people. The devil and his associates talk in a language which
suggests their good kmowledge of the period. «Poma: O xou?» - asks
Voland the Master = «Bor Temeps? 3TO moTpscamme... ¥ Ba He MoIh
EaftTe xpyrofi Texm.» (Pe363)

«lla,= 3aroBOpiI nocae MOXYaEES BOJAEX, = ero Xopomo oraexaxu.»(p.361)
«HeT iOKyMeETa, HET M YeIOBeEa, = YIOBIETBODHTEABHO CKasax KopoeseB.»(p.366)
«Jla,cAa0CH ,~CKAS8I KOT, HO CXXCH MCEIDVHTEJBHO NOTOMY, WTO He MOTy

HrpaTh B aTMOC(epe TDPABAW CO CTODOHE S&BHCTEEKOB.»(Pe327)
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«Cayman, ueccup,-cxasax xoT, ecad Bu HaxXOAHTe, YTO HET pasMaxa, H
fi HeMCAJCHHO HAYEHY JEDXATLCH TOI'O Xe MEEHHA.» (p«351)

«BOT YTO MHE HENOHNTHO,»= Margarita asks one of the devils:
«lleyzeau CHADyXE He OHIO CANNEO MySHKH ¥ BOOOHE TpoOXoTa aToro axa?»
And Koroviev's reply obviously relates to contemporary reality:
«KomevHo, He GHIO CANNEO, KOpOJXeBa, 0@;;:21115 Tax, 4YTo6H EHe O6HJIO
CINNEO, 3TO NOaxKypaTHee Hal0 JAexaTh.» (p.352).

Among the long list of professions and positions of the guests at
Devil's ball, the prisoners, informers and detectives (people of
very modern professions familiar to Moscow of the thirties) are
pr.lant.l

Bulgakov's open fantastic is constantly reduced by details of
everyday life. Voland's ability to increase any space (the open
fantastic) is given parallel to the adventures of the man who is
constantly exchanging flats and who manages, by way of various
machinations, to increase his living space (the latent fantastic).
The purpose of this parallel is to increase the latent fantastic of
our life and also to reduce the open fantastic of the fantastic plane.
Similarly, Voland arranges the disappearance of people and Bulgakov
gives hints of the disappearance of people on the plane of
contemporary reality (from Berlioz's flat).

During the characters' confrontations with the devil they
continue to observe a normal process of reasoning and apply common=-
sense logic to fantastic events. Bulgakov follows the whole of
Berlioz's logical reasoning about Voland's identity. However hard
he tries Berlioz is unable to produce any explanation. The open
fantastic gquality of the event increases. But it is deliberately
undermined by Bulgakov in the next chapter when we find out that

1
*J,Pxepcxuit «lluiaTos rpex»in [lpouTeEse TBOpPYEeckoro cioea,New York,1970,p.20:
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Berlioz, whose life «CKISINBAJACH TAK, WTO K ECOGHKHOBEHHNM
SBJICHEAM OH He DDUBHE®», lived amidst the most fantastic events
(latent fantastic) which have left no trace in his mind. The
portrait itself of the devil - the ruler of darkness - is obviously
given on the reduced plane of everyday life. As a rule Bulgakov
accentuates his«IpasHOe samNTOnaEHOe Geise», <HcTepuEics cTapuil
sacaJeHENE xaxaT», The all-powerful Satan suffers from rheumatism
and grumbles like any ordinary old man: «l'oxoBa pas6oaeaacs, & TYT
eme 3TOT Oax»,...<MEe nocoBeTOBAXH MHOXSCTBO JEK&DCTB, HO £ HO
CTapHEKe NpHAepXHBAKCH CaCYNKMENX CPEeACTB®, (P.322) All the fantastic
events are described by Bulgakov as if he were an eyewitness, which
also strengthens the persuasiveness of the fantastic element.
However, as a rule in Bulgakov we find two tendencies inter=-
acting. On the one hand he strives for the plausible persuasive
reproduction of all events; on the other hand we can also observe
him striving to destroy this plausibility. For example, bhis
recording of exact time and place is sometimes countered by the
absurdity of their exactness even to the second of time and of
excessive or irrelevant details or by the false commentaries Bulgakov
deliberately refers to: «JpainaTh CEKyHZ B INJILEOM XDYyCTaIbHOM
saze Axpnufickoff POSN napuio KiealbEOE MOJAYaHEe,... Ha asaiunaTs nepsoft
cexyHie MoxyaEue JoneEyio». (l.p.«18)
«Hu B oamoft xpapTupe MockBx, HacuuTHBammie#l 4 MUIIMOHA HaceJXeHHS, He
cnex HEM NEH YeJOBEK, KDOMe HEeOCMHCJICHENX ZeTell», (Pi.p.97)
«TeaTp mMeHN noxofizoro Bcesoaoia Meflepxoxasia, mormdmero, kak
usBecTEO, B 1927 roiy, npx mocramoeke Ilymxumcxoro «BopucaFoxymosa»..(Pi p.50)

In "Master i Margarita" we have the impression that the author



tries to preserve all details of the thirties, yet at the same

time he disrupts the picture of reality of the thirties introducing
details of the twenties. (for example, confiscation of the gold from
population belonging to the twenties is given together with the
existence of currency shops which clearly belonged to the thirtiol.l)
In "Rokovye yaitsi, Bulgakov aims at a scientific description of

the reproduction of amoeba through the use of all the necessary
scientific details and he tries to preserve scientific Plausibility.
Yet at the same time he employs a p:;gpgic tone and uses a vocabulary
which is incompatible with the subject of description and can only
destroy this apparent plausibility and seriousness (see also p.102i'103
of this thesis). The description of the operation in "Sobach'e
serdtse’ ,which Bulgakov gives in the form of the diary inm all
clinical details,is countered by the deliberately violent terms which,
of course, prevents the reader from taking it seriously and makes one
look for some hidden -sminglz <«EopueETaXs HAGPOCHJICH XMNMEO,,.

saTeM 068 BABOJXHOBEJIHCH, KAk ySHilmN, KOTOpDHe chemar,» <«Hox BCEOWHI
eMy B DyKH, E8K OH caM codoff, mocxe dero Juuo ®maumma Pmamnnmormua
CTAJIO CTDANHEM,» <BOpDMEHTAIb, K&K THID, ODOCHACHE SAXEMETSE,.»

«Puaunn PHAMNOOBEY CTAJ NOJOXHTEILHO cTpameH, CHOeHHe BNDHBAIOCH

H3 ero Hoca, SYCH OTKDHBAJHCH A0 JeCeH.» <«PHiNmn PHIMNNOBEY SBEDPCKM

OrJSEyACH E& HErO,,.» «3106H0 sapepex mpojeccop. JHNO y Eero mpx

1'I.P:eacnl, op.cit.p.196.

2 *perhaps because of these unusually violent terms applied, some
people interpret the scene as a metaphor of revolution. See, tsr
example: Proffer Ellendea "The Major Works of Mikhail Bulgakov'.
Indiana University,Ph.D.1971,p.80,

on "Rokovye yaitsa" see p.7030of this thesis.
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8TOM CTAJX0, K&K Y BAOXHOBEHEOr'O pas6offEMka.» »,..,TyT xe duxunn
PHIMNIOBKY OTBaXHICS OKOHYATEJIBHO, kay CHTHE Baummep,» (CC.pp.40=41)

The alogical usage of the word u_zaxe (Gogol's word), produces
& similar impression. We have the feeling that the author's attempt
to give a serious account of what has happened is undermined by
this mocking word as if he were warning us not to take what he has
previously said too seriously: <« Ges Toro xyaoff $dumimpexTOp KaK
6yATO eme NOoXyAeX H JaXe NOCTapes, & Iaasa ero B poropo# ompase
YTPaTHIX CBOK OONYHYD EOJDYECTh M NOABHIACH B HEX HE TOJXBKO TpeBOra,
HO jxazxe nevaxs.» (MM.p.138)

«OprecTp He saurpai, K iaxe He XBATHI, 8 MMEHHO, IO OMEDSMTEJIBHOMY
BHDEXEHHD KOTA, ypesal Eakofl=To HeBepOSATHMIl, HM Ha YTO HE NOXOXHE
no paspgsEOCTH choefl mapm.» (MM.p.166)

«A saTex npeiceraTelsh, Kakoi-To paccaalieHERE XM Jiexe pasCHTHR,
oxasaixcs HEa JecTHmne.» (MM.p.127)

€...]l09T y2EaBal BCce GOJXbEe H GOJbNE MHTEDECEOrO H NOIESHOIO H
npo erunerTceoro Osmpuca, 6JIATOCTHOr'O 6ora M cuHa Heda M 3emim, H
npo SmExmiickoro 6ora Pammysa, M npo Mepayxa, M Aaxe IpO MeHee
msBecTHOro 6ora Bunam -lynmu.» (MM.p.14)

To what extent does Bulgakov's world of absurdity (on both the
real and the fantastic planes) correspond to contemporary reality
itself? Is there any similarity between them? Of course, the
factual material is present in Bulgakov, it is felt sometimes even
in the most incredible situations. But on thd whole this documentary
material is transformed in Bulgakov to such an extent that it makes
it difficult to trace this material as closely as in Mayakovsky.
This is, of course, largely the result of their difterent intentions,

treatment and approach to the material. Mayakovsky's purpose was



that the spectator should recognise familiar things as soon as
possible in order to satirize and ridicule them. Bulgakov's

purpose (this is particularly noticeable on the fantastic plane

in "Master i Margarita") is to conceal this actual material, to
conceal any too obvious associations and parallels with existing
reality, to cypher the facts to the point of complete unrecognizability
(compare Bulgakov's treatment of the devil and his associates and

the parallels that emerge with Stalin and his lll061lt08)1. This

is why recognition of indications of the twenties and thirties
happens more slowly in Bulgakov, and does not always lead to exact
correlation with the facts. We have to remember that Bulgakov's
novel saw the light only in the sixties when the obviousness of

some indications of the times has faded or been distorted by
propaganda for the Soviet reader. But it confirms on the whole
Mayakovsky's deliberate intention of displaying the documentary basis
as much as possible, and Bulgakov's intention of hiding it.

Side by side with the open fantastic which brings associations
with contemporary life, we find another open fantastic in Bulgakov
which is difficult to explain. Such a fantastic plays a role
opposite to that played by the 1atent fantastic in reducing

fantasticality. This "difficult” open fantastic strengthens

l'soo, for example, Piper D. "An approach to Bulgakov's
*The Master and Margarita®”,in Forum for Modern Language
Studies, University of St.Andrews,vol.7,1971, pp.134~157,



fantasticality in those places where the boundary between the
fantastic and the real seems to be obliterated, and brings back
the open fantastic which had been reduced by the latent fantastic,
and which had almost lost its fantastic character, It is also
possible that such a fantastic acts as a diversion for the censorship:
it distracts the censorship from that fantastic which brings definite
associations with contemporary life. "Master i Margarita" abounds in
such fantastic for fantastic sake. «llox BeTBEMH Bepl, YCESHHEMH
HEeXHHNMH, NYNHCTHMH CeDexXKand, BMAHNMH B JXyHe, CHACAXM B XBa psia
TOJXCTOMODAN® JM4TYNKM M, pasiyBasch K&K DESHHOBHE,MIDAXM HE JC€pEeBSHEHENX
AyAouxax 6paBypHN# mapm,..[lpospavyEne pycaJxE OCTAHOBHIM CBOR XODOBOX
He) DPEeEoD K sawaxaid MaprapuTe BoiOpOocCAsME, M HaJ NYCTHEHEM 3€JXSHOBATHM
6eperoM DpPOCTOEHANH I8JICKO CINNENE MX OPHBETCTBHA, HArHe BPeibMi,
BHCKOYMB H3-88 Bep§, BHCTDOUIHCH B DSA M CTAIXM ODHCEZATE: R KISHATHECH
NPEABODHEME INOKXeHAMH,» (pe312)
«Ha OocTpOB OfpymMJIach GylaHAS OTEDHTAS MANWHA, TOXBKO HAa mOdepCEOM
MecTe cHJea He O6HYHOro BEza modep, & YepEnll JaMEHROBOJOCKEHE rpav
P kaeeEvyaToff ypaxxe H mepuaTEax ¢ pacTpyfamu.» (p.313)
«llpHcMOTpeBNECH K HEMy, mpopeccop cpasy ybeaHacs, WTO ITOT BOpobed -
Ee coscex npocToff Bopodeft. IackyiEN#f BOpPOGHEEX NDENajaX HA JCBYD Janky,
SBHO KDHBJsJCS, BOJOYE ee, DAGOTAX CHEKONAMHM, OXAEMM CIOBOM, =
npEnIscHBal QOKCTPOT NOA 8BYKH IaTedoEHA, KAk NBIENR y cTollxm, Xamux,
K&K yMeJ, Norisiusas Ha mpodeccopa Earxo.» (p«270)

A grotesque structure 2s a mixture of the fantastic and the
real can take the form of an intersection of the time aspects.
In Mayakovsky, a&s we remember, the future and the present excluded

each other, and there were no actual points of contact between them



and their intersection was built on stressing their distinction.
This corresponds to the general structure of Mayakovsky's grotesque.
We do not mean the so-called "positive reality” of "Banya", since
it has nothing to do with the grotesque. Bulgakov's play "Ivan
Vasil'yevich"” is built on the intersection of past and present,
likewise his play "Blazhenstvo” is built on the intersection of

the present and the future. Past and present also intersect in

his novel "Master i Margarita". Both plays and the novel correspond
to Bulgakov's general principle of the structure of the grotesqgue.
Bulgakov's technique is usually based on an ltt-;;t to reveal the
absurdities common to both times. Consequently the time planes do
not merely intersect, but partly coincide in some common feature or
sabsurdity. In "Ivan Vasil'yevich", we are not completely sure
which absurdities are worse, those of the past or those of the
present. It is true that against the new background of the present
many features of the past seem cruel and absurd. Take, for example,
these remarks from the past:

«lpar T'posmuil: (about 1nvmtoryueu ToXe OHX Taxoff,..KEDHIBS cieJax
eeefl €ro mocajux Ea 60UKy C NOpOXOM, nymail noxeraeT»(p«30)

<«Jleax: (about Prince Miloslavsky) IloBecEam Ha COSCTBEEEWX BOpPOTAX
TpeTsero AHS Nepei chnaibEefl nO NpuKasy napi.»(p.52)

<llpax: (about interpreter) Fuix y Eac ToaMaY-HEMUKH, A8 MH €ro
AHAZHCEH B KHNATES CBEDHIM.»(pP.56)

But equally, the present looked at from the point of view of the

past seems absurd and ridiculous. Here are some remarks by Timofeef:

«OrpaBuTs? Y Eac #TO He NDUEATO, M KHJIRXaMH B HEN BEK TOpasio

derve OTPaBETHCH, Hexexx BOAKOH.»(p.29)

Timofeef (on Ivan the Terrible's question:«kHS8hk JH OH?»)

)

e



«Kaxoll Tam kxHss»! Y Hac OAMH KHSSH Ha BCD MockBy ¥ TOT yTBepxiaer,
YTO OH CHEH Kky4epa,.»(p.29)

The people of the present who are transported into the past bring
much more harm there than Ivan the Terrible to the present. We
are presented with the rather paradoxical thought that the source
of all vices is our present, not the distant "damned” past.

The same is true of "Blazhenstvo”. On the one hand the time
aspects, present and future, are two mutually exclusive poles, It
is only natural, therefore, that many things of the present
(attributes of the twenties) become sheer absurdities against the
background of the future. Bunsha's activity as a house administrator,
for example, takes the form of a ridiculous pointless game: <«YTpoM
BCTAHET,BAYHET K8DTOYEH NHUCATH, XMBHX SANHNET, MEDTBHX BHKHEET,
lloToM Ha pyxm pasiaeT, Heield mpoiiieT, oTéepeT HX, HOBHE HANKEmET,
ONATH pa3i8eT, NOTOM ONATH OoTéepeT, onsTh HamumeT.®» (BE.p.88) Omn
the other hand, the present and the future coincide with each other
as a result of some mutual paradox. The coquetish and capricious
behaviour of Avrora, the woman of the future, her love of romantic
adventures, the adherence of the people of the future to gooZd
clothing, balls and champagne, obviously bourgeois indulgences from
the point of view of the present, seem almost a paradox when
attributed to the future. (compare the opposite treatment of the theme
in Mayakovsky's "Klop"). Here is how Bunsha reacts to such things:
«Bce 3TO JOBOI3HO cTpaENO, CouMardeM - COBCeM He JJS TOro, YTOOH
BeceJuThCH, A OHE 6331 yCTpOMIM, M NDOMSHOCST TAKHE BEeWH, 4YTO
oro-ro-ro...Ho camoe raapHOe, (paxu...Hazex 6m ¢pax, aa, Ha obmee
cofpaEme mpumex OH! BoT 6N S NMOCMOTDEX, KAKOrO OH NMPOHCXOXACHES,

EETepecHO ON 8EaTh,» (B.p.86) Here the man of the present is



surprised to find phenomena which had become obsolete in his own
life flourishing in the future.

It is necessary to mention a polemic that went on between
Mayakovsky and Bulgakov. According to Iulyavakyl "Banya" presents
a counter argument to Bulgakov's "Bagrovy ostrov”, since both
authors included the discussion of their own plays being played in
their plays and thus expressed their attitude to the Party's
interference in artistic matters. Mayakovsky was not basically
against such interference (he himself after all expressed more
than once his negative attitude to the staging of Bulgakov's plnylaj.
Mayakovsky was more irritated by the conservative approach of some
party bureaucrats to theatrical productions. Bulgakov was repelled
by the idea of any interference by the party into a writer's work.
Thus, if Mayakovsky makes a comedy out of the servile attempts of
a producer to please the party bureaucrats, Bulgakov gives his
dramatist a tragic intonation and deeply sympathises with the author
of a banned play. From the polemics between "Banya" and "Bagrovy
ostrov", one can extend the thread to Bulgakov's "Blazhenstvo”, which
contains views contrary to Mayakovsky's on a future communist society.
The picture of qulkovlky‘l future, ideal in all respects, contrasts
with Bulgakov's far from ideal people of the future: perhaps it was

Bulgakov's pessimistic outlook that people would never change.

1'B.ll..lnel::l.«:p..c:.t.p..a-u-a'.:':a.. See alscB.A.CaxsoBckuit~-llanxeesn
«Byaraxop»,in «Ouepk# HCTODHH pycdal COBETCERORf IpamaTyprEK»,
1934-1943,Hs 1. Hcxyarso, 1966, pp.122-143,

3fB.lall0lcxll.v.lz,op.cit.pp.SOI-aoa.



In Bulgakov's plays, the grotesque relates mainly to the
Situations. It does not pemetrate the construction of characters
or their language. None of the characters is ridiculous enough
to be called grotesque. In both plays we a]lso have two motivations
for the transition to the grotesque, science fiction and dreamy Both
motivations weaken the strangeness of the happening and prevent us
from treating both plays as genuine grotesque plays. Nevertheless,
due to the grotesque in composition, we are confronted for a time
with a strange reality of intersected times. In this mixed reality,
people of the present change places with the people of the past
("Ivan Vasil'yevich™) and are found to be unsuitable for the epoch
of Ivan the Terrible. And the representatives of the present become
the source of dangerous contamination such as theft, lying and
debauchery in the society of the future. However, they are in time
proclaimed inferior and are isolated for treatment by the Institute
of Harmony. Of course motivation in the form of a dream makes it
possible for Bulgakov to prevent all catastrophic consequences,

But the effect of the strangeness and unusual angle of vision on the
familiar aspects of our 1life remains. No wonder that the hero in
"Ivan Vasil'yevich" discovers on waking up that the theft he dreamt
about did actually take place.

We find the same principle of intersection of time aspects in
“Master i Margarita” in whose structure one can separate three time
planes, the present, the thirties in Moscow, the past, the ancient
story of Pilate and Yeshua and the external plane, concerned with
the unsolved problems of good and evil. The éorrolntlun of these
planes to each other is very interesting. As far as time is

concerned, we are particularly interested in Bulgakov's treatment
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of past and present, which obviously intersect and partly coincide
with each other in their common problems and conflicts. The obvious
resemblance between these two planes is observed constantly. Take,
for example, the emphasis on the theme of cowardice and fear and of
responsibility for one's own actions. Let us recall the fear
experienced by Pilate and the traces of fear scattered sbout Moscow
of the thirties. The obvious resemblance of Pilate's thoughts about
immortality (pp.40,47) and the Moscow poet's thoughts on the same
subject (p.94). The words of proconsul Pilate addressed to Caesar
«camuit goporoff ¥ camumit yyumufl cpeid anzeit»(p.383) with their
resemblance to those commonly addressed to a contemporary unmentioned
tyrant also destroy the illusion of ancient time. Pilate's complaints
about Jerusalem during Passover could easily apply to Moscow:
«Ho oTH mpasiHux:!,..Kaxiym MMEYTY TOXBKO H XIE€mNb, YTO NDHAETCH
GNTE CBHIETeleM HenpHaTHefilmero KpOBONDOXHTES, Bce BpeMs TacoBaTh
Boficka, WHTATh AOHOCH M f6€IM, HS KOTODHX K TOMy X& NOJOBNHA HANNCAEA
Ha Te6s cawmoro! CorzacHTech, WTO 3TO CKYyWHO!...»(pe384). Or Pilate's
words about Jerusalem: «BC& B 9TOM ropoie BEDOSTHO. I IOoTOB CHOODHTS,
NTO Uepes CaMOe KOpOTKOe BpeMS CJIYXH 06 8TOM NONOJSYT HO BCEMy
ropoxy»(p.409), seem to be taken from the real plane of contemporary
Moscow where the rumours do actually spread with a fantastic speed,
Take, as another example, the murder of Judas organized by
Pilate amd performed by the secret police chief Aéranus, but
nevertheless presented as if none of them knew what happened. This murder
spparently in every details reproduces Stalin's technique and is
more relevant to the contemporary plane of time.than to the ancient.

D.Ptpur1 demonstrates that the murder of Judas is,in fact, the

1 ‘D sPiper,op,cit.p. 143,



murder of Ki'rov. Bulgakov also sceds the present with associations
with ancient times. Here the author again seems deliberately to
destroy the objectivity of cne aspect of time, thus introducing to
the modern plane phrases related to the ancient plane of time.

The words belonging to Pilate's thoughts <«Borm, Gorm, zaiiTe MEe Siy»
(p.79,33,34) (ancient plane of time), suddenly appear in the
description of the House of the Writer (modern plane of time). On
another occasion, Matthew the Levite's knife, belonging to She
ancient plane of reality, is mentioned in the Torgsin scemne
(contemporary plane of reality). The same is true of the words

«llpy xyEe HeT NOKOS», which are repeated three times, once by the

Master (modern plane of time), once by Pilate (ancient plane of time),

and once by Woland (eternal plane). We can not ignore all this
apparent trivia since with their help, tw such distant time planes
are approximated to one another, What at first glance seem apparent
trivia and mere carelessness on the part of the author is used

intentionally and is & part of a thoughtfully constructed system.

9%



2+ The elements of comedy and tragedy in
Bulgakov's grotesque structure.
A:. Comedy and its devices.
Be The relationship between comedy
and tragedy.
Ce The grotesque as s reflection of
the author's vision of reality and

its influence on the tragic element.



Ao Comedy and its devices,

As is the case with Mayakovsky, Bulgakov's grotesque 1is
distinctly comic and any number of comic devices can be found in
his work. His comedy can relate to both: the plane of reality and
the plane of the fantastic. But it predominates on the plane of
reality which is presented as a comic one, though one can never
say that it is pure comedy since it can deteriorate into tragedy
at any moment. We will try to explore the comedy devices of
Bulgakov and see what contributes to the agpearance of the tragedy
in his grotesque.

The comic outcome of apparently significant situations, the
sudden shift of the serious on to the plane of the ridiculous is
typical of Bulgakov's grotesque structure as well., As in Mayakovsky's
case, at the basis of it lies the same principle of reduction of
the false significant (sublime) but unlike Mayakovsky, Bulgakov
places the reduction of the significant contiguous to its opposite =
the exaltation of the insignificant (the low). 1In Mayakovsky's
plays the exaltation of the insignificant was absent since such
elevation would contradict the satirical intention of the author.
Besides, in the elevation of the lew (insignificant) aspect of
life lies the irony which is fundamental to Bulgakov. Of course
Bulgakov's exaltation of the low does mot suggest his approval
or praise for this aspect of life, nor does his reduction of the
significant necessarily result from a negative attitude towards it.
Whereas Mayakovsky does mnot reduce genuinely significant concepts,
it is part of Bulgakov's method to do this. For Bulgakov, the
significant is not only something that pretends to be sublime and

therefore should be reduced and ridiculed; that which is truly



significant and sublime can also be reduced by Bulgakov. Reduction
of the significant and exaltation of the low are for him means of
avoiding extremes, unnecessary pathos, sentimentality or anger.
They both result from his Lronic attitude to reality: "to the
ironist, everything id relative, nothing nbsolute"la This is very
true of Bulgakov and his method. Bulgakov pokes fun at everything
and everybody, he mocks the opposite forces (Persikov and Rock
["Rokovye yaitsa"]), Korotkov and the Soviet bureaucratic machine
("D'yavoliada™), the dog=-man Sharikov and his creater Preobrazhensky
("Sobach'e serdtse™), he mocks all the themes including those sacred
to a Soviet reader,

In "Sobach'e serdtse”, Professor Preobrazhensky expresses ideas
which are very dear to Bulgakov, yet the mockery is felt in every
word applied to the character's depiction: «Pmummnn dwamnnosmu
BOoNex B 43apT. fcTpeGHENe HOBZDH €ro pasiysaiuchk. Ha6paBmHCH
CHJ IIOCX€ CHTEOro ofeja, IpeMex OE NOXOGHO ZpDEBEEMY NDODOKY, M
roiosa ero csepxaia cepefpoM.»(p.30) <«Tsxkas Ayua Tepsala ero
yueHEnEll co BsamsaME J0G6.»(p.71) The irony and mockery do not
necessarily follow from his negative attitude to the ridiculed
phenomena. They stem ffom his vision of the world, his free
interpretation of reality, his refusal to perceive this reality
as something that was given (fixed) once and for ever. Bulgakov's
method was noted in Soviet criticism of the twenties. Eliborg’,

for example, talks sbout Bulgakov's reduction of tragedy and farce

"lorc-ster,'Tho art of satire”,1960,p.168.

"I.Schoepr,csyarn:ol H MXAT» «Ha auTepaTypHOM nocTy»,N.3,19827,
PP«44-49,
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and elevation of farce to tragedy. 8imilar remarks were made
by Hultangovll. Both eritics took a very negative attitude to this method.
Here are a few examples showing how Bulgakov
presents what is significant and serious (not merely the pretentious
and negative), on a reduced level, Ivan the Terrible ("Ivan
Vasil'evich ") (the ‘significant) is presented on the level of every-
day life and has to occupy himself with family squabbles (the low).
"The House of the Writer in "Master i Margarita” is reduced to
the restaurant and the writer's activity to gluttony. Everything
strange and horrifying is shown on a reduced comic level. Indeed,
we find a strong tendency towards comedy in Bulgakov's presentation
of the fantastic plane. The horrific descriptions of monstrous
reptiles and snakes are accompanied by ridiculous imagery which
somehow diminishes their monstrosity. «K Heuy npucoeIHHEHIOCH
KODOTEOE CHNEeHMe, KaK 6yATO BHCOYHJIOCE MACJXO H NBD H3 NEDPOBOB8A...
H HaJ AxexcaEipou CeMeHOBHHYEM OKASAJOCH YTO-TO HANOMHEAKNEE INO
BHCOTE MOCKOBCKHE cTox6. HO TOABEO 8TO YTO-TO OHIO pasa B TDH
TOAmEe cToa6a, H ropasio kpacEsee ero, Siarozeps demykuaToRf
Tariﬁoaze,) (P1.p.80). The horrifying moment of Berlioz's death
is given parallel to the comic description of the cat which sits
at the bus-stop and brushes its moustache., The hair-raising moment
of Rokk's meeting with the giant snake concludes with a ridiculous

phrase, reducing the seriousness and tragicality of the situation:

"E.lycrannona «l, Byaraxos», «levars u Pesoanums»,
Ne4,1927,pp.81=87.



<«Exy mOK&88al)OoCh, WTO MODOS yi&pHX BHASANHO B 8BIycTOBCKUEl JeHB,

8 Nepel riasaMi CTAJO TAK CYMEDEYHO, TOWHO OH risiel HAa COJEIE
CKBOSE JeTHHE NTaHN.» (PA.p.81). Similarly, the description of
Madame Rokk's death (she is swallowed by the giant snake) is given
through the words which are hardly appropriate to the situation:
«BHCOKO HAaX 3eMmiedl BSMETHyJIach roJoB& MaHN, HEXHO NDEESBNHCH K
SMEHHO} meke,..3aTeM SNef, BNBHXHYB YeIDCTH, DACEDHJIA NACTL H DASOM
EAZeJa CBOK T'OJOBY HA roxosy MamM ¥ cTaia HaiesaTh Ha Hee, K&K
nepvyaTka EHa naxen.» (PZ.p.82). Due to these words, the tragicality
of event is disappearing, what we are facing is really a comic
spectacle. In "Master i Margarita”, the description of the devil
and his associates are given on a level of pure comedy. Their
activities in Moscow are presented as pure buffoonery. The devils
are amiable characters, their clownish costumes, tricks and brawls
reduce the idea of a devil as a sinister force.

As we have already mentioned in Bulgakov we find examples of
the elevation of the low (insignificant) - the other source of the
comedy, since it ennobles and exalts objects least of all entitled
to it. The false character of this elevation is the source of irony
for Bulgakov. Persikov's amphibians (in "Rokovye yaitsa ")
definitely belong to the low plane. But Bulgakov describes their
reproduction in such an exalted almost pl}hqtig]-tylo, uses so many
words which are inappropriate to what is actually happening under
the microscope that as a result another plane of reality shows
through. Through the language the red ray becomes the symbol of

proletarian revolution and the amphibians the numerocus proletariat:



«Ceﬁ%x:le auelN, BHIYCKAS JOXHOHOXEH, TSEYAIECH B KDacHYD noaocy
u B Eefl (CIOBHO BOJNEGHHM O6pASOM) OXWBAJH, OHM Jesim cTael M
6OpoXHCH ADYT C ADYTOM 8& MeCTO B Jy4e, B Hex mio femeHoe, APYToro
CXOBa EHE NOAO6paTH, pASMHOXeHME, JoMAas M ONpOKHANBAS BCE 3AKOHH,
H3BeCTHHE [lepCHEOBY, KaKk CBOM NNATH NAXBIEB, OHM NOYKOBAIHCH HA €ro
riasax ¢ MOJHHEHOCHOR OmcTpoToff...Cpeim DOXZEHENX BHASIUCE TPYIH
NOrE6mmMx B Soprfe sa cymecTBoBaEHHe, [lofexiaru Jyymmue M CHILHEE,
H oTH cHipHHe CuIM yxacHH.»( Pi.p.17)

By falsely exalting the low (amphibians), Bulgakov reduces
the significant, sublime (proletarian revolution), a point Soviet
critics were quick to note. Here is Ershov's comment on the cited
passage: "This is a malicious lampoon on the Revolution. The red
light stimulates the growth and reproduction only of the lowest
species. It influences them only in a certain direction: they
become 'vicious' and 'voracious', fiercely struggling for existence.
In the process of this struggle one half of the 'little grey
creatures' gobbles the other, paving the road of their success with
the bodies of the weaker. And in order that 'the devil knows what'
should not happen in the world, it becomes necessary to take extreme

measures including the destruction of 'the growing generation of

The false elevation of the low as a rule has the effect of
parody. In "Rokovye yaitsa”, Bulgakov, by describing Rokk's
adventures in an ox:lted’p.tg:iigiatylc, parodies the sublime
pompous words of literary aé}lo of the twenties which glorify the

herces of the revolution. This parody effect is achieved by

1e).8.Epmos «Copercras caTmpuueckas mposa 20 rozos» M-I,
1960, pe214.
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Bulgakov's false exaltation of Rokk , by Rokk's inappropriateness
as & hero and by the comic contrast between his prerevolutionary
activities in a cosy cinema "Volshebnye grezy" and his "revolutionary
teats": «Beauxuil 1917 roz, mepexomuBmEY Eaphepy MEOTHX Zmaedl,

B Axexcaripa CememOBMYE NOBEX NO HOBHM IyTAM, OH NOXHEya <«BoimeGHHe
Tpesy» M NHALENE 3BESAHNM CATHH H 6DOCHICHE B OTKDHTOE MOpe BOMHE

H DEeBOJNIMH, CMEHMB (JXe#Ty Ha rySHTeIbENE Mmaysep. Ero zoaro

EBHDSJIO NO BOJXE&M, EHEOAHOKDATHO BHIJEecKHBas To B Kpumy, To B

Mockee, To B TypxecTase, To zaxe BO BiazusocToke. HyzEHa 6uia EMEHHO
PEBOJNIMA, YTOSH BNOJHe BHSBETE AxexcaEzpa CememoBmua,.,» (PH.p.72)

By falsely raising Rokk and his ectivity, Bulgekov reduces by parody
effect the "revolutionary activity” of revolutionary heroes of
pseudo-literary style of that time. The heroic march of the legendary
Red Cavalry ( in "Rokovye yaitsa”), is described in an exalted style
and at first glance it seems in correspondence with the object of
description. But the march is directed against reptiles and
ostrich detachments and there is an obvious discrepancy between

the mighty Red Cavalry and its adversary: the activity of the Red
Cavalry is reduced to farce, a comic spectacle. In "D'yavoliada”,
the nonentity Korotkov, at the end of the story, is raised on to

a pedestal as & hero. Bulgakov describes his battle with billiard
balls as a soldier's unequal combat against a surrounding enemy.
The pathetic style of heroic novels with its heroic terminology
does not accord with the humble Korotkov and inevitably produces

a comic effect: <«OpIMHEM BSODOM OKHHYE NOSHIED, KopoTxoB
noxoie6aics MTEOBeHHe M ¢ GOSBHM KJIMYeM: <«Brnepex!s Béexax B
GRABSDAHYD, . . OTBAra CMEDTH XJHHYJIA €My B AYMY. llenasscs X

Gaxancupys, Koporxos B3ofpaics Ha CTOXC napamneTa, NOKavHyXcd HA



HEM, BHTSEYJCS BO BECH DOCT M KDUKHYyX: «Jyqme cMepTh, WEM HO30p!»
(Z.peS5). All these «opiMEx#l BSOD», «OKHHYER nosHnML», «60epoi
EJIET>, sound ridiculous when applied to Korctkov, to the state he
is in and as with the Red Cavalry they parody the numerous pgfhgygc
descriptions of revolutionary feats., Eere again we observe in the
end a deliberate reduction of the material. Falsely raising Korotkov
to the level of a revolutionary hero, and by pathetically describing
his combat, Bulgakov reduces, brings down from his pedestal the
pseudo-revolutionary hero and his feat,

Bulgakov's comedy devices are, in many ways, similar to those
of Mayakovsky, but of course they are extended in Bulgakov to the
author's narrative as well. As in the case of Mayakovsky, Bulgakov's
comedy is a)lways based on some incongruity. For comic effect,
Bulgakov juxtaposes words, phrases and sentences, which are
stylistically incompatible, he groups together the most dissimilar
objects and attributes,and treats them as 1f they were comparable.
Thus the bases of his most common comedy devices are: 1) an
incongruous Jjuxtaposition of human and animal imagery: <HenocpeicTserE=O
BCXEeX 38 xXadaMM, ONYCTONHBNMME TOT NEPBHE OTDAX TOJHX r'alioB, KOTOpHf
OO CHpaBeXJHBOCTH HASBAH KJACCOM IaloB GE3XBOCTHX, NepeceXuics B
Xyumuil MMp 6ecCMEHEN{l CTODOX MHCTHTYTA CTAPHK Biac, He Bxoismufl B xiacc
TOIHX T810B».,.<«Blaca EyYXHO GHIO KODMHTE MYEOfl, & X806 MyvYENMK
yepsauu,» (PL.p.7) (For more examples of this kind, see page 80
of this study). 2) A deliberate introduction in the most inappropriate
context of words of tenderness such as <«HexHHil», <«HexHO», <HexHelmufl»,
«claixo», <«saiymepEuil». These words are indicatofs of comedy for

Bulgakov. They often restore comedy to the situation and perhaps
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warn the reader not to take too seriously what the author actually
says with such seeming conviction: «BpoHCKHfl HEXHO H NOYTHTEILEO
NOEJXOHHACH OKEy.» (Pepes43) «Ho xoria ero oTeoxmiu rnaTs, OYeHb
EeXHO H MEeJOIMYECKH DYTraicfi CXBEeDEHMH CJIOBAMH,.» (CCup.75), <«Bucoxo
Hax semiefl B3aMETHEyJXach roaoea M@HM, HEXHO NDHXABNECH X SMEHEOR
mexe.» (P.p.82), «...XaJ06HO ropesu kuTalicxue ¢oHapukH B HexMBOR,
saiymeBHEOR sedeHd,» (PH.p.50), «Axexcanip CeMeHOBHY HEXHO OTKDHX
KOHTPOJBENE CTexaa.» (PH.p.74), «OTkyiza BaINTYy BSSa? - BAAYEERHO
enpocixs y Huxamopa Heamosusa,» (MM.p.203), <«Ho xoTeaox GHCTDO
yrExoummpuia llepcuxosa, HexEefilmuM rOIOCOM HENENTaB, NYTO Hpodeccop
HanpacHO GecnokoMTcH,.» (Pd.p.42), 3) ludicrous comparisons:
<«YxpaTHa KOpOTEOBA nOnepex TYAOBHNA H A2rOHBKO NpHXal K cefe, Xax
ADSHMYD ZeEnuEy.» (I,p.19), «Boofme OH HANOMMEAX AHEreia B
JaxK¥poBaHENX canorax.» (Pd.p.39), BsuaxEys moprperex, TpecHyX
M JNpEKHMEA, CIOBHO GJIHE BHIOXEJ Ha Tapexxy.» (/.p.35), «lamipoca
Bo;mexms&uua naxyyeft speszoft,» (CC.p.51). 4) different kinds
of overstatement such as specification of unnecessary details,
ridiculous exactness of description to the point of absurdity, false
commentaries, comic contrast: «C [lepcuxoBuEM Bce POOGHE PasIroBapHBaJN
HIH C NONYTEHHEM M C YX&COM, HJIH X€ JACKOBO YCMEXaich, EaK
MAJXEHBKOMY, XOTh M KDYNHOMY De6eEKY.» (PH.p.55), «V MeHsa TeTka
B [loaraBe nox 43 rpaiycoM EHPOTE B 5 ZOATOTH.®» (l.p.46), <B
KDYOHOM 8axe, rie GHIO BCeria NONEeMy=TO Ee HBMEHASCh 5°MOoposa...
YHTAaa NEEX JeKnud, .<IpecumuxammEecs Xapkoro mosca.» (Pi.p.8),
HSarpnnmn npecca HyMHO, XA8ZHO OGCYX18Ja HECANXAHENR B HCTODHE
najzex, a NDABMTEIBCTBO COBETCKOR pECHySJMEN Ee NCAHMMAS HEKAKOIr'O
myMa, padoraio, Ee moxiazas Pyk.» (Pi.p.58), «lseca macareas

Opemaopra <«Kypuil 10X» B NOCTEHOBKE y4YCHHES pecnyCamkm KyxTepwana.»



(PL.p.50). "Rokovye yaitsa" particularly abounds in overstatement;
Persikov's tirades on chickens and chicken diseases perhaps sound
understandable to the specialist-zoologist, but the r eader is
bewildered by the absurd piling up of ome irrelevant detail on
another., 5) The transposition from one style to another, usually
from the solemn to the ridiculous or vice versa, is another source
of comedy for Bulgakov. The description of the night in Sovkhoz
"Krasny luch” is built on such transposition. In the middle of
this poetic description, Bulgakov suddenly refers to the chess
section of Izvestia, and this immediately shatters the lyricism

of the preceding lines, just as the Sovkhoz driver's reference to
Rokk €A XOpONO AYAHT, CYK4E CHE> shatters the lyrical mood evoked

by Rokk's flute playinge. We have already mentioned that Bulgakov

likes to introduce the sublime pathetic style in the most inappropriate

context when we were describing his exaltation of the imnsignificant.
But as well as whole passages, he introduces single sentences or
even individual words from an inappropriate style, for example, the
comic description of the cat's combat with the GPU men given with
all comic details is suddenly interrupted by a pathetic sentence w th
the use of inappropriate words as far as the cat is concerned:
«Teneps yx He MOrIO HATH DeYd O TOM, WTOOM BS8STh EOTA XMBEM, M
OpEmEeANHE MEeTEO R 6EemEeHO CTPEXAJH €My B OTBET HS MAYSEDOB B I'OJOBY
H XHBOT, B I'DyAb M B cnumy,.» (MM.p.433). The comic description of
the restaurant of "The Writers House ", given in the style of a
satirical novel, is interrupted suddenly by a passage belonging to
a different stylistic level (pompous wo rds of an elevated style):
<« 6830 B NOXHOYS BHACHME B aly. DBumex Ha BepaEiy YepHOrJaasuit

Kpacasen ¢ KMExaisEOff 6opoiol, BO ¢paxe H NADCTBEHHHM B3ODOM OKHEYJX
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CBOM BJBACEEA. I'OBODEIM, I'OBODHIM MHCTHEM, YTO GHXO BpeMs, KOTia
kpacapel E€ HOCMX ¢(pexa, & OHX ONOSICAH WMDOKHMM KOXAEEM IOACOM,
E3-8& KOTOPOT'O TODYAXM DYKOSTKM IUCTOXETOB, 8 €ro BOJOCH BODOHOBA
KpHJA OHJIM NOBS8aHH &JHM NEJKOM, ¥ NJNX B Kapaudcxom MOpe nox ero
KOuaHAOff 6pHr mOX WEDHNM IPOGOBHM (JAroM ¢ 82aMOBOft TroxoBOff,» (MM.pe79).
The collision of different siyles increases the comic effect.
6) In comparison with Mayakovsky, we do not observe in Bulgskov
80 much use of such grotesque devices of comedy as the collision
of figusative and literal speech or the juxtaposition of different
meanings of the same word (though some of his puns are built on
this principle). Bulgakov's dialogue (particularly in his plays),
contains less of the eccentric conclusions which cause laughter in
Mayakovsky's plays. If the absurdity of conclusions is present
(as in "D'ylvolildl"), it can be explained by the author's intention .
to show the senselessness of the bureaucratic world. Indeed, =
lot of dialogue in "D'yavoliada" consists of an absurd exchange of
irrelevant remarks and inappropriate questions. It causes laughter,
but the effect of this laughter is hardly comic.

On certain occasions the alogism penetrates the author's
narrative and the author's absurd remark or conclusion results
in comedy. Indeed, sometimes Bulgakov says one thing but concludes
the opposite: «OzeT 6HI MOXOXOf HYEIOBEX COBEPEEHHO 6€83yXKOpDHSHEHHO
M MOZHO B ySKHMfl M ANMEHNS 10 KO4CE NIAXAK, EEpovaflmHe NapOBapH
KOJOKOJOM M HeecTecTBeHHOR ENNDHEN JAKWDOBAHHNE GOTHEEKH C HOCEME,
noxoxumu Ea konuTa.» (Pl.p.57).
7) Sometimes the juxtaposition of words mand phrases belonging to

different lexical and stylistic orders is motivated as in the plays
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"Ivan Vasil'evich" and "Blazhenstvo”, where the language of one
epoch juxtaposes the other. This inevitably involves a good deal
of comic misunderstanding among the characters. The most comic
situations involving the characters of the past and present are
built on such lexical confrontations. See how ridiculously
Miloslavsky's slang sounds on the background of Ivan the Terrible's
times: «llpomy OWHCTHTH UEDCEYD XManaomaxs® (p.51), «He npucrapaft
k napp» (pe51). <«Kaxoff napasuT ocMeaMiICs CIOMATH JBEDH B OApCKOe
nouemeHue» (p.50), <« oT Hero oTuexeBaicH» (pe53), «3T0 TUDMYEME
neperué» (p.60), «BpaBo! AwmEs! Huvero He B CHISX IODHGABETE E
BameMy GJecTsHeMy AOKIaZy, KPOME OJHOTO CJOB& = BMHHB!® (p.58).
Or the house administrator Bunsha trying to impress the Tsarina:
«llapuna: IpeceeTanft rocyiaps, keEsze moff ¥ rocmoimu! JlosBoxs

pacHHEe TBOefl, IrpeeMOoRl MHIOCTEED TBOCK...»
«ByHma: OveEr pai NOSHAKOMMTHECH. [IO3BOIRTE BAM NPEACTABHTDL -

ABSK... H rpaxiaEME MuzocsasckER. Ilpomy Bac X HameMy CTOJHKY.
(pp.62=63)

Auditory effects in Bulgakov's works, on the whole, are less
eccentric than those of Mayakovsky, but as in Mayakovsky they
intensify the comic side of Bulgakov's grotesque. One example of
auditory comedy in Bulgakov is the pun which is made either by
playing with words, one of which denotes a name Poxk-POK, DPOEKOBOf,
KexscoHep =-KaibCOHM, ADTyp -ApTYypNY - ApTyp JMXTaTyDHY ).

«Topapum Nraxa-llopockk (Bird=Piglet). Persikov says: «lloeiems
OpSMO B OTASJX XHBOTHOBOICTBE K 8TOMy Sabeiymumeny Ezg;g H CEazxems
eMy OpaNMO, 4TO O = CBEERI», and further: «3TO kaKasg-TO CEOTHEA

a He OTexa,.» (P1.p.983), or by using ambiguous-sounding words which

call forth another mesning: for example «zomoBOl», used by



Bulgakov in the meankng of bouse~manager calls forth its original
meaning of "pixie”; <«soosormuecxuft CeTPpox» used in the meaning of
an attendant who guards the zoo sBuggests the meaning of an attendant
being of some zoological species,

The majority of puns in "Rokovye yaitsa" are built on ambiguous
usage of words «sflua»: «Bce rpaxzaEe, Biaiermue SHUAMH, JIOXEEN B
CPOYHOM NOpSAZKEe CXZaTh HX B DallOHHOE OTJZeJeHHe MUIMNME® (PH.p.49) Pokk:
«3arpasuna, paspe aTO HAmA Myxunkue sitna» (PT.p.67). The jokes of
the clowns: <« sEaw OTYEro TH Takod nevsxpEN#! - OTUMBO? - NUCKAMBO
cnpam#Bax BuM, - TH sapua siina B sexin, a MaIdnus 15 yvacTka HX
mamxe.» (PH.p.51).

Like Mayakovsky, Bulgakov likes to ridicule monstrous
abbreviations of words of the sort so common in Soviet Russia, or
to create his own names for governmental organizations with the
effect of parody: «UpesBuualiEas KOMHCCES IO 6oph0e ¢ EypHEOH
gymof» probably parodies «UpessuuallHag KoMHCCHS NO 60ph6e C
EOHTppeBoJwnueit», <«XpacEuit BopoE®» is formed by analogy with
«YEpHuEl BOpOE®; hence the ridiculous=-sounding abbreviations:
«Jllo6poxum, Jlo6pokyp, laesneHTpOascnuMaT.>

The most typical device, however, and that which gives genuinely
comic form to Bulgakov's grotesque is buffoonery. It is present in
all his works, including his last novel "Master i Margarita™. We
have already noted that Bulgakov's technique is dramatic. We may
now state that this theatrical performance is, as a rule, of a
farcical comic nature and at times it is real buffoonery with clowns
and carnival masks where everybody is involved and everybody gets

his share of brawling and fighting. Bulgakov introduces buffoonery
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in various forms: 1) In the presentation of characters. The
majority of Bulgakov's characters, as we recall, have no pretentions
to being real. They are puppets, marionettes, wearing comic masks,
dressed in the ridiculous attire of clowns, sometimes carnival
dress or a sort of period costume which has nothing to do with the
reality Bulgakov is describing: «Telo Heu3BECTHOTO GHJIO OSJAYEHO

B paccTersyTulf, cmMTHE u3 ceporo ozesia (peEd, M3-NMOZ KOTODOTO
BErJASJINBEJE MBXOpOCCHickas BHWNMTAA py6amka, HOT'H B NTAHAX M3 TAKOTO
Ze MeTepHala, M HES8EHBKMX C BHDES8OM CANOXKAX Iycapa BDEMEHH
Azxexcaripa I.»(l.p.l11), <«MaccHEHas (UIrypa MyX49MEN B GeA0M KYHTYEE.» ([l.p.36)
(for the description of the characters, see pp.}/-/fof the present
thesis). Many of the characters are real buffoons. Thus Koroviev
and Begemoth, for example, are typical circus clowns. They are
presented as a carnival pair (tan:osné%z napovka», <«=HeyroMOHHAS
napoukxar», one is extremely tall and thin, the other short and fat).
They are not only dressed in a corresponding style, but even
equipped with unnecessary household utensils, the typical
paraphernalia of carnival clowns. Here is the clownish appearance
of Koroviev: <«iHa mMajeHEsEOf roJOBKe XOKelicKHi KapTysHEK, EKIXETYaTHH
Kyprysuft nuaxavyox, IpaxiaEdH DOCTOM B CaxeHb, HO B NICHAX YBOK,
XyZ EEGHMOBEpHO, H (H3MOHOMHA, NPONY S8METHTSH, raynaueed,.»(MM.p.65),
and next to it the comic description of Begemoth: «,,.n&pex
BoassioM npeicTaxs Koposres K BeremoT. Ho Temeps npumyca npH
ToJCTsKe He OHAO, & E&rpyxes OH OHX ADYTHMH IpeiueTamu, Tax Doa
MENEOf y Eero Eaxoiiics He6OXbNOR JaEima(THE B 80JOTON pame, Hepes
PYEY OHI DepexdEyT NOBapCEOR, HANOJIOBMHY ofropepmuil xaxaT, a B
ApyToft pyxe OH Xepxal LEJXHHYD CeMIy B mKype H ¢ xpocToM. Or

Kopossepa u BerowOTa Eecio rapss, poxa Beremora Onia B caxe, &



KenKa CHJABHO oéropeta.» (Md.p.454).

2) Bulgakov accentuates the clownish gestures, poses and movements
of his buffoons, their whimsical grimaces, facial expressions.
These poses, movements, grimaces, may be applied not only to buffoons
who carry out the comic spectacle; even the most pompous characters
are not spared and may be caught either with a ridiculous expression
on their face or in a most ridiculous buffoon pose.

«Bce Ka8x SaKOCTEHEJH 38 CTOJKKAMH C KyCKEMM CTEpasid HA BHIKAX M
BETEpANUB raasa.» (Mdi.p.81)

«CosepmesEO nopaxeBHNfl $uiunn PMIMNNOBEY BACTHI B Kpecae.» (CCep.81}
«Taasa Pmimnna PMAMNOOBMYS CJIAEJAIUCH COBEDNEHHO KDYTINME.» (CC.p.54)
«llpozaBus 88 PHOHNM NPUISBKOM KSK OKEMECHEIH CO CBOMMM HOXAMH B
pyxax.» (MM.p.439) «llpeflmap BEny9xa riasa.» (MM.p.436) <«,...C8DKaCTHYSCKH
KDHBS DOT, BO BeCh IroJoc Opal OHBHME pereET.» (MM.p.437)

«lls xopmiopa CO CKDEXeTOM BHEXaJa ckaMeevyka M Ha Hell BHTAEyxcd,
6axaEcupys, $uminn (HIMNNOBHY B CHEHX C IOJXOCKAMH HOcKaX.»(CC.p.64)
«®uiEnn PHIMNOOBHY rOpASIMBO MOAESI NJICYH H CIEJaJCH NMOXOX HA
@paHNYICKOro ApeBHEro kopodsi.» (CC.p.77)

«¥uaunn $RAMNNOBMY PACTONEPHI HOI'H, OTYEr0 JIA3ODEBHE NOJH DaSONJIHCH
BOSBEJ DYKE M raasa K NOTOJOYHOL Jaune B xogﬁnxope.» (CC.p.82)

«f MSBHESNCh = 38jpefesxalx JIMHHNE M npu:ouga Yy8JOBaTYy® DYKY K VXY
xax Tyroyxuit.».(MMd.p.64)

<l onycTHICS HA CKaAMEeevky. OalEfsf €€ HOXKS TOTYaC C TPECKOM
NOAJIOMHIACH, U OyjeTddk, OXHYB, npedoXbHO YZ8SDHICH 38J0M O IOX.
lazes, OH noaiea HOroff Apyryvo Ckameevky, CTOSBIY® Nepex HEM, M C
Hee OnpOoKMEya cefe HEa OPPKE NOJHYD vawy KpacHOro BEEa.» (Mi.p.260)

«JlaEKpaT NOSBHICH B ABepsXx, kax GYATO NOXHLICH NO Tpemy B onepe.»(Pi.p.59)
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3) Bulgekov's buffoons not only move in the ridiculous manner

of the clown, they are involved in the action. They arrange
mystifications,cause confusion and provoke uproar. The whole of
“Ivan vasil'yewich" is built on mystifications resulting from
mistaken identity. The house-administrator Bunsha is taken for
Ivan the Terrible, and the other way round, the thief Miloslavsky
mystifies Prince Miloslavsky. (Miloslavsky and Bunsha are also a
comic pair contrasted to one another: the quick, ready-witted thief
Miloslavsky who performs th2 picking of pockets and breaking of
locks like conjuring tricks, and the slow-witted, humourless B&iha)
The buffoons - Koroviev and Begemoth in "Master 1 Margarita" -
turn all the Soviet institutions of the thirties upside down
producing disorder and involving as many people as possible in the
comic spectacle. In the Torgsin scene, where they provoke chaos,
the comic metamorphoses, I:rpuling, fighting and throwing things at
each other involve the whole shop and everybody participates:
«,,.IPpOMBOMIO YyA0. [IpEIuymeimull TUxui cTapE4YoK, ozeTHil 6exHO,

HO YMCTeHbKO, CTEPHYOK, NOxynasmMil TDM MEHISIBEHX . NUDOXEHKX..,
Bipyr mpeofpasuiacs, Tiasa ero cBepkEYJIH GOSBHM OrHEM; OH MOGArpOBEd,
EBEDHYX KyJleuek C NEDOXCHHNH HA NOX H KpykEyA: - [lpaBia'! - AeTCKHM
TOHKUM IOJOCOM, O38TEeM OH BHXBATHA NOJHOC, CODOCHME C HEIO OCTATEH
norysaessHoft BeremoToM moxoXazEol silfjexepol CamnM, BSMEBXHYA HM,
Jepoff pyxoff copeal ¢ MHOCTpAHUE NASNY, & NDABOA C pasMaxy yAepux
NOAHOCOM NJANMS MHOCTDAEHNA NO nixemmBo# roaoee, IIporaTuacs Taxoi
8ByK, Kakoll ONB&eT, KOrza C IPySOBHEA CODACNBAKNT HA 3EMJIK MATOBOE
xexeso, ToJcTSE, Gexes, NOBAJIAICS EABBEMYS H C€X B K8IKY C
xepueHCkofl cexpipn, BHOHMB M8 Hee (QOHTAH CEeJeIOYHOro paccosa. TyT

xe cTpscioch ¥ BTOpoe uyio, CupeHessil, NpoP&IMBWECH B K8iKy, Ha



TACTOM DYCCKOM S8Ke (€8 NDMSHAKOB KSKOTO-AMGO AKUEHTA BCEDHYAL:
«Y6upawr! Mumunuw! MeHs GamiuTH yCHBanT'»> - «0YeBHIHO, BCJIEJCTBHE
NOTPSCEHMA, BHE3ANHO OBJBAEB A0 CHX NOpP HEMBBECTHHK €My SSHKOM,»
(MM.p.441) «lly6auka, cpasy NOXHAE OTYASHEEHR KDHMK, mapaxHyJIach H3
KOHAMTEDCKOroO Hasal, cufAp 6oJee He Hyxsoro llasaa Hocudopuua, a
H8-88 DHOHOrO NPUJASBKE I'yCHKOM CO CBOMMHM OTTOYEHHHMHM HOX8ME DHCHE
no6exadu K ABEDSM YEDHOTO XOXa NpoAaBmH.» (MM.p.442), «Cupemeenit
rpexjeHdH, BHADGBNMCH U3 K8JIKH, BECh B CEJeIOWUHOM XHXe, NepeBaInICS
Yyepes CeMry HA NpMJIaBKe 4 HDocaezoBax sa HEMmH,.» (MM,p.442)

4) Bulgekov's buffoonery is characterized by the speed of the
metamorphoses which leave an impression not of the theatre but of
the ci.nenl.1 "D'yavoliada” is also full of coloured metamorphoses,
very quick and sharp in contrast: «luno KOpOoTKOB& CMEHMJIO B3€JEHYD
naecess Ha NATEECTHE nypnyp.» (L.p.16) «,..HErpoMKO BHEDHEHYJX
KOpoTKOB, CTEEOBSCH M3 MyPOYPHOTO OeasM, kKak ropeEocTafi.» (L.p.17)
<«,..CE888X TOJCTSE, Tp%%uencs pykoft nmepexpecTHICS M NpPeBDATHICH

H3 po30BOro B zeJToro.» (L.p.49) «Huxax EeT, = OTBETHA TOJICTHK,
MeHSs DOSOBYD OKDACKY HA CepeHBKYD.¥l.p.49)

5) Sometimes, the device of buffooneéry is laid bare by Bulgakov.
Such is the scene of black magic spectacle in "Master i Margarita",
where Korov'yev and Begemoth perform conjuring tricks directly on

the stage incited by Voland. The black magic spectacle starts with

I'E.Sannwln «0 ceroiHSmHEM ¥ O COBDEMEHHOM», in
Junas ops.cit.p.217.
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the question: Ckaxu wEe, inGesEnit daror, xax no-TeoeMy, BeAs
MOCKOBECKO€ Ea8pOJCHACCJICHHME 3HAYMTEABHO MSMEEHJIOCE?, . ,KSMEEMIHUCH

JdM 8T ropoxase BPHyTpeHEe? JwlesHuft Paror, noxkexu HaM Aas Havaia
9TOo~HHOYAE NMpOCTeHBkOe,» (MM,p.154), and the 4pwns eagerly create
a situation and, by provoking audience reaction and involving them
in the spectacle, make it possible for Voland to answer it and
give his final conclusion: «OHM XNAM K&K XDAH,.,.JOGST ASHBTH, HO
BeXs 3TO Bcerja GHJIO...UYexoBeuecTBO JLCHT XEHETM, M3 4Yero OH Te HH
OHXM CXeZ8HH: H3 KOXH JM, H3 OyMard I, us GpPOH3N HJH soxoTa, Hy
JerKOMHCJICHEH, ., By YTO Xe ,..H MMHIOCEDIHE HHOTZAa CTYYMTCH B HX
cepana. ., 00HKHORSEHNE JNJIH,,.B OOmEM,HANOMHEANT NDEXHUX, KBEDTUDHNH
BONPOC TOXBKO McnopTHa ux,» (MM.p.160). The devil's numerous
audiences with a long file of Moscow scoundrels are presented in
the same theatrical manner: the bed in Berlioz's flat is his chair
on the stage, and the bored Voland is amused by Korov'yev and

Begemoth who bring the human scoundrels into his presence and then carry

out his verdict.1

1'A.By.mc «CopeTcxu#t caTEpHueckull poMaE» (3poawuus xaEpa B
20-30° roix), TemkesT,1965,p.264
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B, The relationship between comedy and tragedy.

Unlike Mayakovsky, the comedy and tragedy in Bulgakov's
grotesque are very closely intermingled. We are almost never given
only comedy or tragedy, it is always tragicomedy. A tragic impression
emerges in spite of the use of comic devices and an event, tragic
in its essence, deteriorates into pure comedy. In "Master 1
Margarita", despite the comic treatment of the devil and his
associates, it is with the devil that the most naturalistic
descriptions of violence, brutality and murder are connected. The
beheading of Berlioz and Bengalsky, the beating up of Varenucha,
the murder of Baron Meighl, are perhaps devoid of tragedy in its
true sense (most of the characters hardly deserve to be pitied),
yet the naturalistic description of their cruel treatment produces,
if not tragic, very unpleasant impressions on the reader. In fact,
the reader in "Master i Margarita" can never get used to violence -
the instances are spaced so that the reader has just been laughing
at a scene and has forgotten the last brutal moment when he is again
forced to confront an unpleasant delcription.l Tragedy and comedy
alternate in "Master i Margarita". The tragic tonality of the
scenes connected with the tragedy of the Master and his book disrupt
the comic tonality of caricatured scenes of Moscow life, the comic
buffoonery which the devils arrange in Moscow runs parallel to the
deeply tragic ancient scenes describing ]eshua's execution and
Pontius Pilate's suffering after it.

Similarly, "Rokovye yaitsa" and "D'yavoliada" are full of the
most naturalistic descriptions of violence, presented as a rule with
a strong inclination towards comedy. The author seems to .enjoy

creating a comic effect by treating his characters cruelly and then

l'Profftr Ellendea, op.cit.p.320.



at the most inappropriate moment, when they experience pain or their
suffering reaches its highest point, applying to them the most
ridiculous imagery. Ridiculous comparisons are applied to Korotkov
precisely at such moments: <«HeckOJBKO MIHOBEHH OH nepeéupalx
HOraM#, K8k ropfuas JOmexh, ¥ B8XMMAA A3 JAZOHbD.» (l.p.8)
«KODOTKOB BOHSHJICE B KODOOKy audTa, cex Ha seieEnil AMBaH EAnpoTHB
Zpyroro KopoTkoBa H SajHmai, KAk pH6A Ha necke.» (J.p.54)
«...[00X8X €My DyKy TekK, 4YTO TOT BCTal Ha OJHYy HOTY, CIOBHO 8HCT ES&
kpume.» (I «p.31). This, as we have mentioned, equally relates to
the characters with whom the suthor seemingly symphthises and whom
he actually satirises. If the author disapproves of his character,
it is not surprising that he punishes them with laughter for their
stupidity, their arrogance, their interference with Pez’iycov's
experiments, as he does with Rokk. But if the author's sympathies are
on the side of the characters, if the characters are the victims,
surely the author should abandon his ironic treatment towards them.
Persikov, for example, is the innocent side, and his lynching by an
infuriated crowd should leave a genuinely tragic impression., But
is it really so? As we have already seen, Perdkov and his activities
were described in caricatured amphibia-like manner., The author
obviously does not intend to take him seriously. Even his death is
described in a mock heroic terminology: «llepckkoB, cTosmufi, Kkax
6exoe iamner...«pacnpoc'rep pyxu, Kax pecnaTHii.» (PL.p.103).

The same is repeated in "D'ynvoliadl”, where a man dies against
a generally comic background because of a small bureaucratic mistake
in an official paper. The death of this little man lost in the
labyrinth of the Soviet bureaucratic machine should leave a strong

tragic impression (and there is a strong sympathy towards Korotkov



as towards Persikov on Bulgakov's part), yet Bulgakov does everything
to reduce this man to a mere nonentity and to deprive his death
of any drama. He deliberately stresses comic elements such as
discrepancy in style and intonation of the final episode which is
bound to bring a comic note to Korotkov's death. This, of course,
undermines the tragic element. The reader is never sure that the
author is not pulling his leg and even in the most violent and cruel
episodes cannot sympathise too long with any of Bulgakov's characters.
However,we have memtioned that the tragic intonation in
Bulgakov is nevertheless quite strong. If so, what constitutes the
appearance of the tragic element despite the author's repeated
attempts to present everything as pure comedy? In terms of structure
one can say that on the plane of reality tragedy often appears with
the emergence of the laiecoi fantastic. The disintegration of reality,
for example, which is closely connected with the latent fantastic,
is usually rather frightening and leaves & tragic impression. When
in "Master i Margarita" we are confronted with the fztcut fantastic
of our reality as a result of juxtaposition of the Devil's activities
with those of humans, such as making people disappear, the effect of
it is anything but comic, since the reader immediately esteblishes
associations with 1837, despite the comic representation of events.
Bulgakov may create a tragic impression by the unexpected
changing of his point of view. The introduction of a serious tone
in the description of Persikov's death creates such a shift towards
drame, even though the reader is reluctant to take it seriously: he
is alert since he was already deceived by the mock-serious
descriptions of previous tragic events. Here, however, Bulgakov

drops all his comic devices, his verbal irony, and the impression
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is close to serious drama. The caricatured amphibia-like professor
suddenly becomes human. In "D'yavoliada", 2t the very end Bulgakov
abandons his mocking tone and in a strikingly realistic manner
describes Korotkov's death. Freed from all ironic details, this
description is very moving: for the moment we feel the tragedy

of Korotkov's death: «CoiHeuEss 6eszHa nouamEuia XOpOTKOBa Tax,

4YTO y HEro 3axBaTiI0 AyX., C NpOHSHTEIBERN NOGEIHHM EJIAKOM OH
OOANDHIEYX M B3JeTel BBepX, DB MHI nepepesalo eMy Auxagme, Hescro,
O4YeHb HESCEO OH BMJIEJX, KBK CEpPOe ¢ YepHHMM JNDaNH, K&k OT BSDHBA,
B3JETEJO MEMO HEr'0 BBEDX., <JaTeM OYeHb HSCHO yBMAEJ, 4YTO CEpoe ymaJo
BHE3, 8 CaM OH NOAHAJCSH BBEpX K ySKO§l meam mepeyika, KoTopas
OKasaJAchk Hej HEM, 38TeM KDOESHOE COJENE CO SBOHOM JONHYIO y HEro
B roJOBe, M G6OJXBEE OH DOBHO HHMYETro He BHZ&XA.» (L.pp.57-58).

Another very similar shift takes place in the restaurant scene
where, in the middle of a comic merionette show performed by the
puppet=figures of writers, there suddenly appears a lyrical digression
and we hear the sad voice of the author who, it seems, deliberately
destroys the wholeness of the picture when he reminds us of his
own presence: <Ho mer, mer! JryT OGOIBCT!TBIH?HCTHIB, HEKAKKX
KapauGckux mopeit HeT HA CBeTe, ¥ HE NINBYT B HEX OTHAAHEWE
¢audycTrepH, ¥ He IOHMTCS S8 HMMM KODBST, HE CTeJeTCs HAJ BOJEOD
nymevEN#i ANM, HeT Huuero, ¥ Huuero Ee 6uixo! BoE waxias iuna ecTs,
ecTh YyTyHHES pemeTka ¥ sa Heft 6yarsap...ll nJaBETCH XeX B Basouke,
H BHAHH 88 COCEAHUM CTOJKKOM HEBJHTHS KDOBBP 4YbHeTO IIasa, H

CTpPamHO, CTDAmEO... O GOrd, COrM MOM, SAy MHE, SAY...» (MM, p.79)
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Cs The grotesque as a reflection of the author's vision

of reality and its influence on the tragic element

There are also several features of Bulgakov's method which
contribute to the appearance of a tragic impression of his grotesque.
First of all, there is the fact that his grotesque stems from his
vision of the world. To make this point we have to compare Bulgakov's
method with that of Mayakovsky. In Mayskovsky's case, as we
remember, social satire was the main function of his grotesque
(though as we have seen, it was complicated by other than satirical
motives in "Klop"). Bulgakov is also & sharp satirist and his
works abound in satirical scenes. Indeed, sometimes when the
factual material is more evident and associations with reality are
strong, the satirical tendency becomes prevalent. "Rokovye yaitsa"
and "D'yavoliada" are both concerned with satirical exposure of
bureaucracy of the newly-formed state. "D'yavoliada" indeed takes
to the limit the senselessness of the bureaucratic machine and
"Rokovye yaitsa" ridicules the stupidity and pseudo-enthusiasm of
semi-literate government officials. The philistine in all his
forms is another target of Bulgakov's satire, and in “"Master 1
Margarita” he comes under attack when his mean desires are exposed
by the devil and he is completely crushed by the unusual circumstances.
Satire is also the main function of grotesque situations in "Ivan
Vasil'evich" and "Blazhenstvo”, when once again the philistine
demonstrates his pettiness and inability to resist anything unusual.
But, as opposed to Mayakovsky, Bulgakov's grotesque is never limited
to a satirical function. Bulgakov's grotesque is closely connected

with how the muthor sees the world and how he interprets it. Bulgakov



perceives life as full of paradoxical situations, he sees the
fantastic, the tragedy and comedy of the most everyday things in

our life. "Life is far cleverer at making up things than the
cleverest 11iar™’ = such 1s his own assumption. It is not, of course,
that his life was any fuller of the fantastic than the life of his
contemporaries, though Paustovsky says that "Hoffmanniada has
accompanied Bulgakov through his lifetime”.® But Bulgakov sees
fantasticality and tragicomedy of the situation and tends to interpret
it accordingly. Here, for example are his own comments on his
personal experience concerning his pllyrBlazhonltvo:' "An event
exceeding the bounds of reality occurred in connection with my
play~Blllhenltvot A room in the 'Astoria'. I am reading. The
theatre director, he is also the producer, is listening and expressing
his full and evidently genuine delight; He says thet he is going to
produce it, he promises money and says that he will come to have
supper with me in forty minutes. In forty minutes he comes back,

has supper, does not say a word about the play, and then vanishes
into thin air and is never seen again., There is some suggestion that

he has passed into the fourth dimension. That is the kind of miracle

that happens in this 'orld."s And this is a typicel example of the

l"l.[.B;urar.t‘.:a «CuxyeT» ,from his introduction to D.Cieskum
«PouaE GaiepuEN®,1028,p.1l.

2'K.Haycwoncnﬁ£lnra cmmﬁ.”ﬂosn MUD,Ne11,1963,p.90.

Serrom his letter to Popov from 10 July 1934 in Copercxue
mucarexu (aproduorpaduis),v.3,N.1066,p.99,
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latent fantastic such as we find in his works. No matter how funny
and sbsurd the situation is, we can not but sense the tragic
subcontext of it. We can say that Bulgakov was artistically pre-
disposed towards the grotesque.

Most of Bulgakov's works reflect, to some extent, his personal
experiences. The fantastic adventures of Korotkov may well have
sprung from Bulgakov's own experience when he served in
le;u:n.11;1:»1-c:1lwet1 (Korotkov serves in Glavtsentrbazspimat), and was
actually paid, not in money, but in sacks of dried peas (Korotkov
is paid in boxes of matches). Bulgakov's own experience in aeikh of
a disappearing organisation during NEP, described in "Zapiski na
nmhetn?éh"z, the sensation experienced by him personally of actually
losing his mind during this search seems to anticipate the tragic
fate of Korotkov. The sinister howling tramcars, as described in
"Master 1 Margarita"”, were evoked by the noisy tramcars under his
own window in Bolshaya Pirogovskaya where the author used to 1173-3
Even the flat at 302bis Sadovaya Street which is visited by the
devil is nothing but the flat Bulgakov used to live in at 10 S-ﬂoi%n

Street with all the details such as the mirror in the dark hall,

I'Coae'rcne mucaTexd (aBTOSHOrpadEH),op«Cit.p.80.

z'll.Byn'a)r.cna «3amMckK¥ Ha MaEzeTax», <«Poccus»,
1923. N.5.

S'G.Eplomcm «0 Muxauze Byaraxoe€.BOCMOMWHEHMSY
in Tea?p’ 1965.ng'p082.'



the candelabra with china glass caendlesticks on which Begemoth
lwingl.l Bulgakov, as we see, always seems to start from actual
eéxperiences and concrete objects yet, processed by his imagination,
these experiences and objects are transformed fantastically, grown
to universal proportions. Everything is jllusive and unreal, yet
it is concrete and convincing at the same time. And the boundary
between the tw is very vague indeed. Thus Bulgakov seems to be
very much involved in the improbable events described in his books
and stands quite close to his characters. Perhaps because of this
the tragic side of his grotesque (based at times on personal
experiences) is stronger than Mayakovsky's. Mayakovsky, after all,
always preserves a distance between himself and his ridiculous
characters particulerly in "Banya". "Klop”, of course, is a
different matter. There, through association with his autobiographical
poem "Pro eto”, his personal disappointments can be traced and the
sense of tragedy increases.

Bu}gakov's ability to give a fantastic coloration to his
descriptions, to discover the comedy of the situation and its
tragic side (or the other way round) can be traced in his most
realistic works, like "Belaya gvardia" and "Beg", where the author
tries to reproduce reality in the bounds of plausibility. But even
here the author can not preserve his verisimilar tone for long.

The most characteristic epithets here are «cTpaHEmil, EeecTecTBeEEN{»,
Kiev, in Bulgakov's words lived «CTDAHEOD HEECTECTBEHHOR ZINM3HBD,

XOTOpas OYeHh BOSMOXHO yxe He NOBTODHTCH B 20M CTOXETHH.» All sorts

1'.B..l!snn «Cggopag, 302-¢uc» in TeaTtp,N.11,1871,pp.110-120,



of fantastic transformations aralitfscted through metaphor. Pictures,
statues, come to life and converse with characters. Also in "Beg",
the atmosphere is intensified to the extreme degree and though
there 15 no open fantastic as such Bulgekov persistently pursues
the action as if on"the edge of reality"l. The tone of both works,
"Belaya gvardia” and "Beg" 1s tragic and full of the sympathy for
the dying cause of the Whites, yet Bulgakov constantly disrupts
this tragic atmosphere and introduces his buffoon-type cheracters
precisely at the most tragic moments. Kaverin is right, without
doubt, when he says that "On reading 'Beg' I noticed that at the
sad moments I suddenly wanted to laugh and at the funny moments I
felt sad">*

As we have seen in the previous chapter, the reality depicted
in Bulgakov's works 1is usually in process of disintegration. It
is 111usoryhlnd hardly stabilized, The effect of thie disintegrating
reality is at times rather frightening and leaves & tragic lmpression
on the reader. Bulgakov was often reproached that Soviet reality
in his works appears before his r eaders as unstable and illusory.
It was said that his refusal to perceive Soviet reality as stable
follows from his outlook as a fellow-trnveller.s Of course. to

some extent the critics are right. After all, Soviet reality of the

l'x.Py,xmml Muxaux Byaraxos» in Bompocs TeaTrpa. CGOpEKME

cTarefl ¥ meTepuaios,1966,p.128.

2'B.Eanepu, «3aneTEM O ApaMaTyprEm» in M.Byaraxos, «lpaws
® xomezuu», M, Hexycerso,1965,p.73.

S'J[lrepary:pnu SENMKXONE XU, 1938yT, 3,p«32.
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twenties was rather unstable, the breaking up of the old and
reorganization of the new were in progress. And then Bulgakov's
"free interpretation” of the already umstable Soviet reality could
never lead to stability. On the contrary, this already unstable
reality can only disintegrate further and become even more illusory,
which 1s exactly what happens in Bulgakovs (If reality itself is
already unstable and the regularities are distorted in it, then
Bulgakov, with his inclination towards the grotesque depiction of
life, is free té add even more fantastic forms, to make fortuity
regularity, to develop fantastic consequences from a trivial event).
Bulgakov also was never a very active supporter of the new and
never took an active part in Soviet reorganisation. As a man he
had been formed before the revolution and he came from a family

not exactly sympathetic to the revolution. Though he understood
the ineviteble death of the old world, he preserved his sympathy
for it. (See, for example, his numerous passages relating to the
past in "Belaya gvardia", "Rokovye yaitsa”, "Sobach'e serdtse™).
Some of these remarks infuriated Soviet critics who maintained that
Bulgakov is a writer of counter-revolutionary philistines who hides
in the citadel of cosy flats and soft furniture, whose whole ideal
is in the plst.1 A similar attitude to Bulgakov was taken by
Mayakovsky, who considered Bulgakov's works to be harmful to the
reader, and who put Bulgakov's name in the dictionary of obsolete

words of the society of the future gm "Klop™. Mayakovsky's negative

& .1.3.ncdopr, op.cit.p.l'fo

2'B.Iunoncnl, op.citev.12,pp.301=305.
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attitude to Bulgakov primarily follows their different treatment
of the past. Mayakovsky hates the past as a symbol of all things

that are supposed to be gone or will disappear. If he hates NEP,

80 NEP 1s the revival of the past in the present and therefore

hateful for Mayakovsky. For Bulgakov there is no such distinction,
for he treats both past or present ironically. He applies his method
of all-round irony to everybody and everything that surrounds him
including himself. He mocks not merely what he hates or dislikes,
but what he loves and sympathises with. As we have already seen,
Bulgakov's attitude to the characters with whom he obviously
sympathises, such as Persikov in "Rokovye yaitsa", Korotkov in
"D'yavoliada”, Preobrazhensky in "Sobach'ye serdtse”, is full of
irony. He simply can not resist mocking them along with everyone
else, This ironic mockery was an essential part of Bulgakov's
personality and his approach to 1life, a self-protecting mask which
enabled him to face the numerous unpleasantnesses of his life.
According to Petelinl, even the most scandalous attacks of his critics
he treated with & certain perverse pride collecting and displaying
ahsive reviews of his works.

Such mockery extended even to Stalin. Plustovskyz describes
how, in 1930, while waiting for a reply to his letter from Stalin,
Bulgakov used to amuse his friends with fanciful descriptions of
Stalin's reaction to his letter. In this Bulgakov again seems to

be the opposite of Mayakovsky who, in the words of Sinyavsky, knew

1'B.I'Ic're.nul, M.A.Byaraxoe ¥ «JEu Typ6memx» in Oroméx,
1969 Noll,pp.25=27.

2’I’:.I1a:,n:'r<:tiacmm, «KEura ckuraEMP» in HoBulft mmp, 1263,
N.lO.P-BIo
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very well what he could laugh at and what he could not.1 As &
result, on reading Bulgakov's works, one is left with the feeling
of ambivalence. Such ambivalence disrupts the satirical impact
of Bulgakov's grotesque even when his purpose is to satirise a
certain aspect of life. The ambivalent spreading of iromny on
opposing forces is, of course, the means of avoiding censorship.
It 1s one thing when irony is directed only at Soviet reality, it
is another when it penetrates everything. But this ambivalence
deprives the reader of a sense of stability and he cannot quite
make up his mind what the author's actual intention was since, if
the author refuses to take anything seriously (e.g. Korotkov or
Persikov's deaths), then both the Soviet bureaucratic machine and
Party's interference which caused both deaths can hardly strike us
as evil. But due to this ambivalence Bulgakov's grotesque acquires
its genuine qualities; everybody and everything including the author
and the reader are drawn into the alienated world where there are
no real values and everything turns out to be the opposite of what
one might expect. The author's vision of reality becomes very close
to that of today's "theatre of the absurd” with its cultivation of
grotesque.

The most typical grotesque device Bulgpkov uses i& to show
reality as the theatrical performance with marionette figures whom
the author menipulates. It has been noted in Soviet criticisnz,

that o his novel "Belaya gvardia”, and subsequently in "Dni Turbinyfn", K

1"ﬂL.Gn.msc:xi <UT0 TEEKOe cONMAJACTHYEeCKHZ peaxusy» in‘PaETacTHYeCKHR
smup Abpawa Tepua»,MexiyHapoiHOE JATEDATYDHOE COAPYXeCTBO,1967,p.433.

2'I.a.nacﬁepr, opscit.p.49.



Bulgakov shows the actions of the white soldiers as a comic spectacle
with its heroes performing a masquerade. Despite the generally
negative attitude to both works, this feature of Bulgakov was
conlidered,hs'gid merit. But as soon as Bulgakov applies the same
method in depicting Soviet reality, he is immediately branded as a
counter-revolutionary. In "Rokovye yaitsa”, he shows the bolsheviks'
actions as a farcical spectacle end we find the theatrical image in
"Master 1 Margarita”, where the whole reality of Moscow is presented
as a black comedy with marionettes controlled by the devile. This
theatrical imagery which we frequently find in his works follows
his perception of 1life, his free interpretation of reality. "Bulglkov
is a born playvrightl" is a typical remark made by many who knew
him., "Bulgskov perceived life as action. For him life was always
an act, an unexpected turning point, a discovery. The acuteness
of his feeling as a dramatist was stunning in the most real sense
of the word"?,

The device of showing life as a theatrical performance makes
it easier for the author to manipulate his point of view. After
all, if it is the author himself who directs the spectacle, he is
free to add anything he likes to it: comedy or tragedy. And Bulgakov
changes hia-point of view always in the direction of tragedy (whether
he achieves his tragic impression is another matter, We have tried to

show previously that his method of all-round irony is an obvious

obstacle to it.)

1'E.Haycroac:li «0 Byaraxoee» in TeaTpaipHas xu3Hb 1962,N.14,p.29.

2'In CoBeTcKHEe nucaTedd, op.cit.p.99.



The tragic impression is often aimed at through the associations
the reader establishes with reality. In "Master i Margarita”, the
theatrical spectacle is entrusted to the devil, it is he who pulls
the strings. The spectacle as we remember is built with the help
of comic devices. The fact that Bulgakov names the devil and his
associates is bound to deprive the spectacle of tragic intonation,

It is one thing when we confront something mysterious which is

named and explained, it is another when we confront something
inexplicable, nameless and sinister. Nevertheless, the serious
impression is preserved and it is often achieved by a juxtaposition
of the devil's activities with those of humans. The Devil performs
magic tricks on humans by sending them to remote parts, arranging
their disappearances, driving them mad. But who performs such tricks
in parallel episodes in real life, who governs all their actions
when there are no fantastic forces whose presence can explain
everything? One can only guess. Thus, Bulgakov's picture of the
world in "Master i Margarita" fully corresponds to paradoxical reality.
It calls for associations with this reality and these associations
are very tragic and serious. Of course, to some extent, all the
problems Bulgakov touches in "Master i Margarita” are already tragic
in their essence. What are good and evil, how are they related to
one another, 1s the existence of evil inevitesble? It is not by
chance that the plane of antiquity develops in parallel to the plane
of modern reality, since the manifestations of good and evil in
past and present are comparable. Bulgakov underlines the existence
of similar conflicts and themes on the plane of antiquity, Their
parallel existence in both time planes leadsthe reader to the rather

tragic thought that perhaps no solution is possible,



The black comedy spectacle of "Master i Margarita” finishes with
the triumph of justice (with the help of fantastic forces). This
triumph of justice with the help of the devil, the conventional
solution of all the conflicts in "Master i Margarita" only increases
the general tragic impression of the novel however. What is this
conventional solution of all the problems really leading to? The

Master and Margarita are reunited, the Master's manuscript is
restored to him, and scoundrels, cowards and informers punished, all
with the devil's help. These solutions of the conflicts by magic
forces are illusory. (It is not by chance that Bulgakov gives in
parallel more real solutions. The Master dies in an asylum and
Margarita at home from a heart-attack.) The conventional solution
of all the problems, the triumph of justice by magic in the novel,
only sharpens the tragic perception of parallel themes in present-day
reality. The themes of cowardice and crimes against one's conscience,
and the theme of losses that can never be g;ught back, become more
acutely tragic when applied to reality, when there is no magic force
to bring them back, to change what can not in reality be changed.

And the buffoonery of comic spectacle in "Master 1 Margarita" seems
to be purely comic only on the surface. Though it is very comic in
its form and contributes a great deal of pure comedy to the novel,
when applied to reality (though it seeus inapplicable) it becomes

an exact reflection of life in Moscow in the thirties. And if in
the novel we view the devil's tricks on the purely comic level since
the characters are merely puppets on strings which the devil and his
associates pull for their own amusement, then on the plane of

contemporary reality Stalin's and his associates’ manipulations of
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the people, the real disappearing acts and arrests, the ridiculous
trials they arrange (like the one parodied in Nikancyr Ivanovich's
dream), produce such a tragic effect that the comic spectacle
becomes a horrific menace., In such a way all the conflicts, though
solved conventionally, are left open: the cowards, informers,
emerge in the end of the novel and continue their existence, and
everything stays as it was.

Let us compare also the conventional solution of catastrophic
events with the help of nature's fortuitous whim ("Rokovye yaitsa").
(It is pure coincidence that there is frost on the fatal August
19-20, otherwise the whole of mankind would perish). Reality is

not so lucky with such fortuitous events.
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1. The structural features of Schwartz's grotesque.

One of the reasons we have chosen to enalyse Schwartz's
grotesque is the nature of its fantastic element, that of the
fairytale. As Yu.Mann comments: "The grotesque is close to
literary forms of the folk tradition = fable, fairytale. The
closeness of the grotesque to the fairytale is confirmed by the
fact that some grotesque works were based on fairytale and half-
fairytale subjects (for example, Rabelais and lubok-style books
about Gargantua); others themselves took the form of the fairytale
(Siﬁykov-Shchedrin's fairytales). One can observe the closeness
of the grotesque to fairytale in Soviet literature in Schwartz."}
Schwartz's plays are only superficially fairytales. The plots are
usually borrowed from Hans Christian Andersen. The characters
come straight from fairytale: a three-headed dragon, ogres, giants,
cats and bears, Sleeping Beauty, Tom-Thumb, Little Red-Riding Hood,
Baba-Yaga, good and evil spirits, witches and vampires people his
fantastic world. Even the room occupied by the scholar (in "Ten'™)
was previously occupied by Hans Christian Andersen. The events that
take place are purely fantastic (a brave knight sgves a beautiful
girl from a dragon["Drakon"]). Andersen's king who wore no clothes
strides the streets and is exposed by a little boy ("Golyi Korol'"),
the shadow separates from the body of the scholar and leads a
separate existence ("Ten'"). All the attributes of the fairytale
seem to be present: the magic carpet, the invisible hat, the water

of life and the talking pot. Lancelot fights the dragon with a magic

1'Yu.unnn, op.cit.p.104,



sword, the decapitated scholar is revived by the magic water of
life. We can even trace devices typical of lfairytale: the fairy-
tale device of retardation, for example, is clearly seen in "Drakon"
(the animalg’' conversations and Elza's friends' meetings slow the
action down in the manner of fairytale). Or in "Ten'", Schwartz,
several tinel,_usea the mystical number seven so common in fairytales:
<«3apenaEMe OHJO SaNeYaTAHO B CEMH KOHBEDTAX CEeMBD CYDPIyYEHMHA
nevyaTSMM M CKDENJAEHO NOAMUCHMH CeMH TallHEX COBETHMKOB» (p.245), or
further on «saBemaHWe KODOJAS BHSBAJIO CE€Mb GRHKDOTCTB, CEMb
caMOoyGHiCTB W Bce IEEHOCTH yNaJd EA 7 cCeMb OYHKTOB.?» (p.259).

The water of life can be found «3a cenxbp XBEDAMH, 88 CEMbH B3ANMKAMH,»
(P+300) .

Yet Schwartz's fairytale world turns out to be only a facade,
and beyond this facade the other world exists, that of contemporary
reality with all its contradictions, itscomplexity and confusion.
Having entered Schwartz's superficial world of the fairytale, we
discover that the situations and events contradict those of fairy-
tale; the characters, their psychology, their actions and remarks,
are strangely modern and approximated to our world. We notice
strange transformations happening to the fairytale characters and
we observe the constant intrusion of contemporary life's logic into
their actions and their way of thinking. As a result of this intrusion,
grotesque shifts occur. Two closely interlocked planes can be
distinguished in Schwartz's grotesque structure: that of fairytale
and that of reality. In our andlysis we shall concentrate on the

two Schwartz plays: Ten'"(19398), and "Drlakon"(1943)x. The choice

1“rho quotations are given from: E,Isapn,llsecu,esusrpaz, 1960,



can be justified by their complexity and subtlety in comparison
with his early plays. In both plays the illusion of a fairytale
world is destroyed almost immediately. In "Ten'", the girl
(Anuntsiata) says to the scholar: «Bw HS 3HaeTe, YTO X#BeTE B
coBcex oco6eHHOR cTpaHe, Bce, uyTO paccEasNBaKT B CKA3KAX, BCe,

4YTO KaxeTcs y ADYTHX HEpOZOB BHAYMEOH = y Hac OHB&ET E8 cCaMOM AcJe
kaxiuft xeEr, Bor, mEanpumep, Cnsamas Kpacesuius xuJa B NATH WAraX
XOAB0H OT TadaYHOX JABOYKM - Toi, 4YTO Hanpaeo oT ¢oETaHAa. TOJBKO
Teneps Cnamas Kpacesunma ysepaa, Jipioex ZO CHX mop XHB H pasoTaeT

B TFOPOACKOM JOM6ApJe OLECEHMKKOM, Maibuuk c NEJBYAK XEHMACH HE OYeHB
BHCOKOM XeHWHEE, no mpospumy I'pesaezep, ¥ ASTH HX - JIOJ® OCHKHOBEHHOIO
pocTa, Kex BH Aa s£. § sHaeTe yauBMTeipHO? OTe ZXeHHMMEE, IO
nposeumy I'peEszep, COBEDNEEHO NOA GAmNNAKOM y MaXsuY#ka C NaJbYUAKa.»
(T.pe236) .

This world which 1s opposite to fairytale seems to be very
close to the contemporary one, and the scholar contradicts
Anuntsiata only to confirm the fact: <«Bama cTpaEa - yBH! = moxoxa
Ha BCe CTpaEM B Mupe., FboraTcTBO ¥ GEXHOCTH, B3EATHOCTH M Da6CTBO,
CREDTH M HECUACTHE, DASBYM ¥ IIYyNOCTH, CESTOCTH, NDECTYNJACEEE,
COEECTh, 6ECCTHWACTBO — BCE 9TO NEepeMeNas¥o TAK TecHo, WTO mpocTo
yxaceembcs., OYeHb TPyAHO OyAeT BCE OTO paCHyTaTh, pasofpaTs X
npUBECTH B NODAAOK_TaK, WTOOH EE NOBDEAMTH HMueMy XuBOoMy. B
ckaskax Bce 8TO ropasio npome.» (T.pp.237-238).

In the same way, the fairytale facade of talking cats and
knights errant in "Drakon" collapses as soon as we hear the father

of the girl who is going to be eaten by the dragon the next day

saying: «Y Hac OYeEh THXMEl TIOpoX, 82eCh HMKOrA8 M HMYErO EHE
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cayuaerca.» (L.p.312) This submissive attitude would sound rather
unnatural in the world of the real fairytale. Equally ridiculous
would be his indifferent answer to the question of Lancelot about
the dragon: «Ax, 8TO...HO Beis MW Tex NPUEHKIXM X Hemy. O=H yxe 400
JeT xupeT y Hac,.» (L.p.312) But in our modern reality we can

find plenty of examples of people's indifference to the power of

a dictator. As Charlemagne, the father of the doomed girl, describes
events to Lancelot and analyses them, it turns out that the world
we are facing is obviously out of tune with fairytale. This world
becomes more and more approximated to our world., We hear, not

the words of a fairytale character, but those of a modern man
brein-washed by the system - «0E Tak Jo6p» - says Charienagnc about
the dragon, beside himself with admiration, and explains to Lancelot
thed ragon's kindness: <«¥Bepsw Bac. Koria EameMy ropoZy TIposEJa
xoJxepa, OE IO OpOock6e IOPOACKOro Bpaya JOXHYJX CBOMM Or'HEM HE 0sepo
H BCKHUNATHI ero, Beck ropoi riuid EKMOSYEHEyD BOAY H OHA CIEBcEH OT
somzexmu,» (L.p.313)e This explanation of the dragon's kindness
belongs to the plane of fairytale. But this fairytale plane is
disrupted by the other explanation of the dragon's kindness which
is quite a departure from fairytale and which belongs rather to
the plane of reality:

«JaEgesoT: A 9YTO OE eme cZeasx Ao6poro?

Dapxexarr: OH H868BHX HEC OT LNI&H,

Jarnexor: Ho murase = O4Y€HP MAINE JRIH,

Dapaexens: Uro Bm! Kaxo#f ymac! fl, nmpasia, B XusHM cROell Ee BUjax
HE OZHOro umrase, HO f eme B mDKOJe NPOXOAMI, YTO 8TO JKIM
cTpamEEe,..2T0 GPOASIH NO Hppoie, mO xposd. OHE-Bpar® Iwcol

rocyAapcTBeHEOR CHCTEeMH, MHaYe OHM OCOCHOBAaJUCH (N IAe-HHOYLDb,
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& He Opoiuay OH Tyaa-cpjia, WX NecHEM JumesH MYXeCTBEHEOCTH, &

MACH DaSDYNMTEJIBEH. OHM BODywoT zeTel. OHM NMPOHMKAKT MOBCKAY.
Teneps ME BOBCE OWHCTHJIHMCH OT HHUX, HO €mé CTO JeT HassX JwoboR

6prHET OGA38H 6HI ZOK888TE, YTO B HeM HET nuraeEckoli xpoed.» (A.p.314)
This explanation is so contemporary that as a result we recrdate

in our imagination not a flame-breathing monster but a modern
dictator, and the fairytale country scquires the features of a
modern totalitarian state.

Schwartzicharacters are very different from traditional
fairytale. We are accustomed to think of fairytale characters
either as all good or as all bad. Schwartz humanizes both of
them and brings them out of their world of fairytale into our own
reality. And if Schwartz's world contains the opposite of that of
the fairytale, if it is really our world, the characters obviously
have to adjust themselves then to the world of reality; and they
undergo changes. ©On the plane of the fairytale the dragon has all
the attributes of a fully-fledged dragon: sharp claws, scales,
fire-breathing and three heads, and this corresponds to the law
of fairytale. What contradicts the:laws of fairytale is the
fact that he has been living smong people so long that he
sometimes turns into a man himself and drops- by just like an old

friend. Thus, on the plane of reality the d ragon assumes human

form and becomes: <OXMXO#, HO KpenkHid Mosoxasuil, GeJO6pHCHE UYeIOBEE
c coaiarTckoff sunpasxofi, BoxocH exmxoM, ON EEpPOKO yauéaeTcs.

Boo6me OCpameEEe ero, HECMOTDA E& I'DYGOBATOCTH, HE JMNEHO HEKOTOpOR
npESTEOCTE.» (A.pe316). On the plane of the real, Schwartz gives

us the fairytale image of a three-headed dragon literally and



because of this the dragom becomes a generalized symbol of the
dictator. The dragon's three heads represent three possible forms
of dictatorship. On ks second appearance, the dragon assumes the
form of: «cepresEuil, ciepzaEmuil, BHCOEOJOOKH, ysxoammuil, cexexmui
CJICEANN, He JumeNENil BeXINBOCTE.» (p.317), and on his third he

is: «<xpomeumnii MepTReEEO-GISIEE# noxmiolf Yexomewex.»(p.336).

We see that on the plane of the real the dragon in its human
form is quite a vecent sort, he can be polite and pleasant in his
manner and even the roaring noise he makes is not devoid of some
musical qualities unlike the roar of the fairytale dragon. Thus
the villain in the fairytale is more accomplished, the ferocity
of his outer appearance fully corresponds to his ferocious psychology

and language. /Md what happens to the ogre Pietro ("Ten'") is

that in the play he turns out to be a slim, youngish man whose
outward appearance sharply contrasts with the traditiomal appearance
of an ogre. His occupations are also quite ordinary: he is the
owner of furnished apartments and he also works as a valuer in

a pawnshop. He has quite a modern, pretty daughter. The ogre's
conversations and quarrels with his daughter are given by Schwarte
as ordinary family scenes. The deliberate emphasis on the everyday
ordinary character of their relationship creates a grotesque

shift. Schwartz's ogre is the modern scoundrel who eats people,
not literally, but figuratively (his occupations provide him with
ample opportunity). Only his ferocious anger and his constant
threats remain from the ogre of the fairytale. But his anger does

not, in a strange way, bring any harm to anyone and his threats

are left unfulfilled.
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The metamorphosis affects the executioner im "Ten'" who,
from the terrible executioner of the fairytale, is transformed
into the first courtier - a grey-haired man with a beautiful sad
face. This is a hyper-sensitive, sentimental man with a kind
heart who loves talking about humanity and almost falls i1l
because of his compassion for the poor canary which has caught a
cold. During the execution he puts white gloves on and does not
forget to warn his interlocutress: «f ckopo BEpHYCH H DPACCEAXY
Bax, kK8K S CHAC ZHSNH MOMM GCINEM XKDOXHKAM.»(T. p«298). The
princess in "Ten'", unlike a fairytale princess, has a pessimistic
outlook on life: «Bce amiu-ixemw», «Bce IDIE-Eeroism», «Bce Ea
cBeTe OIMEAKOBO», «B KOHIe XKONNOB MEe Bce SespasauuEo», (T.
PP«250=251), So it seems that everything is really much simpler
in a traditional fairytale, at least more logical, than in Schwartz's
world where everything is mixed up and strange phenomena (like
the dragon, the ogre, the princess, the executioner) are possible.
All of this corresponds to reality and leads to certain modern
associations. Thus the fairytale personage losing his fairytale
quality temporarily cabcides with modern man and then returns
again into the bounds of fairytale. On the one hand he is a fairy-
tale personage and due to his fairytale mature has the right not
to make his actions and behaviour conform with the conventions
accepted in reality. On the other hand the personage is clearly
modern and therefore he must act according to the law of reality.

These two opposite tendencies constantly interact in Schwartz,
one or the other prevailing. As a fairytale personage the doctor
from "Ten'" has the right to speak the language of realised

metaphors where the figurative sense of the word is destroyed.



A & U

This 1s justified by the fairytale facade of Schwartz's world.
Here is what he says to his patient: «Bcewrsxu s BHCIYmAD BAC.
Her, me HAXO0 CHMMATH CHDTYX; y MeH: OYeHs WyTEMe yma, Tax.
Bszoxmure ray6oxo. Taxeao B3AOXHMTE, B3JIOXHMTE ¢ O6AErvYeHUENM,
[locwoTpuTe Ea Bece CKBOSH maxsnH. MaxmmTe mAa Bce pykoff. IlotwmTe
nxevamu.» (T.p.264) The whole passage is built on literal readings
of metaphors: «CMOTDETH CEBOSH Nassmx» ('to turn a blind eye”),
and «<uaxaTh Dyxot Ea wTo-i1-» ("to wave goodbye at something").
But here is the doctor's medical conclusion: «Jla, oE 3i10poB. Ho
Xexa ero MAyT nioxo. M nofiiyr eme xyxze, noxa OH He HAYIATCH CMOTDETEH
Ha MHD CKBO3h NAJXBIH, NOKA OH He MaxHET Ha BCE€ Dyxo#f, noka OH He
CBI8JeeT MCKYCCTBOM NOXMMATE nixevaxn,» (I.p.264) The phrase is built
on the preservation of the literal meaning of a metaphor. The
contrasting usage of the same expressions on different levels in
a literal and figurative sense creates a grotesque shift.

The doctor's image divides into two. His later monologues are
brought up to date and sound as if they came from the mouth, not of
a fairytale personage, but a man who has already suffered much; his
reasoning is sound, his disappointment in society is understandable,
his motivations of his actions are very modern, his time-serving in
society is rationalised by his desire to survive and by the fact that
he has a large family, but his dissatisfaction with himself is clear.
Here are his concluding words:e€CHTOCT: B OocTpoif ¢opxe BEesamEO o6XazeseeT
Aaxe ZOCTOXHILM XDABMK. YeJOBEE YECTEHM IyTeM 3apadoTar MHOTO
Zeser, W BApDyr y Hero mosBisdeTcHs siopemuil CHMIITOM: OCOGHI,
6ecnoxoitsNl, roxoiREfl Baragi OOGECNEHEHHOT'O HYeaoBeka., TyT ey X

xoHen., OTHEEe OH GecnioieH, ciel, XecTOok.» (T.p.266) There is
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a sharp contrast and discrepancy between the language of realised
metaphor and the speech of a reasonable man, who, from his own
experience, knows what life is about, who is desperate in his
attempts to change life: «A BH XOTHTE XHTH XIS TOTO, YTOOH K&K
MOXEHO COJbme apiefl czeiaTs cuyacTiMBIME? Tax M JaiyT BAM YNHOBHEEN
znTh! Ja M caMm XnIM STOrO TEpmeTs He MOryT. MaxEENTe Ea EMX
pPyxofl, CMOTDETE CKBOSH NAXBIH HA STOT GesyMEull, EecwacTHNR MED.»(T.p.281).
This obviously relates not only to the characters,
their behaviour and actions, but to the situations as well. Thus
the battle of the dragon Vitil Lancelot is presented on two levels
as a fantastic combat of the brave knight with the monster (here
the dragon appears in its traditional form as a monster with three
heads who breathes flame and roars threatingly and Lancelot, on
this plane, is equipped with fairytale punphcgana‘: an invisible
hat, a magic carpet, and a magic sword). The fantastic picture
of the battle is very convincing as fairytale, and on this level
does not differ much from the fantastic descriptions of other
fairytales. But the battle becomes equally convincing on another
level when it takes the form of a real military battle, one that
took place quite recently. On this level the picture of the
battle is formed from the r eactions of the people to the event
which is happening and from the commentaries on the battle by the
mayor of the town and his son. All the details on this level
belong to the plane of reality and fully correspond to the law of
reality: not one of the humans witnessing the battle doubts the
victory of the dragom (the dictator). The humans demonstrate

extraordinary indifference to their own fate. Their reactions



to anyone who challenges the established order and their peace
of mind are hostile but they change their views with great alacrity
showing their great adaptability to circumstances completely opposite
to the ones at which their enthusiasm was initially directed,
However, metamorphoses alone can not be responsible for the
grotesqueness of Schwartz's plays. The most important thing is
that the characters and situations preserve their double nature,
and appear in both their forms. The grotesque effect lies in the
quickness of transformations from the plane of fairytale to the
plane of reality and the other way round and in the umexpectedness
of these transformations. The words of Meierkhold seem to be
relevant here: "Is it not thd task of the theatrical grotesque to
hold the spectator with a permanent dualistic attitude towards
the action on the stage which switches its movements with contrasting
brush-strokes. The main thing in the grotesque is the constant
striving of the artist to switch the spectator from one plane which
he has just perceived to another which he has not n;:nat:‘t.d."1
Likewise, Schwartz successfully manages to hold the spectator's and
the reader's dualistic attitude to the characters and the situations
in his plays. Confronted with the familiar genre of the fairytale
in Schwartz's plays , we expect to see a fairytale-like world but
instead we are faced with modern reality. But as soon as we are
reconciled to the modern nature of Schwartz's world, he breaks

this illusion of contemporary reality and reintroduces the world

"'B.lenpxon.x, ope.cit.p.226
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of fairytale. For the spectator one plane follows after thel
other, but the impressions of neither lasts for long.

Fairytale attributes are felt particularly strongly at mpments
of strong association with reality when we are close to the recognition
that we are dealing with our modern world. At these moments the
dragon-dictator turns into a fantastic lizard and the magic flying
carpet and invisible hat appear. However, this typical fairytale
plrlphegllil is also affected. The fantastic flying carpet,for
example, is modernised, it is not just an ordinary magic carpet
but is more reminiscent of a flying machine: each corner of it has
a specific purpose. The two mule drivers explain to Lancelot how
to fly it: «3TO yrol BHGCOTH, H8 HEM BNTKSHO COXENe, ITO = yTrod
IFIyCHEH, HR HEM BHTKAHA SE€MIf, OTO-yToX Yy3OpHEX NMOJXETOB, HA HEM
BNTKSEH JACTOYKH, A 8TO - JZD&KOHOB yToid. [lOXEMENE €ro - H JSTHNL
KpDYyTO BEHS, NDSMO Bpary Ea 6amxy.®» (L.pp.343-344). The invisible
hat is approximated to an ordinary hat, it is made by 2 hatter and
can even be a problem for him: <Kax TOXREO BH €€ HAJEHETe, Tak H
HcuesHeTe, H GeiHNI mAcTep BOBEKH HE y3HaeT, HIET JH OHA BAM HIH
Her, FDepuTe, TOXRKO He,mpEmepsiite NpE MEe, f 8TOro HE NepeEecy.»
(I.pe344) - the hatter laments presenting it to Lancelot.

Wé can now draw some general conclusions about the structural
features of Schwartz's grotesque: in comparison with Mayakovsky
and Bulgakov the point of departure in Schwartz's grotesque is the
fantastic element of fairytale. Indeed, the fantastic plane with
its indication of the genre of the fairytale (its traditiomal
fairytale subject, devices typical of the fairytale and fairytale

characters) is clearer and further developed than the real. The
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plane of reality is represented:

1) by details of everyday life with the help of which are transported
into the plane of reality such fairytale characters, situations and
evemts as are least of all appropriate to it, for example the dragon,
the ogre and the executioner;

2) by the concentration on things which are as a rule ignored by
fairytale, for example, the character's way of thinking, on the
motivation of their actions which is possible in the modern world

but not in that of a fairytale. The first minister expresses surprise
at his assistant’'s eagerness to act in the following manner: <«Bx
cofnpaeTech XeflcTBOBATH, NOka Bac eme He ofopumau? Ja BH ¢ yMa

comm. Ba He SHaeTe WYTO XM, YTO TAKOE KAHNEAIDHE:> (TepP.262)e The
princess justifies people's lies to her: «MoxeT ONTB, BaM H HE ATYT;

Yy Bac BCEero OXHa KOMHATA, A& MHe BEYHO JI'YT.» (T.p.250) The ogre
reacts to the scholar's loss of shadow: «J/la Ey? [lpoxasTull xxuMaT!

# kax eroc yropasiuxo? llofixyT cxyx:u,., [loxyMawT, YTO 3TO SNHACMHEN,»(T.253)
A woman laments on the rising prices during Lancelot's battle with

the dragon: <«llozyuaTs Toxsko! BoflEe HIeT yxe HeIHX 6 MUEYT, 2 KOEIA

e eme He BHZIHO, Bce Tak B3BOJXHOBAHH, JEX€ IOPOCTHE TODPI'OBEHM IOXHSXH
OeHH Ha MOJOEKO BTpoe,» (ll.p«348) Elza's friend urges Elza into an
unwanted marriage, motivating it in the following way: <«TH cuozems
ACJATE JDISM TAE MHOro job6pa! BoT Eampumep, TH MOXENP IONDOCHTH XCHHXA,
YTOGH OH YBOJHJX HAYAJBHMEA MOero nmami, Torza mama saliMeT ero mecTo,
6yZeT mOXY4ATH BABOE GOJBKE XaJXOBAHBA, M MH 6yAeM cuacTiUBH.» (l.p.370)
3) by indications of the times leading to associations with contemporary
regimes (numerous examples in "Ten'" and "Drakon" can be related

to Nazi Germany or Stalin's Russia or any totalitarian state).



In "Ten'", for example, there is the conversation between the
Doctor and the Scholar which evokes a semse of terror familiar
to people of Hitler's Germany or Stalin's Russia:

«YueEnii: DBH BCe CINNAJIHM M He BMENAIHCH?

JoxTop: UYro B! DBeas om wmEOBEMK Oco60 BaxEEX iex, Ba passe
He BHAeTe, kaxkaf 9TO cTpamEas cExa? £ sHEax YexoBexa HeolwuaftEOft
xpadpocTe. OH XOAHX c HOXOM Ha NeXBeiefl, OAMH pas Jaxe Iomex Ha
JdBB& C POJEME DYKa&NH, = ODABXA, C 8TOR mocieiHell OXOTH OH TAEK K
He BepHEyaAcf. H BOT 9TOT YelOBeK ynal B OGMODOK, TOJKHYB EE€YASEHO
TaflEOro COBETHHEa., JTO OCOOHE cTpax. Passe yANBETEIRHO, WTO M
a2 Gomcs ero.» (T,.p.280)

The scénes between Charlemagne and his "friends" in "Brakon”
recall the acts of mutual distrust and betraying of one's friemds
80 common in those years:

«llapaenaEs: 3ipascTeyliTe, rocnoia! (Moxwamwe) Bu He ysEaeTe MeHZ?
1-ft ropoxasuH: Komewso, Her. CO BuepamEero AHi BH CTRJN COBEDNEEHO
HeySHABACMHMH o

Dapaenass: [loweny?

CaioBEEE: YzacEHe JXnAH, [[pHEMMANT WyXEX. [IODTAT EQCTpDOEENE JDAKOHY.
3To xyxe, WeM IO r'aseEy XOANTh. Ja eme cIpamsBapr - moueMy?

2=t ropoxamEn: { JINYHO COBEDNEEHO HE Y8HAD BAC NOCJIE TOTrO, K&K

BAN JAOM OKDYXHJIA CTpDaxa,» (l.ppe348=349)

The third act of "Drakon”, when the Burgomaster is in full
power recréates the personality cult of any dictator. The act

opens with the preparations for the welcome of the Presideat of

the free city:



«TeWpax: Oramumo! Crofire, BcrasEu sizecs YTO=HHGYAb 8TAKOE,..
TryuMaE=HOe, X06poieTelbHOE,,.,.llofeiuTess zpaxoEa aTo ImfaT.
(lleaxaeT naxsnams) Croitre, crofite, croftre! Cefiuac, cefiuac,
ceftvac! Bor! Hamexa! Jlaxe nramkm wEpEKapT Becexo. 3a0 ynio -
A06po mpumxo! Uux-wupux! Uspux-ypa! llosTopum.» (l.p.358)
«Topozame: (TExo). Pas, zsa, TpH. (Tpouxo) la sipaBcTeyer
noGexwrexs zpaxcEa! (Tmxo) Pas, aza, Tpu. (Tpomxo) Ja sipascTsyeTr
HAN NMOBEJHTEXS...(l.pp.358-359)

The scene demonstrates to what absurdity the cult of personality
can go. The methods of spying and informing as used by the
President of the free city must be familiar to people of any
dictatorial state. Here are some remarks from the conversation
of the Burgomaster with the gaoler:

«Topesmux: Ara. OJ3EHAYMT, HEe CAXaTH, KOTODHE NOHEYT?

ByproumcTp: Her, oruero xe, Caxaft, Eme wero mumyrv?

Topesmux: CTHIHO cxasaTs. IIpesMACET - CKOTHHE, Ero CNE MONEEENK...

llpesmaenT (xExExaeT 68COM)...HE CMEN NOBTODHTH, K&K OEM BHpaxaprcs.
Ozraxo Goxpme Bcero NEmYT 6yxBy «lI»,
ByprommeTp: Bor wyiax:. Jaxcs Ex eror JaEmeior. A cEex Tax ¥ EeT
ceBejeHuft?
Topesmux: [lponax.
ByprommcTp: IITeEn zompammsax?
Topesmux: Ara.
ByprommeTp: Beex?»

All these features in building up the plane of reality destroy
the illusion of fairytale and contribute to the appearance of the

grotesque. Nevertheless, since the point of departure for Schwars
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is a fairytale, the tendency to destroy the world of fairytale
interacts with another - that of restoring its boundaries. One

is constantly reminded of the fairytale facade and it finally
prevails over reality. The characters, with their fantastic
qualities, in the end still remain fairytale characters. Indications
of the times never become so concrete that they can be applied only
to certain particular events, to & precise reality. The fairytale
country is too indefinite to be related to any real country. The
genre of the fairytale gives Schwartz the opportunity of avoiding
direct parallels wi th Soviet reality. The factual basis is felt
less in Schwartz in comparison with Mayakovaky or Bulgakov. In
"Drakon"” we can hear a protest against autocracy in whatever forms
it is clothed. Similarly in "Ten'" hypocrisy and falsehood are
exposed regardless of the country they belong to. Of course, all

this can be explained partly by the fact that overloading with

factual material (bringing obwious associatioms) would creat cemsorship

difficulties and perhaps Schwartz's fairytales would lose that

sense of proportion necessary for the preservation of the genre of

fairytale itself.

2. The function of Schwartz's grotesque.

How can we explain and justify the appearance of a
heterogeneous element - that of the plane of reality in Schwartz's
fairytale world? Does it follow the laws of fairytale? We think
that the presence of contemporary reality in Schwartz's world of
fairytale with the resulting emergence of the grotesque can be

explained firstly by his personal assumption that the fairytale
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(the fantastic) and reality are very similar to each other, that
one little trifle is often endugh for them to cease being different
from one mther.l Secondly, in Schwartz's opinion the fairytale
has to undergo changes to bring’it up to date. "Fairytale does
not have the right to be stupider and naiver than its time, to
frighten people with fears which were horrible only in the past

and not to notice the hideous things which are particularly dangerous

"
today Be Schwartz's vision of reality was characterised by the

intertwining of the real with the fantastic: “That vision of reality
which was characteristic of him demanded the intersection of reality
with the fantastic™ . From the reminiscences of those who knew

him Schwartz has always been drawn towards the fairytale evem in

his early so-called realistic plays ("Undervud” "Priklyuchenie
Gogun;n!ma"): "the fairytale as if against my will burst into
them". "It never occurred to me that I was in any degree writing

a fairytale. I was profoundly convinced that I was writing a purely

realistic play"‘- wrote Schwartz about his early play "Undervud”.

1&: sEaxE [lsapma». Hax.MexyccTBO M=J,1966.p«89.

a‘ibld.p.l?&.
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In this play despite the realistic surroundings life-like situations
and events (the action concerns the plan to steal a typewriter.
The crime is prevented thanks to a little girl who warns the public)
the characters, particularly the little girl and her stepmother,
remind one of fairytale (Cinderella and her stepmother, for e xample).
Being restricted only to this resemblance, the characters do not,
however, acquire a double nature and the play does not maintain a
two-level structure which would give us the right to call it grotesques
Schwartz's grotesque also includes a considerable element of
satires But due to the vagueness of the setting and of the
nationality of the heroes, his satire never can be applied to any
actual country or directed against any actual persons. Of course
occasionally Schwartz indicates quite clearly that his intention
is to satirize Nazi Germany. In "Drakon”, for example, we find a
lot of indications that the Dragon's image alludes to Hitler (for
example, the Dragon's prosecutions of gypsies compares with Hitler's 4 Y
of the Jews). Nevertheless, we cannot preserve the impression that
the Dragon is Hitler for very long. The Dragon's .image is too
generalized. Schwartz never mentions, for+example, how the Dragon
is dressed, leaving it to the reader or spectator to supply their
own portrait of the dictator. The names of the characters in both
plays are nmot just of German origin but also of Italian and Spanish.
For once there are no Russian names or any indications of a Russian
background. Schwartz deliberately avoids making parallels with
Russia. But it is precisely because of the universal nature of
his satire that the parallels appear. The German reader of the
play may recognise in the sceme of the Dragon's battle the German

method of reporting Hitler's defeats favourably to the German people,



the Russian reader will substitute Russia for Germany and recognize
the same techniques etc. Schwartz's satire is usually of a
political nature and it.is clearly directed against dictatorial

states past, present or future.

3. The elements of comedy and tragedy in

Schwartz's grotesque structure.

Schwartz's grotesque structure is distinctly comic. As
with Mayakovsky and Bulgakov, reduction lies at the basis of his
comedy. Schwartz's kings, dragons, ogres and princesses are
transported on to the plane of reality, surrounded with details
of everyday life, humanised and transformed into modern scoundrels,
Thus they are reduced to the level of modern nonentities. (This
comic technique of reduction relates only to the fairytale villains,
and not to heroic characters opposed to them. The positive
characters, though humanised, are never trivialised in the same way
as the villains. Schwartz humanises them by endowing them with
qualities of a modern Don Quixotcl. These qualities do not transform
them into comic characters but rather add a strong element of
tragedy to everything they do or say). The reduction of fairytale
villains by means of their transportation on to the plane of reality
is one of the sources of Schwartz's comedy. At the basis of this
comic reduction lies the sharp discrepancy between that to which
we are already accustomed and whose recognition we think we are
prepared for and that which we find in Schwartz's which appears
before us to our surprise, Transformations of fairytale villains

and the details surrounding them are so unexpected that they

1"al\..lom.xel. <«Cxaska ecTh ckasxa»d in TeaTp N.4,1968,pp.72-77,
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immediately evoke laughter. Confronted with this outward apparent
alogism we laugh and only later do we discover that this
transformation is quite natural and justified.

Schwartz's comedy includes a great deal of funny situations,
Characters and linguistic means which are funny precisely because
of their two-levelled structure: two kinds of situations, two
sides of the character (on the planes of reality and of fairytale),
come into sontact or two layers of language are contrasted to one
another. The shift tewards the grotesque in Schwartz's language
is particularly strong in the following cases: 1) In phrases
built on a confrontation of figurative and literal meaning.

Pietro and Cesar Borgia are two ogres and two modern scoundrels at
the same time. Their speech reflects both sides of their characters:
«llseTpo: i chem ero OpH nepsofl BOSMOXHOCTH.

llesaps Bopxma: Hexo GyzeT ero csecTs. Ja, Haxo, Eaio. Ilo-moexy,
cefiuac cauuil moaxoismE# MmoMeET. UYeaoBexka Jerde BCEro CHECTS,

EOrza OE 60JE€H HIH yeXax OTANXATH., Beis TOr2a OH caM He BHaET,

ETO €ro ch»ei, ¥ C HEM MOXHO COXDAHHNTE OpexpacHeiiume OTHONEGHHSH,»
(T.p.254) Or here is another example: <«Il-Hil FODOXaEMH: JTO
OOMBH SDCHNS, MAXLUMK!
«Maysgux: Bor s ® rosopm, WTo o6MaE, f caM WacTo iepych E

HOHKMAD, YTO K YeNy.» (n,p.aal)(aoouan 8peENS? ag optical illusionm
(figurative meaning) and the word «o6MaE» in its literal meaning -
a lie.)

The phrase <«uOTepsTs roJoBy» (to lose one's head) in the
figurative sense is contrased with the literal meaning:

«lpumnecca: A WTo cxasaiM ON BH, €CIN OH ICEEX BAN NOTEDRX

roxosy?» (literal)



fafimuil COBETHME: JTO OF OT ANGBH, NpEELECCA.> (figurative) (p.302)
and remarks of other characters:

«llesaps Bopazma: IorepsTs TOXOBYy B Takolf BaxEufli moMeHT!

llseTpo: Boasar., M eme mpe Becex! Ilomex 6 k ce6e B xaGuEeT

H TaM Tepix ON WTO YroiHO, CEOTHEA.» (T.pe303)

2) In phrases built on the realisation of a metaphorical expression
88 & result of its literal reading and the consequent destruction
of figurative speech: the ministers in "Ten'" understand each other
€C UOXyCJIOBa»:

(Ilepui uEENCTp: Kax sioposne?

MuEmcTp ¢mmamcos: Orspa.

llepeuit mmEmcTp: leaa?

MuwmncTp ¢uEaEcoB: OueRs nio,

llepeuit ¢umancoB: Komxype.» etc. (T. pe«258)

The Minister of Finance ("Ten'") cannot move a finger literally
without the help of his valets, who carry him on to the stage

and when ordered give him poses according to his moods:

«lIprjailTe MEe nosy, pacnoJaramiy» Kk Jerxoff, ocTpoymroff 60aToBHE>»(p.268)
«Jlaxed, OGESTEL ee M npHiaiiTe uMEe nosy kxpafitEef GessadoTEHOCTE®(p.270)
dipuzafiTe MEe NOsy HOJIHOTO YAOBIETBODEEMS NPOHCXOASHMME

coOTHSMI» (pe291)

«lpraafiTe wEe nosy KpafiEero BOSMyNEHHS?» (p.201) «mosy Kxpagsero
yAuBaeEus» (p.269).

In "Drakon"” Schwartz realises the metaphorical expression
<pasjipoeHEe JuYHEOCTE®» (splitting of the personality). Thus the
Burgomaster literally has two halves of his self who speak in

different voices:

e
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«Byprommcrp: llosipasisv Bac, rocmoza, y MeEs Eavaiocs pasiBoeEme
JuYEOCTH. (BacoM) TH wro ze aTo jeasems, crapas Aypa? (ToEeHBEO)
He smzums, wro am, mpeiceiaTexscTByn. (Bacou) Ja passe aTo
zeHcxoe Xex0? (TomeEHsko) Ja 3 X cama He paza, xacaTex. He caxafiTe
Mend, GEAEyD, HA kOX, & ZafiTe OTISCHTE NPOTOKOX. (CBOEM roXOCOM)
Caxymaxu: O cHaGXeEHN Hexoero JamneiorTa a]Enen. llocTamoBRaR:
CEaGANTS, HO cxpenf cepiua.» (L.p.335)

Occasionally the Burgomaster's reason disappears and he literally
looks for it:

«BypromucTp: Ilosipasasmo Bac! Y MeHs samex yu sa pasym., Yu! Ay!
Orsopuchk! Britam!> (l.p.324)

The muledrivers, in "Drakon", literally think as one because they
€C MBILX JeT pPAaCOTEJN BMECTE E TAK CpadOTAINCh, WTO H AyNAEM, H
roBOPEM, KAK OANH Yejopex, Mu Jaxe BINONINCE B OANE XCHL N QINE
MEr H XeHEINCh HA DOAHEX CecTpax-CiusEenax.» (lL.p.343).

3) For the sake of comedy Schwartz often destroys the meaning of
a wobd by restoring its original meaning and creating logic from
the original meaning of the same word:

«CaJOBENE BHDACTHI YyASCHENE AENTHEN I'JIASKH, KOTODEE RYDSTCH,
NOAMHI'EBADT H JAXe YMENT WHTATH.? (L.p.333)

<«Jasnexor: Ba yumam JsBEENl 8€B XDHUATS <«<Yp& NDEsHICHTY> 7»
«Ca0BERK: Jla, TOXBEO, NDOKDHYAB, JABBHENR 8€B EKaxiull pas
noxasuBax MEe ssEk.» (1.p.378)

Sometimes the same effect is achieved through anology evocked by
the meaning of the word or phrase: «Y NMEES CEroiES DaCHyCTHINCH
wafisye pOsH, XJeGHNE® DOSH M BHHENWEG DOBH, IlOCMOTDHES HA HEX, X

TH CHT W OBSH,.» (l.p.348)
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<A BOT BHHA Takue CTapue, YTO BIAJE B JETCTBO H NDHIarT, K&K
MBJICHBEHNE B CBOMX GYTHIX&EX.» (J.p.371)

4) The unexpected usage of words through false etymology results
in a comic impression: «Kaxiuit pas, xax BN HieTe Ha cIyx6y, BaM
BElapTci NOXTEMHNE, 8 KOria BH MierTe jomoffl - ormyckmme. CoéepeTrecs
B IOCTR = BaM JaDTCH KOMAHINDOBOYHNE, & CHIHTE JOMA = BANM ILIATATCSH
KBAPTHDERE.» (1.p.362) As with Mayakoveky and Bulgakov, Schwartz's
comedy is intensified by auditory effects. In addition to realised
metaphors, various combinations of incongruous words and the
resulting puns, a large number of auditory effects are achieved

by other methods. Here are a few examples:

The auditory comedy of the governess's language (loamit xopods)

who talks in Russian by building phrases according to the laws

‘'of German grammar like: «BuH: DyxH $OH KADMAE®, <A § CIID EeT»,
«XoTHM MH EATH, /JmaThs BE8AO HOC Wepes», Jlioxoff MaisuMmEa TH
ecTs», <«He Eoc TepeSm. Croft mpam.»

The auditory comedy of the Burgomaster's speech consisting of

an accumulation of senseless sentences which have no connection
whatsoever W th each other: «3a MEOR, BOCKIMKHEYX AHCT, N KIDHYX
SMEeD CBOEM OCTDHM KIDBOM, 38 MHOM, cxasax XOpOXb, M OrasEyIcS

H& EOpOJeBy. o8 MHOR JeTelH XpaclOTKM BEDXOM HA M8SmHENX
TpocTOYKax. Kopove rosops, S HOCHIAX 38 BAMH, I'OCHOAMH JAHNSJOT.»
(I1.p.330).

Auditory comic effects resulting from the use of children's

counters or songs (like those in the language of the Burgomaster

in "Drakon").
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«Pas, ima, TpDH, weTupe, OSTh, BENEA DHUADE NOI'YASTH...BApyT
ADAKOHYNK BHJICTACT, NPEMO B DHIADS cTpeaser., . llupsnad, oft-
ofi-off, 0634Ba4M saceiaEMe SaxpuTEM.» (I.p.336). The Burgomaster
sometimes talks at the speed of a tonguetwister: <« (cxoporoeopxoft)
loTpsceEENe X B3BOIHOBEHENE XOBEDHEM, KOTODOE BH, Bame
TPEBOCXOAETEIRCTBO, OKABHBAETE EaM, paspemas BHEOCHTH CTOXD
BaxHHEe DENCEN§, ODDOCHM BAC BSAHATH MECTO NOYETHOrO NpeiCeiaTead.
OpOCHM JXB&,

NpocEm pas,/mpocum Tpu., Coxpywaescs, HO AeJaTh Eedero. Haumen
camm, Cazmrecs, rocnoza. O6BABASK saceiaEme,,..» (l.p.235)
It is, as we see, in the characters' individualised speech that
comic effects are particularly strong.

Is there tragedy in the grotesque fairytales of Schwartz?
We know that the conventions of fairytale oblige Schwartz to
reduce the tragedy, to bring everything to a happy ending.
Nevertheless, despite the genre of the fairytale a serious, tragic
element is apparent in Schwartz's fairytales. We have already
mentioned that the unexpected transitions from the fairytale plane
on to the plane of modern life and vice versa was the main source
of comedy in them. But the same shift from fairytale to reality
contributes to the appearance of tragedy. The metamorphoses
affecting the executionmer, doctor ("'Ten'") and Lancelot's battle
with the dragon, may serve as examples.

The material, the themes and problems Schwartz raises, provide
opportunities for the appearanse of tragedy and serious thought.
One can look at Schwartz's fairytales as allegorical interpretations

of how he sees the world. He obviously does not simplify this



world, but sees it in all its complexity and interlacing
contradictions of good and evil. In "Ten'", we are presented
with an external struggle between good and evil that goes on in
life. This struggle with destructive evil forces personified by
the shadow is full of tragedy., It is true that Schwartz's "Ten'"
contains an optimistic view (as opposed to Andersen's tale where
the Shadow subordinates the scientist to its will and brings about
his destruction), the triumph in Schwartz is temporary, the evil
forces cannot prevail for ever: for the existence of evil good
is necessary Jjust as for the existence of good evil is necessary.
(The conclusion is rather paradoxical: «3a4YeM EM BOCEDENATSE
XOpomero weaopexa?» asks Anunf-htu, <YTOON IIOXOR MOr' XHTH»,
answers Hulia). But this optimistic view with its paradoxical
twist is disrupted by the tragic thought of people's adherence
to everything false in life. And even more tragic are the parallels
they bring with present-day reality. Similarly, in "Drakon",
Schwartz presents as a genuine tragedy the problem of the
relationship between the people and dic tator. The thought that
the people need a dragon, that they are happy W th their tyrant
without noticing the horror of their situation, is full of t ragedy
on its own. The associations of this thought with the fascist
domination in Germany or with the cult of Stalinm in Russia only
deepen these tragic effects.

¥We bave mentioned that on the surface Schwartz's fairytales
are optimistic, as fairytales should be. This superficial
optimism however has a strong inclination towards tragedy.

Lebedey says that "some of his fairytales are too optimistic to



raise man's hopes. A note of 'optimism at all costs' which is
close to despair is heard in them at times.”’ And this optimism
is particularly strongly expressed in Schwartz's positive characters,
such as Lancelot and the Scholar. What is it that makes these
characters so tragic? Lebedev says that they have much of the
modern Don Quixote in 1:!1-.:i They throw themselves into battle,
knowing that most likely they will perish, they fight evil kmowing
that they will be destroyed by it. In fact, they cannot but
perish or be destroyed, since such is the presentation of reality
of the real plane, which can only lead to their deaths. And
they die very realistically just as real people would do in such
circumstances. All this intensifies the tragic e lement of Schwartz's
fairytales.

Nevertheless we are dealing with the gemre of fairytale,
and the conventions of fairytale demand a happy ending, so Schwartz's
characters come to life. But the reader (spectator) who has already
witnessed the complexity of the reality behind the fairytale facade
can hardly believe in it., And then the conflicts in Schwartz are
left open and practically unresolved. Despite the happy ending
that the conventions of the fairytale demand, the main task of
removing the d ragon from the people's souls is only in prospect
and this is the most difficult task since the thought that the
dragon is rooted im every human soul is basic to Schwartz's play.
In "Drakon”, all hopes are in the future: Lancelot says:
1'A.Jedejel.op.c:lt.p.u.

3'1bad.pp.42-44.
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«PafoTa NDEICTONT MeIxas, Xyxe BMEMBEEEg. B KaxiOM ES HEX
UpHAeTCS yOHTH ApaxoEa...C BeMN NDHIETCE NOBOSHTECH.» (J.p.380)
Of course Mayakovsky also counts on the future, but the disappearance
in the future of all negative sides of life is given as a fait
accompli. ¥Yhether they disappear for Schwartz is an open question.
The same is true about "Ten'"”, where the Scholar and Anun&iutl
leave a horrifying but strangely familiar world where obviously
there would be no changes after their departure.

Of course one can say that superficially in Schwartz's plays
the fairytale plane dominates the plane of reality, which is
why the tragic element can not last too long. As soon as
associations with reality become too obvious, they are immediately
interrupted by the fairytale plane, so it is often difficult for
us to preserve the tragic impression for a prolonged period. We
might even laugh at the fact that we took a fairytale character
too seriously having recognized him as 2 modern person. But
the opposite is also true: having finished laughing, we never-
theless return to serious thought and start pondering on what has
Just happened and on why such & view of things was possible. The
complex reality comeSback to us and again we face tragic parallels

with our own lives from which we had just deluded ourselves that

we had escaped.



v Conclusion

We conclude that the structure of the grotesque in the works of
all three writers follows the gemeral principle of a combination of
two mutually exclusive elements: the fantastic and the real.

There are differences, however. In Mayakovsky's plays the
heterogeneocus elements of his grotesque structure (the fantastic and the rea:
mutually exclude each other and have no actual point of contact, while
Bulgakov draws the same elements together so that at times they coincide.
This difference in the structural features of the groteaque of the two
authors is closely related to their intentions, and in Bulgakov's case
to his vision of the world. Mayakovsky's intention was to satirise the
present, to show its complete unacceptibility for the future, thus it
was not Mayakovsky's purpose to look for similarity or points of contact.
Hence also the form of Mayakovsky's grotesque is intentionally comic
and the tragic element is reduced to a minimum.

As we have seen, Bulgakov's intention can never be limited to a
satirical one. His grotesque often stems from his vision of reality
and his personal experiences. It reflects to a larger degree than
Mayakovsky's a rather pessimistic outlook. Thus the relationship
between comedy and tragedy is more complex in Bulgakov. They are
rarely isolated from one another, we are nearly always given tragi-
comedy.

Schwartz's grotesque differs from Mayakovsky's and Bulgakov's
in the nature of its fantastic element: that of fairytales Schwartz
takes the plane of the fantastic as his point of departure and by

endowing it with the attributes of our reality makes it real, It is



the fentastic plane of the fairytale that becomes reality, unlike the
real in Bulgakov and Mayakovsky that becomes fentastic.

This structure results partly from Schwartz's vision of reality
in which the fairytale and the real are very similar to each other.
While being very comic and, superficially at least, optimistic,
Schwartz's grotesque fairytales reveal a strong tendency towards
tragedy.

As earlier defined the term "grotesque” is most applicable to
Bulgakov. In complexity of structure and in proximity of comedy to
tragedy Bulgakov has found the most totally integrated combinations

of "phenomena that cannot be met together in real life".
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VI Afterword

It 1s clear from what we have said that the grotesque in its
essence is alien to reslism, and especially so to the official
doctrine of socialist realism. One need only recall the critical
bombardment which the works mentioned in this thesis have
sufferedi Mayakovsky's plays were banned from the repertoires
of Soviet theatres from 1929 to 1955, Bulgakov's name disappeared
from Soviet literature, and only Schwartz's "innocent" children's
fairytales found their place on the Soviet stage. This is mno
accident, since at the basis of the grotesque lies a subjective
approach to reality, and the writer who applies the method of the
grotesque deforms reality according to his subjective wishe.

As we have seen, the grotesque is often closely connected with

the author's personal vision of this reality which does not necessarily
coincide with the vision demanded by official doctrine., This

strong element of subjectivity which makes the author abandon
concrete forms of reality and allows him to escape into his

unfettered imagination is alien to socialist realism, which demands
that the author submit his vision to that of the majority and to
restrict his imagination to a "historically concrete” depiction

of reality ss in Novichenko's definition: “there is no socialist
realism outside historicelly concrete thcught”..."the reality

observed by the artist is historically concrete, and the reflection

(-7



and the refraction of this reality in the artist's comsciousness
are historically concr.tn"l. In a recent attack on the grotesque
disguised under the title of "Strannaya prou“’, the author
writes: 'Strange prose in the form in which it exists today simply
does not fit into the Literature and Art of Socialist realism,
since one can not talk seriously sbout partymindedness, national
and civic character and historism as applied to strange prose.”
Despite present-day interest in the grotesque, there is still
some mistrust of it. Some critics (Yu.Mann, D.Nikolaev, Fradkin)
try to justify its presence in Soviet literature on the grounds
that the whole of literature in the twentieth century is drawn
towards conventional forms and the grotesque is one of them;
others do not reject the grotesque outright, but surround their
recognition of it with such numerous reservations that it amounts
to negation. Kovalev, for example, allows the use in socialist
realism of conventional forms (including the grotesque) in the
composition or in the construction of characters, but he hastens
to assure us: 'but now the application of conventional forms is
becoming restricted. Realist writers reject many traditiomal
literary conventions. They are consciously trying to comvey the

content of reality in the forms of reality itself and to reproduce

3
life's verisimilitude.”

I'J.Houwm «0 MHOroofSpasHR (opM H CTHIeR B JETEpaType
commaiNcTYecxoro peaxusxa» B,JX,1859,N.5,p.6C.

z’B.lmn:on «CrpaEEas nposa» in OxTa6ps,1872,N.7,p.202.

3ep.Kosaiés «O XyAOZECTBENHAH YCIOBHOCTH B JHTEDATYDE®
in «BompocH coseTckoRf xmrepaTypi» VIII M-I, 1959.



Novichenko declares that "not every conventional form is

acceptable to us., We are against modernist formalistic conventional

forms which are based on subjective arbitrariness and deformation
of reality, against conventional forms which are cultivated by
the Western decadent writers Osborne and Bq(\katt, since their
conventional form is either a feverish mirage, a Phantasmagoric
distortion of reality, or a means of embodying their capricious
sophist wisdom".® One wonders how the grotesque can be founded
on anything but subjective arbitrariness and the author's
deformation of reality.

Socialist realism with its compulsory demand for optimisa
cannot tolerate the emphasis on tragedy in the grotesque. All
attempts by the critics to ignore the tragic in the grotesque,
to reduce it to nothing, distort the essence of the grotesque.
Sakhnovsky-Pankeev sounds paradoxical when, on the one hand he
rightly suggests: "One encounters the grotesque in its pure
tragic or comic form extremely rarely. Grotesque never evokes
carefree gaiety. Bitter laughter is its natural reaction”, and
on the other hand he draws the ridiculous conclusion that "The
bitterness of the grotesque fades only in Soviet comedy. Here

it has the opportunity of freeing itself from the tragic, since

2
the grotesque image is now perceived in an optimistic perlpacti.ve."

g *J,HoBHUEHEO, Op+Citep+59e

2‘B.A.Cunoncnl-namel «0 xoueamu», J.1957,p.103,.
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The grotesque image often includes a considerable element
of allegory, reticence and ambiguity; it often opens up the
possibility of more than one interpretation and it benefits if
the author, without trying to become intent only on ridiculing
the depicted world, expresses ambivalence towards this world.
From the point of view of Socialist realism, this is unacceptable:
"In a grotesque image there can not be any vagueness or reticence.
It demands a precise ideological position from the autbor."?

Resort to the grotesque as in the twenties and thirties
remains a rather dangerous practice for Soviet writers. Recent
events concerning Sinyavsky are a sad example. The grotesquely
fantastic world of Sinyavsky - his subjective vision of the world -
was recognized as a deliberate distortion of Soviet reality.
His ironic attitude towards his syrroundings including the sacred
figures of Lenin and the Party brought angry rebukes similar to
the ones Bulgakov used to hear.? Aksenov's use of the grotesque
in his stories "Zatovarennaya Bochkotara”, "Pobeda”, in his play

"ys'e v prodazhe” and recently in his story "Randevu" was frowned

uponsand the Strugatsy brothers' introduction of the grotesque

1 'B.A.Canoncni-nnmel ;OpP«Cit.p.107,

2'.!..Epem «Jlepeseprun>»,dspecTus, 13 sEBapS, 19664

Sey.Cozorena «C mpeyseiMueHESME ¥ CEOBEICHMSME>
in JmTepsaTypHas rasera, wait 1,1968



in their science-fiction stories with the subsequent weakening
of science-fiction motivation was seized upon by the criticl.l
Mezhenkov even blames Bulgakov's "Master i Margarita" for the
increasing number of the grotesque works in Soviet 11terntnro.2
The fact that despite severe criticism writers continue to
show interest in the grotesque in their writings proves, one might
suggest, that they are not content with the old forms of socialist
realism, that socialist realism has outlived itself and can not
offer anything new, Sinyavsky seems to be right when he writes:
"I put my hope on phantasmagoric art with hypothesis instead of
purpose and with the grotesque instead of descriptions of everyday
life. It most completely corresponds to the spirit of modernity.
Let the distorted images of Hoffmann, Dostoevsky, Goya, Chagall
and the most socialist Mayakovsky and many other realists and
non=realists teach us how to be truthful with the help of the

absurd tmtnltic."s Whether this will come true remains to

be seen,

1"ll.“\l:puc:nol!n];m:.tll «JlByanxas KEEra» in XypEAJXHCT,N.3,1969,pp«56=57.
2'B.I!nl:lol.op.c1t.pp.189-m3.

a’A.mnﬂ,op.ett-p.M-



BIBLIOGRAPHY.

I Primary Sources.

II Secondary Sources.

l.Works relevant to some aspects of the
a) in Russian.
b} in English.

2. Critical works on Mayakovsky.

a) in Russian.

b) in English.

3. Critical works on Bulgakov.
a) in Russian.
b) in English.

4, Critical works on Schwartz.
a) in Russian.
b) in English.

grotesque.

160



I Primary Sources.

Masxoscxuit B.B, T.1I, (KEEocneRapEm X niecw 1926-1930) in TNoamoe co6panue

COYNHCENR B 13 Tomax, Mocksa,Hsz. XyioxecTBeEEas imTepaTypa. 1959,

Masxoscxuit B,B. T. 12, CraTim,saueTxu,BHCTYILICENs, (R0S6ps 1917=1930) ibid.

Byaraxos M.A, «3amucke Ha ummmxeTax» in Poccms ,1923,N 5.

Byaraxos M.A. «BaaxemcTBo» in 3Besia BocToxa N 7,1966,pp.75-107.

Byaraxos M.A. «ipam BacmasesHu, MepTere Jyvmm.» Mprxer, TopapumecTBO 3apyCexHEX

nucaTexefl. 1964,

Byaraxos M.A, «Co6ause cepime» im CTyaesT ,Flegon Press, London, 1968.

Byaraxoer M.A. <MacTep x Maprapura» ,lloces. &pamxdypr. 1969.

Byaraxos M.A. «Beaas rsapius», Bradda Books, 1969.
Byaraxos M. A. «lsssoauaza», Flegon Press, Lomdon, 1870.
Byaraxos M.A. «Poxopue situa», Flegon Press, London, 1970.

Byaraxos M,A, <«Ber», Prideaux Press, 1970.

Esapu E. «lsec» , Jemmerpax. CoseTcxmil mucaTexs., 1960.



5 168

I1 Secondary Sources.

1. ¥orks relevant to some aspects of the grotesque.
a2) in Russian,
b) in English.



" 169

a) in Russian.

Baxrux M. <«TsopuecTso ¢pemcya Padie x HADOAEAA KyxsTypa CpeiEcBexoBRs M

Peneccanca»,Mocksa.XyzoxecTeermag JHTepaTypa.l1965,

Beauscxu#f B,«O pycckoff nmosecTE ¥ mosecTax r.Toroaxs», Hs6pamoe, Mockma,

XyaoxecTBeEHas JHTepaTypa.T. I, 1959.

Beprcor A, «Cuex B XMSEN ¥ Ha cueHe»,¥si. Bex.Cun6. 1900.

Boasmas sEmaxxomemns,(Cns. 1802,(o rporecxe T.7,PPe227-228,)

Bopes P, «Kommuecxoe», Mocksa, HcxyceTeo. 1970,

Bymmumr A, <0 runep6oxe ® rporecke B catupe Heipura» ,Bompocu coeerckoft

JNTEpATYDH,V, Hsx. Axazewmum Eayx, M=J,.1957,pp.7-63.

Bumorpaioe B. <HaTypasicTEYecKEf rporeck noesecTE Ioroas «Hoc» in «3BoXmmEs

pyccxoro mEarypeixssia», JeEEErpax, 1929.

Boasxexwreftn B, «lpaxarTyprus» ,Mocxsa,®erepamus,*1929.

Byamc A. «CopeTckuil caTHpNUeCKHR DOMEEH, Opoamius XAEpa B 20-30 € roiw»,

TamxkesT, 1965,

Byamc A, «B Ja6opaTOpER cuexa», Mocksa, XyIOTecTBeHHAaS JHTeparypa, 1966.



) 170

Taxmy A, «OnnT mayxm NBSRHOrO, navepTamEn? l'aamver» .Cns,1825.

Tpoccuax I, <«Tearp Cyxoso-Ko6uamea», Mocxea. 1940.

Tpysaes H.«llucxyccun o cospememmoft awrepaType», Pycckuil COBDEMCHENE,N 2.

1924, pp.273-278,

Aepxasuz B,H., «PamracTaxa B «Crpammof wectTm» loroas» ,Hayxosi samuck:

HAyEOBO=XOCA{A¥0i xaTeipH icTOpii yEpaimCIEOi KyasTypM, N 6,1927,pp.329-338.

Epexur ). «lepeseprumu>» (o deEracTExe CEEaBcxoro),HssecTng, 1S gxsaps 1966.

Epmos A.%. «CopeTcxas caTEpHYeckas nposa 20 x roios», Mocxsa.lsi.AxazeMum mayx, .

1960,

Epmos A.%, <«CoBeTcxas ceTEpEYeckas nposa»,Mockea.XylioXecTBeHEAS JHTepaTypa.l966,

E¢umosa 3.C. «llpoGaena rporecxa B TeopuecTse JocToeBcxoro» ,Hayxopi samuckm
EayxoBo=jocxizuoi xaTeipx icropii espomeiicxol xyisTypx,N 3, 1927,XapsxoB.

PP« 145=170.

E¢unosa 3.C, <«HavaisENil nepEol JETEPATYPHEOR ACSTEILEOCTN A,%, BexpTnaHEY,

C6. Pyccxuft pouarTusM, Hsi.Academia.l, 1927.pp.51-88.

3ansTuE E., «0 ceroiEsmEeM X cospeMeEHOM», Pyccxuil cospewemEmx, N 2,1824,pp.

263-266.

3axgTum E. «O cuEreTEsne» im »luna» , MexiyEapoiEOe JINTEpATYPEOE COXDYXeCTEO,
IW.PIMQSI-ZM.

3ansTurE E, <«Hopag pyccras mposa», ibid.pp. 191-210.



. 171

3encxas E.A. «PevueBue NpueME KOMHYECEOTO B coseTckoit anreparype»,CoopEEE

crareft ,Hccaezopamms mo S8HKy copeTcxMX mEcarexeit,M.Hsi.Arazewmsm mayx, 1959,

dymzexosuy f, «losTuxa rporecka» in «lpoGaeMi MOSTHEE» mox peiaxmuell B.f,

Bpocosa. 3emas m ¢adpuxa, M-I, 1925,

Kopaxers B. «0 xyioxecTBEeHHOR yCIOBHOCTH B JMTepaType» in Bonpocs coeeTcroft

JETepaTyp,VIII, Hex . Axazenun mHayx, M-I, 1959,
Kosaxep B, <«MmorooGpasme crTuief B coserckoll auTepaType», Mockea,Hayxa, 1965.

KpacmoGpuxuit B, «lpyiuxas xewra» (o ¢amracTExe Crpyramemx), IypEazmcT, 1969,

N3,ppe56=37.

KpaTxas awreparypEas eEmExionexms, M-I, Hax.Copercxas sEmMEKionexus.l1964.

!. 3.9.403.

Januue H.H., «Xoumueckoe B npomspeleENsx JocrToescxoro» im0 JoCTOEBCEOM®

nox pexaxumeil A, Bewa, T,1I, lipara., 1933.

InrepaTypmas smmuxaonesus, M-I, 1825. (0 rporecke. T.1.pPe181=182,)

JAurTepaTypEas sEmNMEaonexug, M-I, Hsx KomuyEmcTEYeCKOR axaiewid, 1930,

(O rporecxe T.3,ppe29-36.)

Jotuax D.M. «lpoSiexa XyAOXeCTBEEHOT'O IDOCTDAECTBA B Npoae Toroas» in

Tpyas mo pyccxoft X caassECEOR ¢NIOJOrEN, YNeENE SANHCEN TapTycxoro yeE=-ra,

X1,1968,pp«3-50.

JoTuar D N.<lls EaanieENfi Ea) CTPYETYDHEME IDEEIMDAME DANEErO TBOpRECTRA

Tama s AL4d VH 10PN ee 1T AR



- 17 %
Joruex D.M, «CTpyxTypa xyioxecrmemmoro Texcra», Mocksa.WcxyceTeo,1970.
Iymavapcxufft A, <0 cuexe» in JdureparTypExit xpuTEE, X 4,1935,
Maxapsx A, <O carmpe», Mocxsa, CoseTcruft mucarexs. 1967.
Maxm D. <lcxycerso rporecka» , Moxozas reapaus,N 4, 1957,pp.209-215.

Mamm D, <3aneTEN O rpoTecxe> im Buim NCEKyccTRa X COBpPEMEeHHOCTE , Bompocw scTeTuxH:,

Bun.G,Mocxea. HexyceTpo,1962,ppel39-174,
Mamm D.<XyzozecTseEEAS yCJIOBHOCTS K Bpems», Hosmmil smup, N 1,1963,pp.218-235,
Mame D. «0 rporecke B JuTepaType», Mockpa.CopeTckuit mucarTers. 1966,

Mamm D. «®amTacTEveckoe X peaxsEoe y I'oroas» , Bompocu JuTepaTyps,N 9,1969,

PPe105-125,
Mame D, «CTpyETypa roroieBCkoro rporecka» , Bompocw amTepaTyps,N 3,1870,pp.214-217

Mazm D, <Popuyis omememms y loroas» , Hssecrtus AHCCCP, Cepma JuTepaTyps M sSsuke,

N 1,1971.
Mamx D, «O rporTecxEOM CTEXe <MepTEix iym» ,JurepaTypa B mEOXe,N 1,1972,pp.2-7.

Maxx D, <Pesausu T'orois X mpodiems rporecka» (asTopejepaT ANCCEPTAINE Ha

coEcxaEme yueHOf CTeNeHN XOKTODAa ¢uIoIOrEvecENX Hayx) M-I, 1872.

Mezerxos B, «CrpaxEas mposa» ,0xTsdps, N 7,1972,pp.189=203,

Mefiepxoasx B, <«Bazaram» ia «CraTsu,NECHMS ,DevN , bece x>, Mocksa, AcxyceTso, 1968,

- A AR



. 173

Mupmucxxit H, <«Commaxsmas gemracrTuxa Togmara» , Jureparypmas yueda,N 5,1938,
PP«63=79,

Moruaesa T. «0 mexoTopmx BOmpocax peaiusua XX mexa», HmocTpammas JHTEepaTypa,
N 5, 1957,

Huxoxaes 1. <«Cuex = opyxue carupm», Mocksa,Bckycerso, 1962,

Huxoxaes [, <«lyTxa cxasarts- rpoTeck», Bompock JXETepaTypH,N 8,1966,pp.209-213,

Huxozaes J,«IpaEMmu rpoTecxas, BONpOCH JETepaTyps, N 4,1968.pp+26-97.

Haxoxaes J. «CaTHpmueckxoe OTpDHIAHWE N OTDHIANHE CATHDES, Bompoce aETepaTypH,

N 12,1968,pp.91-110,

Huxoxaes ], <«HcTODES OANOro ropoia® X NpoSieMa CATHDHNYECKOT'O rpoTecka ,

Bonmpocu .mTepaTypu,N 2, 1871,ppe71-91,

Hopmwenxo J, «0 mEoroodpasEs ¢opM H cTHIefl B JuTepaType>»(MaTepEalu X coBemaEMD

0O BONDPOCEM CONNAIECTHYECKOr'O peaiNsMa), BompocH amTepaTypH,N 5,1959,pp.43=76.

«Hopuit ciosoToaxosaTeas», uacTs I1,Cné, 1803,(0 rporecke p.6845)

OsmumTess E, «Cosercxas caTwpa»,CemmEapuit (Docobme Xis CTyZeHTOB),M-I, 1964,

Memcxuft 1. «O xomuvecxou y Padae», Bempocw aurepaTypu,N 5,1959,pp.172-198,



172

«lpo6aess pasEuTHS coBeTckoR JHTEPATYPH 20 X roioe», C6opEmK craTeft max.

CapaToscxoro ym-ra, Caparos, 1963,

Paccazur C, <«llecrepo B Kysope,Ee cuMTas 6OYXOTApE»(0 (aETacTEEKe AxcesoBa),

Bonpocs amrepaTyps,N 11,1968,pp.93-115,

Pyames ]l. «3auxmyTu#t wup cospexexmmoff pyccroff pamTacTHXE> ,TpaEu,N 78, 1970,

PP+166-1987.

Caxmoscxufi-llagxees B.A. «0 xoxerrm» , I, 1957,

Cunsscxft A, <UTO Taxoe commarKcTHYeCKNf peaxmsuM?» im <«damTacTuweckmil mmp

Aspana Tepna», MexiyHapoAHOEe JMTEDATYDHOE COTDYAEHYECTBO, 1967.

CxomumckEfl A, «TexE¥xa xommueckoro y I'oross», Ilerporpai, 1923,

Coaoszesa nfc NpeyBeXMYCHKSMN X CHOBHMJICHHSMW» ,JETepaTypHas rasera , maff 1,N 6,

1968,

Cramuciasckuft K, «Crarsu,.Peun.Beceau,.lluciua.» Mockea,lckycerTso,. 1953,

(o IpoTecke 9.258.)

TeaTpaxssas SEIMEKIONEeiNs, usx. CoseTckas SHIMEKIONE INH, 1966.(0 rporecke T.2,

PP+185-186)

Touamencxuit B, «Peopus aureparypudllosTExa.» 1,.1925.



S

TumgEos D, «lurepaTypEoe ceroizs» ,Pyccxait COBDEMERERE ,N 1,1924,

Tumsmos D. «locroescxuft ® Ioroas» (K TEOpHEE NApOXNE) in O Dostoevskom,

stat'i,Bromn University Press, 1966,pp. 153-196,

PapouTells A, «3cTeTEEa KOMMueckxoro» ,Bompock amTepaTypH,N 12,1960,pp.117-170,

<«Pexseron»,CéopEux cTaTelf mox pexaxnuel D. Tumsgmopa,.hsi. Academia.k,1927,

®paaxun H, «0 xyioxecTBeHHOM CBOeOGpasHN XpamaTyprus B, Bpexra.» Bompocw

XNTeDaTYDH,N 12,1958,pp.70-89.

Darumas M, «YcIOBEOCTS E GNT» in «luTepaTypEuft xHepEEREX. CraTem 1921-1923.»

Hsx. 2-oe, Mocxsa-lerepéypr, Kpyr.1923.

Exzoeckuit B, «flcxyccTeo xax npuex» in «llosTExa,COODEMEE NO TEOPHH NOSTHYECKOTO

ssuxa», Bun.3,lIr. Omoss,.19818.

Dxiyopcxuft B. «O Teopum mposw», #ai.Kpyr. M-I, 19825.

Dxausx M, ¥, «3soxpmus rporecka B [IeTepPOyPrCEEX NOBECTAX Toroas» , BecTHEK

Mocxoscxoro yE-ra, M 4,1971,pp.16-25.



= 176

dserToB H, «Cuex -mpusHax cuiw» (sameTxm o caTupe), Bompocm amrepaTypE N 7,

lm,pp. 17=-35.

OftsemmTefts C, «luTepaTypa B XEHO» (0 rporecke pp.106-107), Bompocs amTepaTypH,

N 1,1968.

Siixenb6ayu B. <«Kax cieaama lImEexs» in «O mpose» , JeHHEIpai,1969.

Sfixenéayx B. <Hexpacos» in «0 nossmu» ,JeEMErpex, 1969.

Bascéepr I «Bompocs TeopEE caTEpE> ,Mockea, CoeeTckul mEcaTexhb, 1957.

fixo6con P, <0 XyIOXeCTBeHEOM peaiusMe» in Michigan Slavic Materials, v.2.

1962.pp+26=36.



d°¢

b) In English

- "
Bortnes Jostein "Gogol's Revizor - a Study in the Grotesque", Scandoslavica,
N 15,1969, pp.47-65.

Canfield Mary "Grotesques” in "Grotesques and other Reflections",
New York and London, Harper, pp.3-11.

Elliot R.Gs "The Power of Satire, Magic,Ritual,Art". Princeton. N.Jersey.1960
Esslin Martin "The Theatre of the Absurd”, 1968.Penguin books.

Gibian George "The Grotesque in Dostoevsky”, Modern Fiction Studiel,iyf5(fif§)
PP«262=270.

Hayward M. "The Decline of Socialist Realism”, Survey, N 1,v.18,1972.
Heilbronner Paul M. "Grotesque Art”, Apollo, XXVIII, 1938.
Hoggart Mathew "Satire”, World University Library, 1969.

Jakobson Roman and Halle Morris "Fundamentals of language”, chapter
"The Metaphoric and Metonimic Poles”, The Hague}®56,pp. 76=85.

Jennings Lee B, "The Ludicrous Demon. Aspects of the Grotesque in German

Post Romantic Prose”, 1963.

Keyser W."The Grotesque in Art and Literature”, Bloomington. 1963.



Oulanoff Honger "The Serspion Brothers.Theory and Practice."The Hogue.1966.

Reich Annie "The Structure of the Grotesque Comic Sublimation",Yearbook
of the Fsychoanalyses, VI,1950,pp.194-207,

Slonim Mark "Soviet Russian Literature. “riters and Problems 1917=1067."
Chapter 5 "The NEP and the Twenties", ppe40~58. Oxford University press.1969.

Todorov Tzvetan 'The Fantastic in fiction" in 20th century Studies, N 3, May
1970,pp.76=82,

Williem Van O'connor "The Grotesque in Modern American Fiction", College,
English XX(1959),ppe 342-346.

William Van O'connor "The Grotesque: An American Genre and other Essays’,

Carbondale,Illinois, 1962,
s
Worceter p, "Ihe Art In Satire”, 1960. New York.

Wellek R.and Warrem A, "Theery of Literature”, Pemguia Books, 1963.



2+ Critical works on Mayakovsky.
a) in Russian
b) in English.

1



2) in Russian,

Bacxos B.H, «flepsas nocramosxa myecy <«Xaom», im «loeT u commexusx. K

scTeTHEe Magxoscxoro.» Mocxea.Vaz.Fayxa, 1971, pp.209-233,

Bawveamc U, «Xaon» - moBas nmseca Mesxosckoro, KoMcoMoasckas mpasia, aABaps 1,

1929,

Basm B, «XywawoBse ryisExs,XopoBoiEme urpu,»Cepns <«XpacHse nocHACIEH»,

M=J. Hax, Moxozes reapims. 1927.

Bouapos M. J.<«loMnosMmuoHENEe OCOSeHEOCTH koMezumu B,B, Magkosckoro «Bass» ia

YueEne sanucxu lopEo-AaTafickoro nei. ¥E-Ta. Bxn. 2, 19857,

Bowapos M.J. «O6pass komelum Magroeckoro <«BaEg» im YueEme sandckd I'opEO=

Axrafickoro nei.uE-T8 .BuN.6, 18958.pp. 41-72,

Bowapos M.Z, «PaEs» Ha cucEe ¥ B XpuTHke ia Hayvswe zoxiais BHcmell mMEOXH,

fugoaornvueckue Eayxm, N 1,1958, ppe60-72.

Bpux J. «Magxoscxui M uyxue cTHx», ZHaxg ,N 3,1940.

Boaxos A.P. «lacTepcTsO XYAOESCTBENHOrO HCTNOXBSOBANMSA JICKCHEM E ¢paseocxorux

» ApamaTuvecxofl carTHpe MasxOBCKOTO «Kxon» ¥ <«PaHg» im YyeENS SanMCKHE UYepEOBMIK(

-0 VH-TA,.BHI. ‘3#0 52. 1953.



Boaxos A.P. «yizozecTsessue NPHADMIE IDaMETYDPrEM MagkoBCcKOro» ia

YueEne sanwcku HYepEommmxoro YE=T&,BEN.17,T.56.1962.pp«49=61.

Saropcruit M. «luaior o «Fase», JurepaTypsas rasera,31 uaprTa 1930

Keamtus H. «Passmee cioso» im «CaoBo ¥ o6paa», Mocksa,1959.

Keaurur H, «O meaTpe Masxosckoro» im «Cioso ® Bpems».(O mosTwdeckox

MECTEDCTERE Haamncxoro.) MockBa, 1967.pps352-399.

«Kxon» B.B,Maskosckoro B I'OCTHlie.UTo roeopsT XxyXAox=MkM, im CoBpememEni

TeaTp, N 7.1939.FP-111.

KyzeExo O, «0 mexoTOpNX LPMENMNEX THNMSAmM: B ceTupe Masxosckoror,

Bonpocu ¢mxocofuu, N 5,1853.
Mans D,« O rporecke B JHTEpaType» ( o MagkOBCKOM pD.134=135, pp.83-91.)

Meziepxoass B.3, «Caoso O Mesxosckow» im «MeiKOBCKMZ B BOCHOMHHENHSX

coppexersuxos» M, THXJ, 1963,

Mepsoxsd 1. «OGauveHEEe MEHAECTBA B KOMEAUH Magxosckoro «iaom» u <«Bazsa»,



YeeHEe sanucke TOoCYyA8pCTBEHEOTO HAy4YHO-HCCIELOBATEILCKOTO EHCTHETyTa

TEeeTpa H MyaHKH 3T I' 1958. PP.89-105,

MeTyerxo A.«IpOTUB CYOHEKTHBECTCKMX MCTOJIKOBEHKY TBOpUYeCTBE MagroBcEOro»,

Kouxymmer, N 18,1957,

Muaspcxxl E.«X HCTODME COSpeBAHMR SaMECZA CATHDAYecKEX xouexuil Magxosckoros,

Haywsne samucxu YaphkoBCKOrO NeX, ME=Ta,T,26, 1957,pp.157-173.

Muagsckufl E, «Oco6eEHOCTH caTHpédeckoi TUnusamuu B xomermgx<Kion» u «Famag»,

Hayymne sanucxu XaphKOBCKOT'O Nej.KH-Ta, T.30,1958,pp.117-163.

Muagsckefl B,«MagxoBckuil = ZpeMeTypr ¥ JMTEpPATYpEas 6ops6a BTOPO NOXOBHEN

20~x rozoes», Hayumue samucku XapsKOBCKOTO NEX.ME~T&. T.32,1959,pp.3-20.

Muagscxuit B, «Catupux ¥ Bpems», Mockpa. 1963.

Muaspcxuft B, « Kion m Bams,.BompocH XYZOXeCTBEHEOrO MACTEPCTBA»,

(asTopedepar xaEiNiaTCEKOR XEccepramus) ,Xapsros,1960.



Osxuureas E. «O macTepcTee AopeBOoIrmmoEEOR carTrpu Magxoecroro» s YueEme

SamMCKE (HIOIOTEYECKOro ¢axyisrera Kuprusceoro ym-ra, ®pymse,Bun.2,1956.

PP«3-78.

Osmxmrexs E, «Cruxs caTupe «OxoR Pocra» B, Masxosckoro», Keprusckmff saowsmit
nex,.MECTHTYT,.YYeHEHe BamMCKM (aKyXbTeTa DPYCCEOro S8NKa H JIATEDaATYPH,BHO.3,

1957 ,pp.105-106.

Osmxurexs E, «XyioxecTBeHHOe CBOeoSpasMe CATEDH Magxopckoro», YYeEWe SamucKd

PRIOIOTHYECKOTO PaxyasTera KEprusckoro yE-ra, BEn.6, 1960.

»0uepEE HMCTODHE DYCCKOR COBETCKOR IDAMATYDIRE®, M-J,Hsx.HckyccTBO, 1963.T. 1.

(0 MagxoBCKEOM ppe323-346.)

llaEgexxo H.T. «Kion = caTHpHYecEas KOMEJIHS B.MasxoBcEoro» , BompocE coBeTCEOR

ANTepaTypH, T.V.1957,H3a, AxaiewuR E&yE CCCP,ppe148=184.

Mamvenxo H.T. «Bamg» B,Magxoscxoro.Tsopieckad EcropEs. CpeicTea EOMEYECKOTO.

Bonmpocs coseTckoft auTepaTyps,Hsx. AxajeMEY HAYK CCCP,T.V1,1957,pp«52-102.

Manepmuit 3. «K sompocy © NpucsmxuEe», Bompocs aurepaTypu,N 5,1959,ppe25=43.

llepnos B, <Masxosckufl,XMsEs ¥ TBOPISCTBO.? (1925-1930) ,Mocksa . Hayxa, 1972.

Muxxxas &, <MyzecTso mossmx», BompocH amreparTypu, N 7,1968,pp.24-45.

NMumxnas &. <HascTpewy XAAHHEM rozax» ( Ocpas Gyiymero B OpoMsBe ACHEAX



Magxoscxoro) im «losr u commaxmsu».K screTnxe Magxosckoro, NMocxea,Hayxa,
1971,pp.162-209.

Tlorpeduoes A, «0 HEeKOTODHX OCOGEHEOCTAX MacrepcTea Masxosckoro -carTHpEEas,

Yqemue sammckm TamxemTcxoro neX,¥E~-Ta,BNN, 13,1058,

Noaxxamos A, «0 caTupEwecxux Tpammusx Toroas ® Nezpusa B TROpuecTBe MagxoBcko=-

ro» ,Yyemne samucxm liy#icxoro nei.®E-Ta,.BuN, 3,1956,

Pagr Pura, «lsainaTts ier Easaz» in Masxoncxony,C6ODHEE BOCHOMEESEES® M cTaTel,

d.TocanTmszaT, 1840,
Pocronxuit B, «Masxoscxut m Teatp» ,Mocksa,l3z, HcxyceTso.1952.
Pocrouxuit B,«Hzsobauverue cuexon> («Kioms), "l‘earpunu XHsSEL, N 2,1958,

Pyamuuxxit X, «<Vpesuunsaxmee crexio» in «Pexmccep Mefiepxoxsi», Mocksa,Hayxa, 1969,

PP«.384=421,

Cumprosa A, H, «0 HEKOTODHX OCOGEEHOCTSX CATHDH Magxoscxoro,lNyyxmeR 6rpoxpaTEsM

(1927-1930)», Yuemne sanucxi MOrEIeBCKOro nel.ME-Ta, BHN, 3,1956.pp.129~149,

Tampos A, <«Kixom» B,MagxoBCEOro Ea CUeEHE 1940 in «3anuckm pexuccepa, CraTsE,

6ecexu,peyu,lucsna.» Mocxsa.H3x. HexycceTBO,. 1970.ppe 384-392,



y
NeHEE samEckE Mocxoscxoro YEEBEDCHTeTa, BEN, 196, 1958,pp«67-93,

®espaxscruit A, «Bams» , Pepoarumg x KyisTypa, N 8-10, mai, 1830,

Pespaascruil A, <MasxoBcKEE - ZpauaTyprs, Mockpa, lsz.fcxyceTeo. 1940.

®espaxscEuit A, «BeTpewyn ¢ Masxosckmu», lockea, Hsz, Copercxas Poccmg. 1971.

®espasscxuft A, «lepsas coBeTcEas nseca», Mockea, Hsx. Coserckut nmucarTers.1971.

Poxr-Badymxur 10.Y. «06 ESOSpaXeENH NOJOXMTEJILHOrO HAYAIE B CATHDHYECKHX

xoueyEgax M.Topskoro m B, Magkoeckoro», Y4YeHNe BamECKE UelsOHHCKOTO

nei, XE-ra, BEm, 7, T. 2, 1956.

Dadaxxsa B,K., «IpMENMON THNKSAIME B CATHPEYCCKEX (eXbETOHAX B. MasxoBcxoro»,

HapecTus Axazens EHayx JaTeuiicxoft CCP, N 7, 1956, pp.13-29.

Hefivam <«Boxpyr napmzckofi mocTaHoBkE <«Kiyonma» , Y4eENe sanuck® Kapruscxoro

yrR-Ta, Eam, 6, 1960,

HOymuzos H, «PewepNe CpeiCcTBa CATHDH M XMODa B XDAMATYPrNH Masxoscxoros,

Yyemue sammcxu BeamxoJyxckoro nei.E-ra, T.3, 1858.



180

OpeETOB M, <Magxopckuft - ceTHpux»>, Jemurrpes, 1940.

Oiisemmreftn C, «3ameTx: o Masroscxon«, Hexycerso KHHO, N 1,1958,

Dreesuw C. «Bams» B.Masxoscxoro, Copercruft 9KpaH, N 14,1961,pp.7-9.

fixo6cor P, «0 ONOKOJEHNN , DACTDATHBEEM CEPHX NOJTOB» in «CMepTh Baazuuupa

Masxoscroro», Bepaus. 1931.

fixoScon P. «Fomue crtpoxx Masxoscxoro» im Pycoxus AETEPaTYPENE apXHB

(noa pexzaxmuef M.Kapnoswua ® [, Umxescxoro),Hsp-lopx,pp.186-202,

fixo6cor P, «3a ¥ mporus Baxropa Ixioeckoro» ,International Journal of

Slavic Linguistics and Poetics, N 1-2,1959,pp.305-310,

fixopaes M.f. «Kiom»B, MaskoBckoro , YueEwe SamMcEH JeREErpaickoro nex.HE-ra,

M, M.lloxposcxoro, ¢axyasTeT SSExa M JMTEDATYDH,BNI 2,T.IV,]1.1940.

b) In English.

Blake Patricia Introduction to the Bedbug in "'Three Soviet plays, Penguin

Books, 1966.pp.29=32,

Brown Edward J. 'Russian Literature since the Revolutiom , Collier Books,

London, 1962.pp.61=64.

Brown Edward J. "About That and about some other things , Survey,N 1,v.18,1972,



MacAndrew Andrew R. Introduction to Bathhouse inm "20th century Russian Drema",
Bantam books, New York}®63,pp. 17-25,

Erlich Victor "The Dead Hand of the Future" in "The Double Image; Concepts
of the Poet in Slavic Literature”, Baltimore, 1064.

Neg M. "Fantastical Realism, the problem of Realism in Mayakovsky's
"Pro eto”, Scandoslavica, IV, 1959,pp.3=22.

Stahlberger Lawrence L. "The Symbolic System of Mayakovsky", The Hague,1564,

Terras Victor "Mayskovsky and his Time Imagery  ,The Slavic and East European
Journal ,XIII,2,Summer,1969,pp.151~163.

Tomson R.D.Be "Mayakovsky and his Time imagery" in The Slavonic and East
European Review,v.XLVIII,1970.ppe181=200,



3. Critical works on Bulgakov.

a) in Russian,

b) in English.
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2) in Russian.

Asep6ax A. (Peue=sus =Es «/baBoauery»), AepecTus.cenTadps 20,1824,p.4.

Axtayaep A. «lposa Byarakosa», JaTeparypmas rasera, deppaxs 7,1968.

Beweauc M. «0 Geaux spenax ¥ xpacEsx Tynxmax», Moxozas reapiusa,N 1,1922,

Peckur O, «Kpemopme mTOpu®, IMSHB McKycoTsa, N 41,1926,p.7.

Bpafmuma B.f.u Jumurpues A, (peaaxropu) «CoBeTckHe nucarexw»(apTofMorpat¢muu),

lbc_na.lm.'r.l (o Byaraxose pp.85-102)

Byaraxos no BocnoMuEa”EsM, Pyccxas MuCAB, ual 22, 1968.

Byaraxos M. A, «CuaysT», mpexucaopiie x P, Caeskex «PoxaE GalepUEN>®, 1928,

Bumorpaios ¥, «3apemase macTeps», Bonpocw xirepaTyps, N 6, 1968,pp.43=75.

Byauc A. «Coserckull caTpudeckull poMaE ( 9BOIDIES XaFpa B 20=30-¢ TOAN?),

Tamxe=T; 1965, ( O Byaraxose PPe44,70,251,262-264)
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Byauc A. Tloczecioede k <Macrepy u Maprapure», Mockea, N 11, 1g66. PPe126=
-128

Topdos H.H, «JuTeparypEue sameTxw» , Bospoxiemue,K 212,1969,ppel142=150.

Tyc M, «Topar am pyxonmcu?», 3Jwams,N 12, 1968,

Epmoaksckuil C,«0 Muxsuie Eyaraxose, Bocnomwpasus.», TeeTp, N 9,1966,pp«79~97.

Epmos A.%. <«Comercras cardpuueckas nposa 20 x rozoe»,Mockea,Wzz.Apazenuu HayK

1960, {0 Byaraxope pp.213-<16 )

Epuos A.?. «CopeTcxes caTuprueckas npose»,Mocksa.XyzoxecTBEHEAS JUTepaTypa.

1968, (o Dyaraxoee pp.95-98)

3asagumuE B. (Peuensus Ha <«Macrepa u MaprapuTy» im Homxil xypEax N 90,

1968,pPe 206-299.

Hasur B.H, «Beisuu M KOTE B Cenorax k Ges camor», Boapoxjexue,N 193,

sSHBaps 1968,ppe 75-88.

Kasepur B, «3ameTEH O APBMATYPrHH M.Byaraxose» im M.Byaraxoe «lpemu ¥

xoue zuu», Mocxsa.HckyccTBO. 1965
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Kasepur B. «Byaraxoe» inm Kesepum B, CoGpamue COYMHEEMZ B 6 ToMeX., Mockea,

XyzoxecTBerras AATEDATYDE.T.6.19664ppe543=555,

«HasEs llomTus Nuaares, Tpamu,N 80,1971, pp.163-176,

Kaxuenoscxull E. «Bosspamesnue Eyarexope», Hepa,N 6, 1936.

Kaxjamora J,«Crasxa =-a0xn», Mockoscrul koMCOMOJeN,peBpars 3,1967.

Kannax E. (Penemsus ma <CoGaune cepine») , HoBull xypeaa,N 91,1968,pp.300-302.

Koporxos A. (Penemsus Ea «Poxosse gitna»), Padowui xypmaz,N 3,1025,

Kpacros A,«O nocmeprson pomaie Byarsxoma «Macrep u Meprapure», Tpamu,N 71,

1969,ppe 162-195,N 73, 1969,pp.150=192,N 73,1969, pp.175=194,

KycTuma T.«#lzs sameTox o Eyarexose - @easerommcre», Pyccxas dwmzoxzorms, Tapry,

1967, pp+225-229.

Jaxmur B, (Penessus Ha <«GANMCKE XHOTo spaua») ia Coperckas xuTepaType XXXIV,

¢erpaxs, 1964,



daxmur B, «O npose Eyarexosa u o mex caxom» im M,Eyaraxos «lscpares nposas,
Mocxsa, 1966.pp3-44,

Jdaxzur B,«Pyxomuck me TOpaT», (orser M.Tycy),Hoswit MZD,N 12, 1968.pp.262-265.

daxmue B, «Pomar M. Byaraxoss «Vacrep u Meprapures, Hosui wip,N ¢ ,1968

pp .384-3 1‘ .

Jdesmur B,<«Cazosas 302-6uc», TeaTp,N 11,1971,pp, 110=120.

JduTosckull O, «Byaraxoe Bafics sa Holl», Koucomoasckasnpasia » hos6ps 13, 19286.

Jduroscxuft O, «Ha mesepmou nyru», KoMcoMoasckas mpesia, OKTSOpS 11, 19286.

Jdutoscxxil O, «Tax u 6uao», Nocksa.pp. 232234, 1958,

Jdamzepc C. Marepuais x Ouorpajwu Byaraxosa. Bompocs IuTepaTypH,N 9, 1968.

PPe 134-139,

Maxcumosa B, «Bosspamerme x xeremze» , Mocxosckas npaesia., SHEBaDH19, 1968.

Mapros B. «Byaraxos» im M.Byaraxos «lsecu».Nocksa,1962« pp,se18,

Masxopckuit B, <«BucTynieEue mo Aokxaxy Jymauspcxoro <«TeaTpaJBEES NOJMTHEA

coseTckofl maacTu» ia B.B. Masxoeckxull [loaxmoe codpaHue couuHeHMfl B 13 TOoMEX,

Mocxsa. XyzoxecTeeEEAs JHTEDATYpa.T.13, 1959.ppe 301-305.



MuExaur E. «Moxozof Fyaraxoe» , Ham CoepenerEnx,N 2, 1967,

Mumzaur E, «M.Bysraxos» imc<Heo6uxrosezEme coGeceisuxu »,Mocksa.Cosercxuit

nHcaTeas, 1968,ppe144=155,

Muasscxku@l D, «CarTupux ¥ spens»,Mocxsa.CoseTcxufl mucaTexs.1963.

( o Byaraxose pp.241=253)

Muxailzos O. «lposa Byaraxose», CmSupcxue orEw, N 9,1967,pp. 183-186.

Mycraerosa E,«M, Byzraxos», [leuaTs ¥ pepoxnmua,N 4,1927,pp.81=86,

Hycumos U.M. dlyrs Byaraxosa», [lesars ¥ pepoxmims,N 4,1929,pp.40-53,

Hycumos #.M, «M.A.Byaraxos» im JuTepaTypuaes eHIMEIOne Hs. Msix.

KomuyEucTHREeCKOR Axazemuu,1830,T.I,pp.610-611.

Neaxuescxu 1, «locaexnsas xeura M, Byaraxopa», Ham coppemeHsMx,N 3,1969,pp.116~-

-!”- .

Naycrosckuit K. «0 Byaraxoee» ,TeaTpaismag xESHS,N 14,1962,pp.28-31,



[aycroscxuil X, <¥mara cxuramuit»,Hosu#t wup,N 10,1963,pp.88=91,

Nereanr B, «M.A,Byaraxos» ® Jmm TypoEmux», OroEex,11, 1968.pp.25-27.

Nepnos B. «lloeTu ¥ nposauxu Beamkux JeT»,Mocksa,XyZozecTBeHEAS IMTepaTypa.l1969.

(O Byaraxose pp.54=63.)

Muxscxull 1. «<dpomus u ¢awracruxa» ( Ipexmcaoese x «Poxosme sfina»), Pura.1925.

Nzerees P, «0O MacTepe m Maprapere», Hoeuil xypmaz, N 92, 1968,pp.1s50-i6l.

Pxescxuit I,.dluzaTos rpex» ia«ipoYTeEbe TBOPYECKOro CJIOBE,JETepaTypoBelvecKHe

npoSieMy ¥ aEaIU3E», New YerkeUmiversity Press.1970.,pp.191=217,

Pyamunxui K, <M, Byaraxos» , Bompocw TeaTpa.COOpDEEK cTaTefl M MRTEDH&IOE.

M.H3x.BTO, 1966.ppe127~143,

Pyamuuxuii K, «Cyis6u copeTcroft zpauaTyprius, BompocH JmTepaTyps,N 12,

1969.ppe 1985=206,

Caxmoscxufi-llanxees B,A, «Byaraxos» ia Owepxu HCTODHE pycckxoff coseTcroft

ApemaTypruu,M-J sz HckyceTso, 1966,ppe 122-148v—y, 32,



Cumoxos K. llpeamciopue x<iacrepy Maprapures», Mockea,N 11, 1966.

Cropumo J, «Juna Ges kepEapaibEuX Macox», Bonpock auTepaTypH, N6 ,1968.

PP+24=43,

Cyuuprosa B, «M,Byaraxoe - JpaueTypr» im «Kmuru u cyAr6u», Mocksa.Coserckuil

OHCATeXE,. 19684 PPe7=51.

Taupos A.A. «Barposuil ocTpos» (Gecexza c¢ A,f, Taupomun),JusEs McxyccTsa,

N 49,1928,

TypxeasTayd K. «Barposuit ocTpos B Mocxosckou KamepmoM TeaTpe», XusEs

EcxyccTea,N 53,1038,

Yyaexosa M, <«X TBOpueckoil Guorpadum M, Byarexose» (1916-1923), Bonpock

JUTEDATYDH, N 7:, 18736 pp,231-265,

dasclepr X, «Byaraxos ¥ MXAT» ,Ha JETepaTyYpHOM IOCTY,N 3,1827,ppe47-49.



b) Ia Eaglish.

Blake Patricia "The devil im Moscow, Time, October 27, 1967,pp.105~107.

Delaney Joan 'The Master and Margarita".''The Reach exeeds the Grasp”,

Slavic Review, March 1972.pp.89-100.

Ermest Pavel "The devil im Mescow"”, Gommentary, March 1968,pp.90=93.

Glemay M. 'Mikhail Bulgakov", Survey, N 65,1967,ppe3=14.

Partridge Heleam Howard "Comedy in the sarly werks of M.Bulgakev'.Ph.D.

@eorgetown University, 1968,
Piper D. "Aa sppreach te Bulgakov's The Master i Margarita”, Forum,

modera languages,vel.7,1971,ppe. 134=157.

Preffer Elemdea Catherime 'Bulgakov's The Master and Margarita”, Geare

and Motiff,”, Camadiam Slavic Studies, III,4,Wiater, 1969.pp.615-629,

Proffer Eleandea Catherime ''The major works of Mikhail Bulgakov, Iandiama

University Ph.-D. 1871.

Proffer Elendes Catherine ''On The Master and Margarita”, Russiaa

Literature Tricuarterly, N 6,1973,pp«533=569.
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Pyman Avril "Mikhail Afanasyevich Bulgakev” im Selected werks. M.A. Bulgakov.

Pergamon Press. 1972.pp.9-44,

Reseathal Raymond "Bulgakev's Semtimental Devil”, The New Leader, November

30. l%?.pp. 18=19,

Rzevsky L. "Cryptography im Bulgakov's nevel "Master i Margarita',

Canadian Slaveaic Papers, vel. XII, Sprimng, 1971,pp.l=18.

Sharrat Barbara Kejma "Flight =« a symphemic play”, Canadiam Slavemic

Papers, veleXIV,1872,pp.76=88,

Steabeck-Fermor Elisabeth "Bulgakov's The Master and Margarita aad Geethe's

Faust, The Slavic and East-Eurepeam journal,XIII,3, (1969),pp.309=326,
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4, Critical works on Schwartz.
a) In Russian
b) in Bnglish.
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a) in Russian.

Axuwor A,ll.«Epremuit Isapm». TeaTp,N 2,1958.

Axuuos H.II, «Ckeska Ea Hemell cueme» im « O TeeTpe»,J-¥,MckyccTso.1962.pp.

Borycaescxuil A.0, #1 xp. «KpaTkas MCTOpMS pycckoif coseTckofl ZpaMaTypTrULy»,

Mocksa, 1966+ (o Npapne ppe194=195 )

Boper Kpult «Xommueckoe«,lsx.fAckyccrso,Mockea, 1970, (0 Esepue pp.161-164).

Bopoaun C. «Bpeimas ckxasxac,luTepaTypa M HCKYCCTBO, 25 Mepra 1944,N 13,

lpeltzen CuM, «.... ¥ KYKOXBEHX JeX macTep», opesza, K 12, 1959,pp.186+=192,

Jmmun A, «JloSpuil wexosex us ienmn:ya;n» in <UeTupe pacckasa O OUCATEIAX.»
pp.38-48,

JmameEn A, «B npoxpycTOBOM Joxe», Jureparypsas rasera, OxTa6ps 16,1068.

Kesepur B, «3xpaBcTeylt ,6paT. llucaTs oyeEs TpyLEo.» Mockxpa, CopeTckuli nucaTeds,
1965.,pp.93-98,

Kaxwarosckufl E, «Epremuit Ipapo» in Oyepk® ucTOpHM pycckoE COBeTCKOH JApaMaTyprul
T.3, JeruErpar,.1968.pp.135-162,

Kaauasoscxult E, «Cxaska ¥ Mucas», 3seszxa,N 9,1967,pp.205-215,
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deGezes A, <«Crasxa ecTs cxasxa», Teatp N 4,1968,pp.38-44,

depnzos M. «/ipauaTypr m ero Tems» ,JuTeparypmas rasera, 10 mpEs,N 32,1940.

Mamr D, «0 rporecxe B amTepaType<,Chapter «I'DOTECK M ALISrODES»,pp.l103-1232,

Mocxsa CopeTckxif micaTexs, 1966.

Maproamma A, <«OrEOECHEEe k raodycy».(BaMeTxm Ha TeMy O peasNCTEYECKOff cxaske»,)

3pesia, 1935,N 11,pp.236=249,

Muz E, «Mmp,noxEmfl gyzecr», JluTepaTypa H IMsHh, JAekaldps 9,1860.

Max E, <«Copercxuil cxasousx» im TeaTp M xusEs.COODENE TeATDAIEO=KDHTHYECENX

crarefi, M-I, HexyccTeo, 1957 .ppe82-100,

Moxzascxuit 1, <0 pycceoff carEpuveckoff cxasxe», Jaxssuit Bocrox, Xadaposck,

1933, N 3,ppe150-159.

Moxzascxuft J|, <losruuecxuft x cxasousuff mmp E. Usapna» , Ham cospemesnmsk,

N 3,1967,pp.106-110,

Hxxoxaes Jl, «Cuex - opyzEe caTEpu», Mocxea, HexyceTpo.1962.(c Isapme pp.l68-

-172).

Harmmxum J. «dixciua o cxasxe», JaisEuit BocTox,1952, N 2,ppe.l128-154.

Paccaanx C «O6NKEOBeEHOE WyXo» , Mocksa.fsi.llercxas auTepaTypa. 1964.



Cumprosa B, «Cxasoumkkx Ha TeaTpe» im <Coppemem=uf nopTpeT», Mockea.

CopeTckufl nucaTesb, 1964.pp.241-282,

Tpugorosa T. «Cumex - zexo EemyTHOe», TeaTp, N 7,1962, pp.86=87.

«%amTasus M pearrEocTh» (w3 apxwea E,lsapuna), Bompocw awTepaTyps, 1967,

N 9, pp. 158-182,

Ppoaos B, «TeaTp TBOpHT xoMerEx», TeaTp,N 11, 1961,

Uunéax ¢.<«llpapn ¥ ero cxaskM Axsg Tearpar, Jemusrpai ,N 7=-8,1640,pp.33=36.

Tuuéax C.«loSpsit cxasoyHEEE co cneEn» , Teatp ,N 1, 1957.

Iuuéax C. «Tmopweckoe cmoeobpasme ckasorx E,llBsprnay, JleTckes IuTepaTtypa,

Bun,3,J1, JeTrus,1858.,pp.119=138,

[uuéax C.«llodpas ¥ GecnomazHas (aHTasHS ckasouHuka» im E.lsepn «Iszcu»,

Jerunarpax.CopeTckEil nucareas,.1960.

Iuucax C. «E.lsapu», Jemsusrpaz.1961.

Iuxéax C., «TeEs» = cxasxa E. Deapna, JemurErpax. 1961,

Ilmuéax C,(pezaxTop)«Mu smHaxu [sapna», J-M,W=a, Hexycerso.1966.



2070
DIxioscxufl B, «O cxasxe» ia Jerckas JETepaTypa, N 6,1940,

fmoscxuit M, «PamTasus ¥ ZelicTEMTeZrHOCTH», HckyccTso ¥ xusEs N 2, 1940,

PPel3=15,

b) Ia Emglish.

Haughton Norris Iatreductien to E.Schwartz's "The Dragom", New York,

Theatre Arts Books, 1963.

Haughton Nerris The Seviet Theatre toduy" in Russiaa Review, XXII, 2,1963,

PPe 139=148,

Shukmaa Harold ‘Imtroductiea te "The Dragon” im "Three Soviet Plays ,

-~

Peaguin Books, 1966,pp.137=140.

Simard L.Bs "The life and works of Evgeaii Schmt:". PheD. 1870,

Cornell University.



