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Abstract

In the corpus of Chekhov's prose there is a perceptible
evolution in his use of irony. This study involves an examination of the
use of irony in the initia!, middle and final phases of his artistic career.
It will demonstrate that in the initial phase, Chekhov's use of irony was
direct and overt; in the middle phase, it was more deliberate and covert;
and in the final phase, it was subdued, more transparent and transcendent.
Selected stories taken from all three periods will illustrate this

evolution.
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Résumé

Dans l'ceuvre en prese de Tchekhov, il y a une évolution
marquée dans l'usage de ['ironie. Cette dissertationn examinera comment
Tchekhov a utilisé l'ironie au cours des différentes phases de sa carriére
artistique: le début, le milieu et la période finale. Ce travail montiera que
pendant la phase initiale, l'ironie de Tchekhov était simple et directe:
pendant la période intermédiaire, son ironie était plutdt deliberée et
deguisée; pendant la derniére période, elle était plus délicate, a la fois
transparente et transcendente. Afin d'illustrer cette évolution, quelques

récits ont été choisis pour chaque période.
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INTRODUCTION

In most of literary criticism dealing with Chekhov, little
attention has been accorded to the use of irony. lIronically, irony is
perhaps one of the key factors in properly interpreting Chekhov’'s work.
Irony like literature has gone through a lengthy process of evolution and
growth. It has evolved from a rhetorical to a metaphysical function and
has become an extremely complex and effective mode of literary
expression. Chekhov is perhaps one of the first exponents of what might
be termed a 20th century variety of irony since his irony is grounded in
the metaphysical position of relativism. lIrony in the 20th century has
evolved far beyond its early origins in Greek comedy, beyond the
Sophoclean irony of fate, to encompass a variety of meanings and
techniques and to become a very elusive and difficult term to define.
First and foremost the development of irony is intimately related to the
shifts and trends in the intellectual history of Europe. The modern
writer's irony embodies an existential contradiction, not to be reconciled
by the casuistry of reason, between the human longing for ultimate
meaning and the lack of meaning, between the force of intellectual
passion that motivates the quest for truth and the countervailing
reaiization that there is no truth to be found. He rejects the idea of

universal justice or of moral laws, of the supernatural, or of a hope of
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redemption. In short the modern ironist sees life In terms of the absurd
rather than in terms of good and evil. it is a type of irony that allows
contradictions to co-exist and entertains a multiplicity of perspectives

In order to properly demonstrate how Chekhov uses irony in a
modern way, it is first necessary to define irony and to show where 1t is
found. The origin of the word comes from the Greek word eirgneia which
means dissimulation or affected ignorance. Irony was for the Greeks the
art of saying something without really saying it. The eiron of early Greek
comedy regularly triumphed over his antagonist, the alazon, a boastful
character who was always trying to achieve his ends by deception through
exaggeration. The eiron was always portrayed as being w<.uk but clever
and resourceful. Joseph Shipley in “irony” in the Dictionary of World
Literature states that:

“...the term ‘irony' always preserves the essence of its original
meaning. The Socrates of Platonic dialogues, in his modesty,
his profession of ignorance, his readiness to concede points of
view at variance with his own in order to demonstrate their
absurdity by assuming his opponents’ very premises, shows his
kinship to this comic figure. The originality of the Socratic
irony consists in the adaptation to dialectical ends in the
search for truth of the eiron's technique of self-effacement,
understatement, and encouragement of an opponent's

w1

excessive self-confidence.

Irony in Greek tragedy does not deviate from its original roots, but it

' Shipley, J., “Types of Irony", Dictionary of World Literature (New York, 1343) pp 233-4,
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shows the same elements only with a tremendous enrichment of the
concept. This enrichment consistea of associating irony with f{ragic
effects as well. Ancther literary school that is associated with irony is
the Romantic school The term ‘Fomantic irony’ was first utilized by
Frederick Schlegel to demonstrate the objectivity of romantic works,
notably those written by Shakespeare.

“According to the Fichiean metaphysics which influenced
Schlegel, every man creates the world in his own mind, and
hence is sovereign over it, though restricted by it. The more
objective he can be toward it, the greater his spiritual
freedom. At the same time even the most objective artist is
also within his work. To combine extreme objectivity and
immanence, as Shakespeare did, is to resemble God Himself.
And this state of godlike self-division and self-consciousness

is Romantic irony.™

This is a complete Weltanschauung in itself. German romantic irony was a
philosophy and school of literature in itself, but was given the name of
romantic irony. Indeed, it is a way of looking at life which was based on
understanding the irony of the universe. It ties in neatly with 20th
century existentiaism and modern irony as the modern hero realizes the
hopelessness and absurdity of his plight, but knowing all this, or knowing
that he does not know, he has the courage to bear up .He preserves his

integrity by seeing all of existence through the perspective of irony.

?Thompson, A.R, The Dry Mock, a Study of lrony in Drama (Unwersity of California Press, U.S.A.,
1948) pp 63-4
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Irony is a lerm today that is constantly misconstrued and
confused with other terms. The difficulty is to arrive at a clear
definition of the concept and the various ways in which irony is achieve
in order to analyze Chekhov’'s use of irony. There are many debates on the
definitions of irony and the categories of irony as the same terms have
different meanings for different authors. To illustrate this point | shall
look at some of the definitions and systems of classification and try to
create one which suits my purposes. A.R. Thompson in his The Dry Mock: A
Study of lrony in Drama defines irony as:

“a discrepancy or incongruity between expression and meaning,
appearance and reality, or expectation and event. What we
notice and then call irony is a striking discrepancy one which
is artfully arranged to draw attention to itself, or which,

though occurring by chance, hkewise compels our attention.”

He then classifies irony into three forms of ironic situations: irony of
speech [verbal irony], irony of character [irony of manner] and irony of
events [dramatic irony]. David Worcester in his The Art of Satire
classifies four types of irony: verbal irony, irony of manner, irony of fact
or dramatic irony, and cosmic irony. D.C. Muecke in his book The Compass
of lrony defines irony as:

“ways of speaking, writing, acting, behaving, painting, etc., in
which the real or intended meaning presented or evoked 1is
intentionally quite other than, and incompatible with, the

3Thompson, A.R, The Dry Mock; a Study of Irony in Drama {Unwersity of Califorma Press, US A,
1948) p.10.
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ostensible or pretended meaning. “

It is an art that gets its effects from below the surface and as such gives
the effect of saying so much more. Muecke goes on to state that in all
instances of irony there are usually three essential elements, besides its

subjective and aesthetic requirements.

“In the first place irony is a double-layered or two-storey
phenomenon. At the lower level is the situation either as it
appears to the victim of irony or as it is deceptively
presented by the ironist. In the second place there is always
some kind of opposition between the two levels, an opposition
that may take the form of contradiction, incongruity, or
incompatibility. What 1s said may be contradicted by what is
meant; what the victim thinks may be contradicted by what the
observer knows. In the third place there 1s in irony an element
of innocence, either the victim is confidently unaware of the
very possibility of there being an upper level or point of view
that invalidates his own, or an ironist pretends not to be

S

aware of it."™

He then goes on to qualify that in simple irony there are only two layers,

but in double irony there is “a double opposition and:- sometimes a double
unawareness™ This last point is extremely important as regards the work

of Chekhov as he had a tendency to use simple irony more frequently in his
earlier works when he was writing for humourous magazines than in his

later more mature work. This will be a point | shall be including in my

* Muecke, D C, The Compasses of irony, (Methuen & Co Ltd, London, 1969) p.53
* 1BID., p53
° 1BID,, p 20
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arguments about Chekhov’s work.
Muecke resolves the problem of classification by grading irony

into three classes according to the degree of subtlety: “overt, covert or
private irony.” He then distinguishes four modes of irony: impersonal,

self-disparaging, ingenu, and dramatized irony. The three grades of irony
roughly parallel and span the development of irony in the short stories of
Chekhov. Overt irony is blatant. It is immediately perceptible to the
reader and what makes irony overt is the obviousness of the ironic
contradiction.

“The tone in overt irony may be either congruous with the real
meaning, and it is then we have sarcasm or bitter irony, or an
exaggeration of the tone appropriate to the ostensible
meaning, in which case we speak of heavy irony.”

The distinction between overt irony and covert irony is a question of
subtlety. Overt irony is grasped immediately whereas covert irony
requires greater sensitivity to the text. It is a process of discovery as it
must be detected. The covert ironist avoids showing his cards; he doesn't
use any tone, manner or stylistic means which would instantly uncover his
intentions.  Finally private irony is an irony that i1s not intended to be
perceived by anyone. Muecke gives a wonderful example from Pride and

Prejudice to illustrate his pcint. He states that Mr. Bennet is a private

" Muecke, D C, The Compasses of Irony, (Methuen & Co Ltd, London, 1969), p.21.
* 1BID, p.53
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ironist; he enjoys seeing his wife and Mr. Collins construe what he says
literally, that is, he enjoys the irony of their being impervious to his
irony.

In discussing his four modes of irony, Muecke enumerates
twenty basic techniques which can be used under mode of impersonal
irony. All four of his modes are dependent on the ironist's method of
presenting the irony. In an overall view, Muecke distinguishes between
what he terms general ircny as opposed to specific irony. General irony he

defines as :

“life itself or any general aspect of life seen as fundamentally
and inescapably an ironic state of affairs. No longer is it a
case of isolated victims; as we are all victims of impossible
situations.” °

Specific irony deals with the victim only and in instances of specific
irony the victim is isolated.

At this juncture it is necessary to synthesize the above
information into a framework of analysis. | shall use the following
definition of irony. lrony is the deliberate attempt to portray something
that is really intended by indicating something quite different. My
definition is a distillation of the various definitions | have discussed and

it is broad and loose enough to encompass the various shades of the term.

*Muecke, D.C., The é?mpasses of irony (Methuen & Co. Ltd., London, 1969), p.54.
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| shall- inccrporate Muecke's grades of irony into my hypothesis
about Chekhov's work. Once again the grades are overt, covert and private
and they deal specifically with the subtlety of the author's artistic
presentation of irony or the mood in which he presents it. | shall apply his
grades to selected short stories of Chekhov, but | shall alter somewhat
his final category. | shall argue that Chekhov’'s work can be roughly
divided into three phases. In the first phase of his work, his use of irony
is overt; in the second phase it is covert; and in the final phase it is what
| shall label as a subdued, transcendent, and more transparent grade of
irony.

| prefer to use A. R. Thompson’s classification of three kinds
of ironic situations: irony of speech, irony of character, and irony of
events as they are applicable to ironic situations in all literary mediums
This includes the novel, poetry, drama, and short stories. Furthermore,
the emotional tone of the irony , whether it is tragic, serious comic or a
mixture of these fits into all these categories. Finally, the complexity or
subtiety of the irony whether it be a complex multilayered variety or a
more simple double-layered variety, falls into all these types of ironic
situations.

| shall also use Muecke’s twenty techniques which he lists and
explains under his mode of impersonal irony as the main ways in which

situations are put together to result in irony. They are the following:




e

9

praising in order to blame, blaming in order to praise, pretended
agreement with the victim, pretended advice or encouragement to the
victim, rhetorical question, pretended doubt, innuendo and insinuation,
irony by analogy, ambiguity, pretended omission of censure, pretended
attack upon the victim's opponent, pretended defence of the victim,
misrepresentation or false statement, internal contradiction, fallacious
reasoning, understatement, overstatement, irony displaced, and
stylistically signalled irony. The final category of stylistically signalled
irony includes parody, burlesque, travesty, mock-heroic and stylistic
placing.

| shall now turn to a brief exposition of Chekhov's career in
order to asses his artistic growth and how his irony evolved along with
it. Chekhov began his writing career when he was a student in the Faculty
of Medicine at the University of Moscow. The circumstances which
surrounded his entry into this career were inauspicious. He wrote his
first short stories to earn a quick rouble to support his impoverished
family. He contributed to low-brow humourous magazines which included
Ocrojkl, CTpero3a, 3puresp, byauipHuK, among others as opposed to the
renowned Russian literary journals where Tolstoy, Turgenev, and others
were first published. Most of these stories were written under the
pseudonym of AHTowa YexoHTe, a comic name given to him by a

schoolmaster in Taganrog. Chekhov wrote most of these early stories in
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haste and under difficult circumstances. In a letter to Nikolas Leykin, he
writes:

[y npu CaMbBIX THYCHHBIX YCNOBUAX [lepeio MHON MOH He
nuTepaTypHas padoTa, XIonamnlas HEMITOCEPIHO 110 COBECTI,
B cocejHell KOMHaATe KPYYUT JeTUHLI IpHexaBliero
NOrOoCTUTH POANYA, B APYroll KOMHATe OTell YIITaeT MaTepi
BCJIYX ‘3anedaTiieHHOro aHresa’. JIngd numylero yejgoBeKa
THyCcHell 3TOoN OOCTAHOBKU U IPUAYMATb TPYJAHO 4YTO-J1ubo

npyroe.'’

Throughout his medical studies, Chekhov continued writing

hastily and yet it was during this period that he started to refine his art.
The size and limitations imposed by these humourous magazines were an
important factor in Chekhov's literary apprenticeship. They imposed upon
him a certain rigour in ordering concisely his stories which he maintained
to the end of his artistic career.

The period from 1880 to 1887 is considered by most critics to
be Chekhov's early period or period of apprenticeship. It was in March of
1886 that he received the famous letter from D. Grigorovich which
implored him to respect his talent and to cease writing in haste. This was
a benchmark in Chekhov's career and his response to that letter was

joyous, but he openly admits his lack of respect for his work. In his reply

' UgxoB, A., CobpaHye COYMHEHMN B JABeCHajaNaTu Tomax, (ToCyAapCTBEHHOE

M3naTenscTBO XyHROXecTBeHHon JluTepaTyphi, MockBa, 1956) ToM 11, ¢T.31
For translation, see Appendix (l).
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to Grigorovich, he says:

Mnmy BCE 3TO HJIS TOrO TOJIBKO, YTOOHB XO0TA HEMHOTIO
olipaBlaThbCA Nepell BaMu B cBoeM TAXKOM rpexe. Jlocesne
OTHOCHJICA A K CBOeN JINTepaTypHoil paboTe KpallHe JIerKo-
MBIC/IEHHO, HeOpexHo, 3pA He MOMHIO I HU OJHOTO CBOEIo
paccKasa, Hal KoTOpeIM 51 paborain Ov Bojiee CyToK, a ‘Ereps’,
KOTOpBIN BaM MNoHpaBUWJIcA, 1 IHUcaa B KynanbHel Kak
penopTeph! MUY T CBOM 3aMETKU 0 IIoXapax, TaK s IICaJT CBOU
pPACCKAa3bl, MallMHaJbHO, MOJy6ecCO3HATEeNIbHO, HUMAJIO He

11

3a60TACh He 0 yuTarTese, HU o cebe caMoM

However even during this period, there are marked signs of a
sophisticated artist who was emerging. This is particularly true in terms
of his use of irony. His early work is essentially journalistic as he had to
write with certain considerations in mind. He had to be concise for the
editor, offer light material for the reader, and adhere to the dictums of
the censor. Consequently, the pieces of this period are comparatively
subjective; that is we are aware of an author-narrator controlling both
the characters and the events. The irony is very obvious in them and it is
a irony which is mostly used with a satiric or sarcastic intent and very
infrequently reveals the compassion and tolerance which is a hallmark of
his more mature work. The themes of the early stories usually dealt with
the civil service or YNHOBHUK, vaudeville satires on love and marriage,and

melodramatic stories of degeneracy. The main techniques to achieve irony

" Yexos, A., CobpaHite cOYHHeHMI B JABeHaxuaT# Tomax, ([ocyHapCTBEHHOE
[131aTenbc:s0 XyaoxecTBeHHoN JIMTepaTypsl, MockBa, 1956) Tom 11, cT 80,
For translation, see Appendix (H).
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were parody, burlesque, overstatement and understatement. In these very
early stages the comedy is crude, but towards 1885-6, one begins to
notice several stories of serious merit. If they are comic and ironical,
they are not crude; they have a core of serious moral insight. B Epmunon
supports this rather strongly «YXe Torna, Kak BUIUM, JUId HYexoBa ©ro

COTPYAHUYECTBO B IOMOPUCTHYECKUX XYPHaiax ObUIe nojeM cpaxcHiis-
IPOTUB JIXU U IoutocTu.»'* (Even then it was apparent that for Chekhov

his collaboration in these humourous magazines was a forum to protest
against lies and vulgarity). One story that falls into this category is
Anpora which appeared in 1886. This is one of the three stories | shall
deai with in greater length when | discuss the role of irony in Chekhov's
early work. In this story a literary allusion plays an important role. The
use of literary allusions starts to become a frequent device of Chekhov's
which contributes irony by an implied contrast between the meaning of
the literary reference and that of the theme of the story. The irony of
these early stories starts to move from the surface of the stories into the
interior regions of the stories. Anyuta could be considered a transitional
piece which signals a change in the quality of his irony.

The year 1887 marks the beginning of Chekhov’'s middle period

of writing. It was not only the recognition of his talent by Grigorovich,

2 EpMmioB, B., A.JI. Uexos, (ManaTenncTso UK BJKC «MOJOIAA TBAPILNA»
Mocksa, 1949) cT 95.
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but the beginning of his affiliation with A. Suvorin. As Simon Karlinsky

points out:

“It was Suvorin's publication of Chekhov’s stories in his
newspaper ‘New Times' and his subsequent securing of
Chekhov's nomination for the Pushkin Prize that gained
Chekhov entry into serious literary journals and brought him to
the attention of important editors, of Lev Tolstoy, and of the

3

literate reading public.

This association freed him from previous literary constraints and to a
greater degree from financial constraints. He was now able to reduce his
literary output and devote more attention to refining his art. In 1888 he

was awarded the Pushkin Prize which brought him further recognition.

3
The middle period of his artistic career could be said to spa

.

from 1887 to 1896. Philosophical themes seem to play a more dominant
role in these years. It was during this period that Chekhov flirted openly
with Tolstoy’'s philosophy of the non-resistance to evil, examined other
philosophies of life, and looked to science for certain solutions. Thomas
Winner has the following to say about this time:

“ In these stories, Chekhov treats some of the problems
related to the scientific view, which concerned also
Dostoevsky and, after him, Nietzsche: the relationship of
science to man, the problem of the reification of science and
thus the already emerging conflict between the new science
and traditional humanistic values.”*
" Karlinsky, S., Anton Chekhov's Life and Thought: Selected Letters and Commentary,
(University of California Press) p.54.
'* Winner, T., “Chekhov and Scientifism: Observations on the Searching Stories”. Anton
Chekhov 1860-1960, Some Essays, (Leichen, 1960) p.362.
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The critics often refer to this period as his searching years. During this
time most of his stories which have a marked philosophical underpinning,
appeared. Prominent among stories in this category are “A Boring Story",
“Qusev’, “Ward V1", “The Duel’', “The Black Monk”, and “My Life ". The
stories written during these years also exhibit a great interest in
psychological probing. All of these types of stories tend to lend
themselves sui_generis to more complicated and subtle forms of irony.
The irony is usually intricate and muiti-layered and often wraps itself
around the entire framework of the story or is even embedded in the
structure. The use of parallelism, a technique reflecting perhaps
Tolstoy’s influence, is utilized frequently by Chekhov as a structural
device for ironic purposes. Whereas Tolstoy used the device mainly for
moral purposes, Chekhov uses it to effect an existential contradiction. In
the psychological stories, where he uses his medical background to a full
advantage, irony plays a role of paramount importance as it dovetails
naturally with the obvious contradictions that exist in the human mind.

In this period the role of the narrator is usually suppressed
and the main protagonist usually dominates the stories with his
personality, language, mannerisms and attitudes. The presence of
contrapuntal themes of irony, in the form of diametrically opposed
characters, adapts itself nicely to this type of narration. Irony by analogy

seems to play a more important role in the middle years and perhaps
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reflects Chekhov's own personal quest in coming to terms with life. His
main themes and his tone at this time suggest this also. His tone is more
sombre, but the tone of the irony is invariably kind and compassionate
rather than cruel or bitter; Chekhov does not wish to hurt or deride.

V. Korolenko in his reminiscences of Chekhov discusses his

moods in the three periods of his career:

[Tastata No. 6 — TIpou3BeleHUe MNOpa3UTeJIbHOE II0
3axBaThlBalouen cuje u riybuHe, ¢ KAakUM BHIPAXEHO B HEM
HOBOe HacTpoeHUe YexoBa, KOTOpoe A Ha3Bajl OBl HACT POEHUEeM
BTOporo nepuoda OHO COBEPIIEHHO OIeaenjIoch, U BCeM cTajla
ACHA HEOXMAAHHasA IepeMeHa  YesloBeK, elle TaK HelaBHO
NOAXONUBIMAN K XU3HU C PAadoCTHBEIM CMeXOM U IYTKON,
6e33a00THC Becelbll U OCTPOYMHBINA, NIpy 60s1ee NPUCTAJILHOM
B3rJidne B rnyOMHY XU3HU HEOXUIaHHO MOYYBCTBOBaJ ceb
necCUMUCTOM K TpeTbeMy A 6B OTHEC pacCKa3Hl, a OXanyH,
I IpaMel IIOCJIeIHNX T'OJI0B, B KOTOPEIX 3BYUUT U CTPEMJIeHHe K

NydiieMy, U Bepa B Hero, 1 Hajaex aa. '

It must be pointed out that in his middle years Chekhov does not treat
psycho-philosophical themes exclusively. He never abandons the themes
of love and marriage, creativity and nouiocTh, and the decaying upper
classes. After his trip to the penal colony of Sakhalin in 1890, he became
even more sensitive to social problems. As Thomas Winner sees it:

“He became increasingly concerned with a search for a more
clearly defined world view and for an answer to the question
of the moral responsibility of the writer. His writings began

'* Koponewrxo, BT, A.Il YexoB B BOCHOMHHAHHAX COBPEMEHHUKOB,
(XyanoxecTBeHHass JluTepaTypa, MockBa, 1986) cT 42. For translation, see Appendix

().
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to voice a degree of social criticism previously unknown in his
work.”®

The irony in the middle stories seems more deliberate than in
the first and final periods of his career. Around about 1895-6, his
interest in examining philosophical questions wanes although he never
completely abandons this interest. In his later works he no longer poses
philosophical questions overtly, but instead they are suggested by the
inner action of the piece. At this juncture, | would like to state that there
are no clear-cut demarcation lines in any artist's career as each phase
blends into the cother. There usually are certain distinct features that are
more evident in certain time spans.

The final period of his artistic life may be said to commence
around 1895-6. The tone of the irony of this period is more gentle and
subdued, perhaps reflecting a philosophical change on the part of Chekhov.
He seems to have come to terms with life. The in-depth probing of the
middle period gives way to an acceptance of life. He no longer pits
pessimism against optimism: “all isms are delusions, and good and evil

n7

exist only in courageous action or cowardly acquiescence. He moves
solutions of life’s problems away from the present into the future and
most of his final stories end on a note of optimism and faith in the future.

The irony in this final phase seems more concentrated on one aspect of

'* Winner, T., Chekhov and his Prose, (New York, 1966) p.87.
7" Winner, T., Chekhov and his Prose, (New York, 1966) p.158.
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life: It is usually focused on people trying to find some sort of happiness.
This period probably reflects more optimism about achieving happiness
because of Chekhov's own personal experiences at the time. He married
Olga Knipper in a quiet ceremony on May 25, 1901. lIrony in the final
period 1s of a more general nature, the irony of life. Whereas the irony of
the middle stories focuses around characters, irony in the late period
focuses more on irony of events. In the final stories irony of character
pivots upon life's irony of events. In purely philosophical terms it is a
move away from the particular to the general. The stories in this final
period also tend to be more descriptive than analytical which greatly
affects the role of irony. Irony in the final phase becomes an outgrowth of

the circumstances and situations presented.
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Chapter One

Chapter one treats the stories ToncThil i1 ToHKI, AHITA and
Tocka, three relatively short stories written between the years 1880-
1886. The irony in all three stories is fairly overt and is easily grasped
by the reader. They also cover a range of ironic tones. In The Thin Man
and the Fat Man the tone of the irony is basically comic and satiric; in
Anyuta the tone is a mixture of comic and the tragic; in Misery the tone
of the irony is tragic. All three stories treat two kinds of ironic
situations: irony of speech and irony of character. There is, however, a
perceptible development in the subtlety of the irony. The very early piece
The Thin Man and the Fat Man differs in both substance and quality of
irony from the later piece Anyuta where a knowiedge of Greek mythology
is required for a proper interpretation of the piece. All three stories
contain elements which foreshadow the artistic mastery of the mature
Chekhov.

The story The Thin Man and the Fat Man first appeared in the
journal Ockosrm in October 1883, under the pseudonym, A Yexonte |t
treats the theme of the uyumHOBHUK, (civil servant) a favourite among the
reading public which harks back to Gogol's The Overcoat. Akaky Akakyevich
is the prototype of the pathetic, obsequious civil servant. It is a

mentality which is induced by uuHomouduTaHue (rank reverence). In Russia
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at the time there various ranks in the Civil Service which readily
identified your position in the bureaucracy and also your social position.
In this story Chekhov uses irony for satiric purposes. He is lampooning
the mentality associated with the bureaucracy and its preoccupation with
rank. This story is extremely important because of its artistic merits.
Chekhov was only twenty-three when he wrote this story, and given the
restrictions under which he laboured, he managed to produce in two pages

an artistically perfect short story.

The story The Thin Man and the Fat Man concerns the
unexpected encounter of two former school chums at a railway station. A
sudden awareness of the difference in their rank destroys the blissful
reunion of these former schoolmates. The story is structured on a series
of contrasts which is suggested by the titlte. As Serena Vitale states:

“Cechov si mostra abilissimo nel manovrare i congegni del
racconto ad effetto, e dimostra che la sua rinuncia a questo
genere e il frutto di una scelta precisa, volta a rinnovare, se
non a rimuovere, le situazioni conflittuali canoniche della
tradizione narrativa. Sin dai primissimi racconti comincia il
suo constante lavoro di ricerca strutturale e inventariale: si
legga, per esempio, /I Grasso e Il Magro , dove il tradizionale
motivo dell’'agnizione (incontrarsi, non riconoscersi, infine
riconocersi) viene letteralmente sconvolto (incontrarsi,
riconoscersi e infine non volersi piG riconoscere perché il
“grado” lo impedisce) €& dove un numero ridottissimo di
dettagli significanti si ripete ossessivamente, via via
aumentato di un’unita, rafforzando la drastica opposizione
binaria del titolo, che si pone gia come “tema”.’

' Cechov, A.P., Racconti (Aldo Garzanti Editore, Milano, 1975.) Quotation taken from the
introduction by Serena Vitale. pp.xiv-xv.
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The contrast in the title suggests both ambiguity and the possibility of
ironic overtones. In the opening paragraph, Chekhov extends the contrast
suggested in the title and he does so in an ironic way. In a few short
sentences he establishes the social and economic differences between
the fat man and the thin man:

TOJICTH TOJIBKO UTO Moobenan Ha Bok3aje, U rybwl ero,
MOJIEPHY ThIe MACJIOM, JIOCHUJINCH, KaK Cllesible BUlIHU [laxno oT
Hero xepecom u ¢iep-a’opaixkeM TOHKUN Xe TOJMbKO UTO
BHIIIEJT U3 BAaroHa U OBUI HaBbIOUEH YeMOoJaHaMU, y3J1aMU U

KapToHKaMy [laxJio OT ero BeTUUHON U KohelnHo! rywen °

There is also an implied contrast of character in this description which
lays the groundwork for the future development of the piece. The stout
man is a hedonist who loves the sybaritic life; the thin man is a small-
minded petit bourgeois whose vision of life is narrow and limited.
Chekhov proceeds to a description of the thin man’s wife and
son. The adjective phrases ¢ IJIMHEHRIM ITOADOPOIKOM U C NPULLY PEHHLIM
riasom (with a long chin and with squinting eyes) signal irony by
insinuation. Henceforth irony is made apparent through the channel of
direct speech in the story. The thin man addresses his old school chum by
his first name, then Tu (familiar form of the pronoun you) and finally

ronybuyuk Mot The fat man replies in a similar fashion addressing the

2YexoB, A Il, CobpaHne COYMHCHMN B JBCHajalaTy Tomax, (FoCynapCTBRHHOR
M3aaTeabCTBO XyJAoXecTBeHHoM JInTepaTypel, Mocka, 1955) ToMm 2, ¢T 193, For
translation, see Appendix (IV).
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thin man as BaTwowku, apyr aetctBa (my dear fellow, my childhood
friend), and also with Twl (you). It suggests their spontaneous joy at
seeing one another again. However, when the thin man suddenly discovers
that his old friend is a privy councillor with two stars he immediately
addresses him as Ballle NpPeBOCXOAUTENbCTBO (your excellency) and with
the second person polite form, Bel. After greeting each other, the two
friends embrace, NpusiTelu TPOEKPATHO 06/100BI3AIUCE U YCTPEMUIHU
JPYyr Ha Jpyra IJ1a3a, oJiHele ciel3 (they kissed one another three times,
gazed at one another with tear$ in their eyes), and the reverse takes place
at the end of the story, TOHKU IomaJl TpU Nasibla, IOKJIOHUJICA BCEM
TynoBuileM (the thin man squeezed three fingers of the fat man and bowed
with his ¢ntire body). Tpu manbua (three fingers ) indicates that the thin
man is so stupefied and irrationally impressed by the situation that he is
unable to act in a normal way. Instead of shaking the stout man’s hand
with his whole hand, he squeezes only three fingers of the fat man. This
suggests irony of overstatement. The repetition of certain verbs carrying
different emotional overtones signal stylistically the use of irony. When
the two men greet one another: 0O6a GrJIM NPUATHO ollesIOMJIeHH .’ (Both
men were pleasantly stunned) IlpusitHo (pleasantly) qualifies their

emotions. However, at the end of the piece the wife, the son, and the thin

*UexoB, A Il., CobpaHite coullHeHMR B JABeHajquaTH ToMax, (IocylapcTBeHHOe
[I3naTenncTBo XyaoxecTBeHHON JIuTepaTyph, Mocksa, 1955) ToMm 2, ¢T.193,
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man are stunned: “Bce Tpoe OHIJIU OlIeNOMJIEHH * (All three were

stunned.) There is no qualifying adjective here, but the scene is shrouded
instead by heavy silence.

Chekhov introduces another type of irony in this story, irony by
analogy. When the thin man reminisces about their schooldays together,
he talks about the nicknames they had. He was called ‘O¢uajbTom 3a TO,
yTo A AbeanuyaTh mwobun.® (He was called Ephialt because he used to
tattletale.) Ephialt was a Greek traitor who showed the Persians the path
around the Spartan defence at Thermopylae in 480 B.C. The analogy here is
comical and ironic as the thin man received this nickname because he was
a tattletale at school. This detail supports his obsequious behaviour in
the second half of the piece. The fat man’s nickname is also used for
ironic purposes. He was nicknamed Herostratus, a pyromaniac who burned
down the Temple of Artemis in ancient Ephesus in order to get into the
history books. Both references are an example of irony by analogy and
enhance the irony of their characters.

The dialogue is dominated for the most part by the thin man.
He keeps repeating that his wife is a Lutheran and her maiden name was
Banuenbax (Wanzenbach). This is a name of German origin. After the

suppression of the Decembrist revolt in 1825, the Russian administration

‘YexoB, A.Il, CobpaHmne COYHMHCHMN B JBecHaanatu Tomax, (FocyldapCTBeHHoe
M3aaTenscTBo XylHoXecTBeHHON JluTepaTypbl, MockBa, 1955) Tom 2, ¢T 195.
*1BID., p.194.
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turned to the ethnic German minority, who were for the most part
Lutherans, for their capabilities in government and their relative loyalty.
Obviously, the thin man considers this to be a mark of distinction, worthy
of repeating over and over again in order to impress in a pathetic way upon
the fat man that he has moved up in the world. Another pretended mark of
distinction is the son’s name, Haganaun (Nathaniel). This name was a
highly unusual name in Russia in the 19th century and signals an ironic
affectation. The wife and the son of the thin man are an extension of his
obsequiousness and they attenuate the impact of the irony. Their gestures
betray a life of subservience similar to the subservient behaviour that the
thin accords to the stout man in the second part of the story. When the
thin man discovers the stoui man’s rank, his attitude changes radically:

TOHKUN BIApPYr nobenHuwa ... CaM OH CBhEXUICA, cropbuics,
Cy3uJcA... Ero 4yemolaaHhl, Y3/JIH U KapPTOHKU ChEXUIUCA,
IIOMOPUINITUCD.. IUJTHHHIT NoNOOPONOK XEeHH CTajl elle
JIMHHee, HapaHau BHITAHYJICA BO JPOHTE U 3aCTelHYJ BCe
IyroBKU cBero MyHaupa...°

The use of alliteration, personification and the repetition of the verb
CheXUTh contribute to a irony of overstatement (exaggeration or a

reductio ad absurdum). Chekhov does this for a comic effect, but at the
same time there is a biting undertone.

The sound of laughter throughiout the piece is achieved by the

‘Yexos, A Il, CobpaHie CcoYMHEHHI B JBeHaanaTtu ToMmax, (FocyznapcTBeHHoe
HaaatenncTBo XyJAOXeCTBEHHON JIUTepaTyh, MockBa, 1955) ToMm 2, ¢T.194, For
translation, see Appendix (V).
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use of onomatopoeia. The repetition of the consonant x in the verb
3axMxKaJl, Xo-Xo , and in the thin man’s affected nervous laughter (Xu-xu-
¢) after he discovers the stout man's rank attenuates the comic tone of
the irony. The xo-xo of the laughter with the open vowel o in the first
part of the story is reduced to xu-xu in the later part of the story. This
corresponds in effect to all the verbs of contraction: cbexuncs,
cropbusica, cy3usics, noMopluiuck (to huddle up, to bend, to contract, and
to wrinkle ) and ultimately reflects the reduced dignity of the thin man.

This story is representative of Chekhov's very early work. It is
anecdotal in nature and the irony here is overt and is contained in the
radical change in the thin man’s behaviour when he learns of the fat man's
rank. The irony is stylistically signalled and is grasped immediately by
the reader. The contrapunctal technique is used for comic and ironic
effects. Chekhov uses and expands this technique in his middle period
where it becomes a vehicle of sophisticated irony.

However, by 1886, the year he wrote Anyuta, the quality of
his irony was changing and maturing. The story was first published in the
magazine OcKoJIKUM on February 22, 1886. In this story, Chekhov's irony
begins to be expressed in more subtle forms. In Anyuta, irony by analogy
plays an extremely important role. Mythic and literary references start to
become more frequent in Chekhov’'s stories and serve as devices for

achieving multi-leveled meanings, satire and irony and also pathos and
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emotional depth. As Thomas Winner states:

“Chekhov’'s use of archetypal patterns may be direct and
obvious. Some heroes clearly reflect mythological archetypes.
Frequently, however. Chekhov's use of archetypal patterns is
more complex. They may allude to only indirectly or they may
be inverted. Implied archetypal parallells may encourage
certain expectations which are not always fulfilled in the
development of the fabula . The tensions thereby engendered
serve to contribute to a tone of irony and to what has been
called the curve of Chekhov's stories. The Chekhovian hero
who echoes an archetypal hero is often only a weakened
version, a pathetic echo, a satire or parody, of his prototype.”

The mythic allusion in Anyuta is to the Greek myth of Cupid and Psyche
and it is used by Chekhov for ironic purposes.

Briefly, the myth concerns Psyche, daughter of a king who is
beloved by Cupid, who visits her nightly, but remains invisible, forbidding
her to attempt to see him. One night she takes a lamp and looks at him
secretly as he sleeps, and overwhelmed by his beauty, she accidentally
lets a drop of hot oil fall on his shoulder. He departs in anger, leaving her
alone and unhappy. The etymology of the word ‘psyche’ derives its
meaning from the Greek word for ‘soul’.

Anyuta, according to Renato Poggioli “seems to have been
conceived in a mixed mood, half pathetic, half morbid; and it lies halfway,

so to speak, between Murger's Scenes de la Vie de Bohéme and the most

" Winner, Thomas G., ‘Myth as a Device in the Work of Chekhov', in Myth and Symbol,
critical approaches and applications, edited by Bernice Slote, (University of Nebraska Press,
Lincoln NB, 1963) pp.71-2.
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sordid tales of the early Dostoevski.” The tone of the irony here is more
serious than comic. The story concerns Anyuta, a young seamstress who
is living with an impoverished medical student named Klochkov. Kiochkov
receives a small monthly allowance from his father, but is constantly
living in an impecunious situation. Anyuta supplements their income by
doing some embroidery work. They live together in furnished quarters and
in typical student squalor. The story opens with Klochkov cramming for an
examination in anatomy. He becomes frustrated and in order to clarify
everything in his own mind, he asks Anyuta to remove her blouse so he can
count her ribs. A while later his artist friend Fetisov comes in and asks
Klochkov if he can borrow Anyuta as a model for a painting he is doing
about Psyche. While he is there he berates his friend for the slovenly
conditions in which he is living . He then returns to his studio with
Anyuta. After his departure, Klochkov ponders the remarks of his friend
and ironically interprets this as a criticism of his co-habitation with
Anyuta. He decides that he is going to terminate his relationship with
Anyuta. When Anyuta returns bringing with her some sugar that she has
bought for him, he blurts out in a confused way that she knows one day
that they must part and that they had better do it now. Anyuta puts on her

coat and hands him sugar with tears in her eyes. He capitulates and tells

her that she can stay and then begins his comic anatomy lesson over

¢ Poggioli, Renato, The Phoenix and the Spider, (Harvard University Press, Cambridge
Mass., 1957) p.122.
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again. The story ends as it began and perhaps it could be considered to be
a precursor of something like lonesco's La Lecon,

Anyuta does not have the grand proportions of Psyche in the
myth Cupid and Psyche , but her capacity to love and her spirituality
surpass Psyche’s and underscorgs the spiritual and emotional
impo‘verishment of Klochkov and Fetisov. Chekhov uses irony by analogy,
but he inverts certain aspects of the myth. Psyche puts conditions on her
love for her curiosity causes her to glance surreptitiously at her lover
while he sleeps. Anyuta does not put any conditions on her devotion and
love; she does not demand anything in return. Her love is blind. Throughout
the entire piece, there is a subtle play with the connotations of the word
blindness. All three protagonists are blind in various ways. Chekhov
channels his irony through internal contradictions. On the surface of the
story, the action and dialogue of Klochkov suggest that he considers
himself superior to Anyuta. He treats her as an object to use for his
anatomical lesson and also as an object to loan to his artist friend as an
model for his painting of Psyche. Fetisov ironically considers himself
superior to both Kiochkov and Anyuta. He also uses her as an object to be
disposed of when she no longer proves useful. However he also berates
Klochkov for his slovenly ways, thus implying his own superiority. Anyuta,
on the other hand, considers harself inferior to both of them. She

indicates this by the fact that she follows all the commands of Klochkov
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without any questions and she addresses Klochkov with the polite BH
while he addresses her with the familiar Tt On a lower level the reader
sees another layer of irony. Psyche means sou/ and by both their words
and actions Klochkov and Fetisov betray their lack of emotional depth and
spirituality. The supreme irony of the story is that Fetisov wishes to
portray Psyche without any true comprehension of the subject.
Furthermore, all of the three main protagonists are oblivious to the fact
that the real Psyche here is Anyuta. The irony here is double-layered and
overt. However it requires a knowledge of the Greek myth in order to
penetrate the two layers.

Another parallel and source of irony that is drawn from the
myth is the physical image of Psyche. Psyche was reputed to be an
extraordinary beauty whereas Chekhov’'s Anyuta is “ManeHbKas,
XyIeHbKass OPIOHETKA JIeT ABaAUaTyu NATH, 0YeHb OJieIHAs, C KOPOTKUMU

» 9

cepbiMyu rinaszaMu”” (a small thin pale brunette of twenty five years with
mild grey eyes). Chekhov wants to take the emphasis away from the
external aspects of Anyuta where both Kiochkov and Fetisov place them,
and redirect them to her ayma or psyche. This is irony of pretended
omission of censure. It must be pointed out that Psyche's lover came to

her in the evening and abandoned her in the daytime. All five of the former

students with whom Anyuta has lived, and certainly the pattern will be

*UexoB, A.Il, Cobpanne COYMHGHMA B JNBcHaanati Tomax, (CocylnapcTBeHHOE
M31aTenbCTBO XyldoXecTBeHHONM JInTepaTypsl, MockBa, 1955) Tom 4, ¢T 78,
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repeated with Klochkov, have abandoned her when they were on the
threshold of their careers and the beginning of their public lives. «Tenepb

BCC OHU YXe MOKOHUYWJIM KypCHl, BBHILJIM B JIIOAM U, KOHEUYHO, KAK
[lopsJIoYHBIe TI0AU, 1aBHO yXe 3abbitn ee»'® (Now they had all finished

their courses, had gone into the world as educated people, and, of course,
had already forgotten her.). Chekhov attenuates the irony of this situation
with a play on the word nopsanouriin. He has Klochkov use this same word
in indirect thought disguiced as narrative just as Anyuta does, but only in
a different context. After ®etucos has scolded him for living in such
slovenly conditions, he mulls this over in his mind:

OH ToyHo 6B Npoviesl YMCTBEHHHIM OKOM ToO CBoe Oynyliee,
Korla oH OyJeT NpUHUMATh CBOUX GOJIbLHEIX B KabuHeTe, IUTh
Yall B IPOCTOPHON CTOJIOBON, B OOLW(ECTBe XeHEl, QPIAJIOUHON
XeHI(UHHl, -U Terneph 3TOT Ta3 ¢ IOMOSAMH, B KOTOPOM I1JIaBaIu
OKYIIKU, UMeJI BUJ 10 HEBepOATUA raiKum. "

The real mopanoynas (correct or proper) human being is Anyuta which both
Klochkov and Fetisov fail to comprehend. As Renato Poggoli puts it: “In
reality, she serves, with her body and soul, the blind selfishness of two
human beings who consider her an inferior creature, while she is far

»2

superior morally to them.

“YexoB, A.Il., CobpalHe cOYHMHEHHN B JBeHaluaTH ToMax, (FTocyldapcTBeHHOE
IanaTtenncrteo XyanoxecrseHHon JimtepaTyphl, Mocksa, 1955) ToM 4, CT.79.

""1BID,, Volume 4, p.81. For translation, see Appendix (V).

2 Poggioli, Renato, The Phoenix and the Spider, (Harvard University Press, Cambridge
Mass., 1957) p.123.




¢ 3

ASs

30

The tone of the irony in Anyuta is both comic and tragic. In the
opening scene we see Klochkov reciting aloud his comic anatomy lesson:

[IpaBoe sierkoe COCTOMT U3 Tpex jxonen 3yOpnin KMOUKOB -
FpaHuubl! BepxHss J0JIs1 HA NepelHeN CcTeHKe rpynu
JocTUraeT a0 4-5 pebep, Ha OOKOBON NOBEPXHOCTU JIO

yepBepToro pebpa . Ha3alu 1o spina scapulae...'”
The story ends with Klochkov repeating this same comic phrase after he
has a change of heart and allows Anyuta to stay with him. The tragic
overtones of the irony are softened by this comic phrase and also by the
manner in which Chekhov ends the story. He changes the reader's frame of

mind by placing the action of the story back into the stream of life: «A B
KopuJIope KTO-TO KpUyaJl BO Bce ropjio -I'ppuropuit, camosap »'*  (In the
corridor some one shouted at the top of his voice: “Gregory! The
samovar!”)

In another story published the same year, 1886, but in the
Iletepbyprckad 'azera (The Petersburg Journal), the tone of the irony is
unrelieved and tragic. The story is called Misery. This story is important
not only for its artistic merits, but also for its theme. It is a theme
which is recurrent thought the entire corpus of Chekhov's work and is

perhaps his major theme. It is the theme of individual isolation and the

¥ YexoB, A.Il , Cobpaiue COYHMHCHHE B JBCHaINaTH ToMax, (FoCyAapCTBRHHOE
N3naTenbcTBO XyloxXecTBeHHoON JluTepaTyph, Mockpa, 195S) Tom 4, ¢T 78 For
translation, see Appendix (VIl).

“IBID., p.78.
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lack of communication and understanding among human beings. In Misery
the main theme is unhappiness and loneliness caused by the death of a
loved one and the emotions which must be accommodated by the death
process. Chekhov chooses for his title the abstract noun Tocka and in
doing so he emphasizes a certain immediacy of the moment, but he also
generalizes the emotion. He then subtitles the story with the following
line, “KoMy moBeM nedasb Molo? . " (to whom can | tell my sorrow?) taken
from a 16th century religious poem [Inay4 HMocuda (The Sorrow of Joseph)
based on the captivity of Joseph in Genesis, chapter 4. This subtitle
intensifies and personalizes the title and suggest a certain ambiguity.
The expected response to this rhetorical question in the subtitle would be
for another human being to reply. This quesiion is posed for ironical
purposes for the expected response to the question does not materalize.
The main protagonist receives no human response to his anguish,only the
tacit sympathy of his norse.

The opening paragraph sets the tone and atmosphere. Chekhov
paints a winter scene:

BeyepHue cyMepKU. KpPyNHBI MOKPHI CHET JIEHNBO KPYXUTCA
OKOJIO TOJIbKO YTO 3aXXKeHHBIX oHApeNn U TOHKUM MSATKUM
MJaCTOM JIOXUTCSA Ha KPBIWY, JIOMAJUHBIE COUHBL, IJIe4H,
Wwanku. V3Bo3uuK MoHa [loTamnoB rech 6esl, Kak NIpUBUICHUE.
OH COTHYJICA, HACKOJIBKO TOJIbKO BO3MOXHO COTHY ThCs X UBOMY
Tejly, CUIUT Ha KO3J1aX i He WeBeJIbHEeTCA. Ynaau Ha Hero
HeJIs cyrpob, To U Toraa 6ul, KaXeTCA, OH He Hallel HYXHBIM
cTpAXuUBaTh ¢ cebsa cHer . Ero somaleHKa Toxe Oena U
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HenoaBmXxHa CBOe HEeNOJBUXHOCTHIO, YIMOBATOCThIO POPM U
H&HHOOGP&SHOﬁ NPpAMU3HOK HOI' OHA JaXe BOMI3H NONOXA HA
HolleedHYIo NPpAHUYHYIO JIOMAIKY OHa, 1Mo Bcell BepedTHOCTH,
norpyxeHa B MLBICJIb Roro oropBanu OT NYra, OT NPUBLIMHLIX
CepblX HapTUH U 6pOCHHH Clolla, B 3TOT OMYT, TONHBLIA
Yy JOBUUHHIX OHEll, HeyTOMOHHOTI'0 TpecKa U GeprHIX nwojen,

15

TOMY HeJIb34d He 1YMaATb.

By association, Potapov’'s emotions are linked to this barren,

cold winter scene. The story is narrated in the third person by the
detached omniscient narrator. The structuring is linear and the
transitions hinge on external incidental events. This movement is
connected with the various people who hail the cabby for his services
during the evening. In Misery the emotional state of Potopov is
intensified by each encounter. He tries desperately to strike up a
conversation and at each instance he lowers his dignity to gain some
human compassion, but he meets only with indifference or cruelty. The
irony of the situation further intensifies his misery by the fact that he
starts out by addressing the officer as barin, “A y MeH#, 6apuH, TOBO.
ChIH HA 3TOM HeJesie moMep"” (Ah | have, barin ... my son died this week). He
addresses the two men and the hump-back as gentlemen, the hall-porter

as friend, and finally the other cabby as mate, “A y MeHs, OpaT, ChIH

" YexoB, A.Il., CobpaHye COYMHSHMN B JBeHajnaTn Tomax, (FocyAapCTBeHHOE
M30aTeNbCTBO XYNOoXecTBeHHoM JiuTepaTyps, Mocksa, 1955) Tom 4, ¢T1.38 For
translation, see Appendix (Vill).
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nomep” (But my son died, brother). Ironically, he receives the least
amount of attention from the people whose station in life approximate his
own. There 1s a cumulative emotional build up until Potopov is finally
able to release his emotions by talking to his horse. There is a wonderful
pasacaglian rhythm achieved in the building up of the emotional tension of
Potopov. The ultimate irony ic that man with all his powers seems
incapable of listening and showing compassion to his fellow human beings.
He only shows blatant indifference. Frank O’Connor in the The Lonely
Voice interprets the story as “not only his perception of human loneliness
as an element in the submerged population, but also as a profound moral
probing into the nature of guilt itself.”’® He points out that “the old
cabby's customers in Misery are people very like ourselves, busy, wrapped

up in their own concerns, and if they break the old man's heart with
loneliness it is as we ourselves might do it.”'” This is one of the ironies

of life.

Chekhov increases the impact of the irony by using aspects of
nature-snow and wind-metonymically to intensify the sense of isolation
of the main protagonist from the social world and human communication.
Chekhov's dialogue is disconnected and fragmented in order to indicate his

protagonist’s inability to communicate his lot to his various fares and

'* O'Connor, Frank, The Lonely Voice, (Macmillan and Co. Lid., London, 1963) p.85.
"71BID,, p.84.
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their utter lack of sensitivity to his emotional state. Chekhov also
signals irony by stylistic means in Misery. Potopov at one point addresses
the other cabby as 6pat (brother) and receives no sympathy, but at the
end of the story he addresses his horse : “-Tak-To, 6paT, KOGBUIOUKA..." "
(That's how things go, old girl) and “JlolaneHka X yerT, ciayliaeT U ALIIUT

1 19

Ha pYKU CBOEr'o X03AUHA . (The little mare chews, listens, and breathes
on the hands of her master.)

Another stylistically signalled use of irony is the placement
and the play on the word nowant The first reference to the main
protagonist’s horse is nomazeHka JlomaneHka is rather pejorative as it
means nag or a miserable horse. As the story progresses the horse
gradually becomes humanized whereas the responses Potopov receives
from the various people he encounters during the evening are the reverse.

These three stories, The Thin Man and the Fat Man,
Anyuta and Misery demonstrate a marked artistic progression in
Chekhov's work. The overt irony manifested in the early anecdotal The
Thin Man and the Fat Man starts to become more refined and controlled in
the Misery and Anyuta. Chekhov introduces elements of irony towards

1885-86 (irony by analogy, irony displaced and internal contradictions)

which he will use with more subtlety in the middle part of his career. As

“Uexos, A.ll., CobpaHue COYHHCHHMA B JABeHaanaTH TomaX, (IOCyAapCTBEHHOR
M3aaTenbcTBO XYNOXKeCTBEeHHOD JluTepaTypsl, Mocksa, 1955) ToM 2, €T 43
¥ IBID., volume 2, p.43.
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Quentin Ritzen so aptly states it:

“Ces courtes nouvelles précoces manifestent une évolution. i
faut se rappeler qu'initialement, les journaux humoristiques
sollicitaient Tchekhov, dont les textes cotoyaient des
caricatures. Son souci était de faire rire, de railler, de
croquer ces chefs de bureau, ces adjudants et ces pions qui
commengaient a fournir au naturalisme russe son pain
quotidien. Et ce n'est que peu a peu que, dans le tissage
heétérogene et bariole des premieres nouvelles, le grotesque
devient triste, la critique plus grave, la vision du monde plus
profonde; et que le trait, le coup de crayon font place & des
plongées plus profondes et au désir d’arreter la vie dans
I'épaisseur de l'instant. C'est de 83 a 87 qu’on saisit le sens de
cette metamorphose.”™®

* Ritzen, Quentin, Anton Tchekhov, Classiques du XXe siécle, (Editions Universitaires,
Paris, 1961) pp.33-4.




Chapter two will treat the following stories: I'ycer and

HonpriryapA. Both were written in the middle period of Chekhov’'s career
and they demonstrate his increasing sophistication in the use of irony.
The themes of these two stories are quite different. The Grasshopper
treats the narcissus theme, in this case a superficial and morally
bankrupt woman who deceives herself as well as others. I'ycep treats the
theme of human isolation and death and indirectly the search for the
meaning of life. The tone of the irony in the two stories is diametrically
opposed, but both of these stories demonstrate a marked development in
the subtlety and increasing complexity of Chekhov’s irony.

After being awarded the Pushkin prize in 1888 for his story,
The Steppe , Chekhov was able to refine his art in greater leisure and he
became less prolific in his output. From 1888-1890, until his departure
to the lIsland of Sakhalin, he wrote only eleven stories. These eleven
stories which include Lights, The Name-Day Party, An Attack of Nerves
and the masterful A Boring Story portray in the main forms of spiritual
malaise. Chekhov's brother had passed away in June, 1889 of tuberculosis
and this death seems to have triggered a certain philosophical
examination of the meaning of life on the part of Chekhov. His attempts at

a novel, Paccra3sl u3 Kusan Moux lpysent, proved to be fruitless; his
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play, Jlemnb, seemed to him to be unsuccessful, and he himself seemed to
be suffering from a certain malaise.

His letter to A. Suvorin in May, 1889 seems to sum up his

spiritual state of being:

CTpacTu Majio, npubaBbTe K 3TOMY U TAKOI0 poJa MCUXONaTHIo:
HJ C TOro HU C Cero, BOT yXe JBa roina, 1 pa3iiobui BUIETh
CBOU NPOU3BeJeHNsT B Ne4aTU, OpaBHONYIES] K pelleH3uAM, K
pPa3roBopaM o JINTepaType, K CIVIeTHSM, YClIexaM, HeyclexaM,
K 60JIBIIOMY T'OHOPApPY-OJHMM CJIOBOM, CTAJI IypaK AypaKoM. B
Jyllie KaKoM-To 3acToil. 06bACHA 3TO 3aCTOEM B CBOEI JIMYHON
XU3HU. f He pa30vyapoBaH, HE yTOMIUJICA, He XaHIPIO, a MPOCTO
CTaJI0 BAPYTr BCce KAK-TO MeHee MHTepecHo. Halo ToJcHIaTh

nox cebs noxopy '

A Boring Story appeared in the CeBepHEIT BecTHMK in November

1889. The story portrays a cri de coeur of an aged professor and lays bare
the existential absurdity of life. It suggests perhaps Chekhov's mood
after the death of his brother and foreshadows his somewhat intense
preoccupation with philosophical themes. It also suggests his search for
a cohesive vision of life. In any event, Chekhov decided to ‘moachHmnaTh MOX
cebs noxopy’, and he started to make plans and do research for a trip to
the penal island of Sakhalin. He departed in April of 1890.

On his return from the penal colony of Sakhalin, there is a

noticeable shift in his approach to his art. Philosophical analysis and

' YexoB, A.ll Cobpanne coyHHeHHIY B JABeHaauaTy Tomax, (FocylapcTBeHHOe
[I3xaTenbCcTBO XyJoXecTBeHHON JIMTepaType, MockBa, 1955) Tom 11, ¢T 354-5.
For translation, see Appendix (IX).
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psychological probing supplant to a certain degree the satirical and lyrical
qualities of his earlier work. These types of stories with a philosophical
underpinning lend themselves sui_generis to more complex forms of irony.
Nature’'s role is more limited and tightly controlled as a result of his
philosophical preoccupations. The theme of death seems to saturate his
prose and this is coupled with nature playing an indifferent role in the
background of many of his pieces. Chekhov began writing Gusev on his
return voyage from Sakhalin. The immediate inspiration for the piece
probably stems from an event he witnessed on board the ship returning
from the Far East. He mentions this in a letter to A. Suvorin just after he
returned to Moscow:

Mopckoit 6051e3HI 1 He NOABEPXKUI — 3TO OTKPHITUE MeH:A
NPUATHO Nopa3wio. [lo nmyTu K CuHranypy 6pocuwiu B mMope
IBYX HOKOMHUKOB. Korjma riasiamumb, KaK MepTBHII UeJIOBEK,
3aBOPOYEHHBINI B NAPYCUHY, JIETUT, KYBHIPKAsCb, B BOAY U
Korja BCIOMHMHAellb, YTO JIO JHA HECKOJIbKO BepCT, TO
CTAaHOBUTCA CTPAIHO U MOYeMy-TO HAUMHAET Ka3aTbCA, UTO

caM yMpelnb u 6yaemsb 6pomen B Mope.?
Gusev was first published in Hopoe Bpems (New Times) on
December 25, 1990. Chekhov asked Suvorin to put the date, Colombo, 12
November, to indicate that the piece was begun in Ceylon. The story is

replete with imagery intimately connected with Chekhov's experiences on

®YexoB, A.Il CobpaHne coYMHeHMNI B JBeHajauaTH Tomax, (TocyldapCcTBeHHoOe
M3aaTenbCTBO XyJAOXKecTBeHHON JInTepaTyphl, MockBa, 195S5) Tom 11, CT.483
For translation, see Appendix (X).
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his return voyage to Russia. Even the rhythm and movement of the story
are closely related to the rocking of the ship at sea interspersed with the
static moments at port.

The irony here in this story is more complex and is embedded
in the structure of the story. The presence of contrapunctal themes of
irony, portrayed in Gusev in the form of diametrically opposed characters,
is the chief structural device of the story. The story briefly concerns the
return of Gusev, a soldier dying from tuberculosis from the Far East where
he has served as a batman for the past five years. His cabin-mate in the
ship's infirmary is Pavel Ivanych, a priest's son who has served as a minor
official on the island of Sakhalin. Pavel Ivanych, who is also dying from
tuberculosis, considers himself to be a superior human being because he
believes that he lives as a rational, thinking person. He assumes an air of
intellectual superiority with regard to Gusev and his cabin-mates. He
feels that he is capable of surmounting most situations because of his
acute intelligence. He is the prototype of a series of Chekhov's fictional
intellectuals which culminate with the nervous, exhausted megalomaniac
Kovrin in The Black Monk . In all cases, this type of character usually
succumbs to the supreme irony of self-deception. In Gusev, there is a
dramatic confrontation between the two major protagonists: the
instinctive, intuitive man is pitted against the rational man. The

narrative consists mainly of dialogue which heightens the sense of drama.
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Furthermore, the story is structured in five short sections like a play.
The dialogue consists of Pavel Ivanich’s diatribes against stupidity and
injustices in the world and Gusev’'s humble,though unthinking acceptance
of his fate in life. Death and burial at sea for both Gusev and Pavel
Ivanych are the final culmination of the story with the evocation of
nature in the final lines which closes the cycle of life with the promise of
renewal.

Death frames the story. As the opening sentence is isolated, it
carries with it more weight and forcefulness : “Vxe nmoremueso, cKopo

»n3

HOYbB. (It was already dark, soon it will be night.) This sentence sets

the tone of the story and by association the sombre and tragic tone of the
irony. The reader is placed immediately in_media res. We are introduced
to the two main protagonists and their irrevocable differences are defined
by the opening dialogue. Also the irony in this story is wrapped around
this antithetic structure. When the ship starts to rock and something
falls clanging to the floor, Gusev says: “BeTep c uenu copsascs .."* (The

wind has broken away from its chain.) To this explanation Pavel lvanych
replies irritably: “BeTep 3Bepb, YTO JIU, YTO C LIENU CphIiBaeTcsA?"" (Is the

wind a beast that can break away from its chain?) To this Gusev responds:

*YexoB, A.Il. CobpaHue CcoYMHeHHN B JBeHaAuaty Tomax, (FocylapCTBeHHoe
N3aaTenbCcTBO XYAOXeCTBeHHoN JiuTepaTypsl, Mocksa, 1955) ToM 6, CT 345.

‘ 1BID.,, p.345.
* 1BID., p.346.
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“-TaK KpeleHtle ToBopAT.”* (That's what the Christians say.) And Pavel

Ivanych replies: "I KpelleHble Tak#e Xe HeBeX b, KaK TH... Majo iu

yero oHu ropopsT? Halo CBOIO I'0OJIOBY UMEeThb Ha IIe4yax U PacCyXIaTh.
BeccMriciedHH N YesioBeK "’ (The Christians are as ignorant as you are...

They talk about many things. You must have a head on your shoulders and
reason things out. You make no sense.) These remarks made by the two
main protagonists in the opening section set up structure of the story and
also the structure of the irony. Gusev is portrayed as a passive man of
somewhat limited sensibilities who is shown to have acted coarsely in
certain situations. His name taken from the Russian word for ‘goose’
which suggests his limitations. Pavel Ivanych considers him to be an
ignorant peasant susceptible to religious superstitions and incapable of
understanding what life is about. He considers himself to be an
intellectual giant capable of controlling and understanding most aspects
of his life. lrony of character, of speech and of events all harmonize in
this particular story to undermine and contradict Pavel Ivanych’s
preconceptions about himself and about life.

Immediately after the opening exchange of words between the

two main protagonists, Gusev falls into a reverie and in his imagination he

¢ Yexos, AIl. CobpaHHe cOYMHOHMI B JABeHaanatH TtoMax, ([ocyaapcTBeHHOe
MaanatenncTBo XyloxecTBeHHON JIMTepaTypel, MockBa, 1955) ToM 6, cT.346.

" 1BID., p.346.
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is able to return to his native village in Russia:

Pucyercsd eMy rpoMajidbiil NMpyJd, 3aHEeCEeHHHN cHerom... Ha
OJHON CTOPOHE NPYAa PapPopPOBLIN 3aBOJ KUPIUUHOrO I[BETA, C
BBHICOKOY Tpyboit u ¢ ofJlaKaMu YepHOro IHMa, Ha JAPYTon
CTOpPOHE — JIepeBHS.. W3 IBopa, MATOro ¢ Kpal, eJleT B CaHsIX
6paT A7exceil, mMo3aaM HEro CUAAT CHIHUIIKA BaHbKa, B

60JIbIINX BaJIeHKAaX, 1 JeBUOHKAa AKYJIbKa, TOXe B BaJIeHKax "

Gusev is capable of escape and relief from his present situation, but Paval
Ivanych is incapable of this as he has locked himself into a ‘rational’
impasse. Gusev also vicariously gets relief from the torrid heat and the
stifing conditions in the infirmary by conjuring up the cold Russian
winter in his imagination: “PaJoCTb 3aXBaThiBaeT y Hero JblxaHue, 6eraert
MypallKaMi 1o Tely, JPOXUT B Nanbuax."' (Happiness toock away his
breath, and a shiver ran through his body, right to the tips of his fingers.)
Pavel lvanych, on the other hand, gets absolutely no physical or spiritual
relief and he actually must “ciuT CUAs, TAK KaK B NexauyeM MoJI0Xeuu ol

»n 10

3aJbIXaeTcs. (He sleeps sitting up, because he can not breathe lying

down.) Furthermore, he deceives himself continuously about the state of
his health:

Kak cpaBHUIb cebs1 ¢ BAMH, XaJjiKoO MHe Bac... 6elHAT. Jlerxkue
Yy MeHS 3J0POBHe, a KalleJb 3TO XEeJyIOouHH®.. f Mory

®*Yexos, AIl Cobpanue counHeHMN B JBcHaanaTH ToMmax, (FocynapcTBeHHOE
M3naTenbCcTBO XyJAoxecTBeHHon JIuTepaTypel, MockBa, 1955) Tom 6, cT.346.
For translation, see Appendix (XI).

i J.B.'.D_u p'347'
©1BID,, p.347.
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nepedHecTu ajx, He To 4To KpacHoe Mopel K ToMy Xe i
OTHOIIYCb KPUTUYECKU U K 00JIE3HU CBOE! U K JIeKapcTBaM. A
BBl.. BH TeMHHE... TsKeso BaM, 04eHb, OUeHb Tsxesol"”

This is an excellent example irony of speech and fallacious reasoning. The
word TeMHHIN (ignorant or dark) takes on many nuances of irony here.
Gusev may be considered TeMHHN because he lives his life in an
unconscious manner, but Pavel Ivanych himself is TeMHBEII as he can no
longer at this point even sit up in bed and he still refuses to accept his
fate believing that he is less susceptible to the vagaries of life than most
other mortals.

Chekhov compounds the irony of character and speech with
each successive talk he has with Gusev. After giving a long diatribe on
the differences between his intellectual superiority and intellectual
inferiority of his cabin-mates, he goes on to say:

MTapuym BH, XaJkue Jgoau.. A Xe gapyroe jxeno. H XUBY
CO3HATEJIbHO, 1 BCE BUXY, KAK BUAET opeJl Win scTpel, Koraa
jeTaeT Hal 3eM/ell, U BC& HOHMMal. f BOIIIOWEHHLN
NpoTecT. BUXY NPOU3BOJ-NPOTECTYI0, BUXY XaHXY M
INHEeMepa-nmpoTecTyo, BUXY TOPXECTBYOIIYID CBUHBIO-

npoTecTywp. '

He then goes on to elaborate about his insufferable character and he

finally ends on the note that his ‘friends’ asked him not to return to

"' YexoB, A.Il. CobpaHne coYMHeHMN B ABEHAAUAaTH Tomax, ([ocylnapCTBeHHoOe
M3aaTenbcTBo XyJdoXeCTBeHHON JiuTepaTypH, MockBa, 195S) Tom 6, ¢T.353.
For translation, see Appendix (XII).

2 IBID,, p.352. For translation, see Appendix (XlIl).
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Russia. The repetition of the word Buxy (I see) compounds the irony and
signals stylistically placed irony. In reality Pavel Ivanych sees absolutely

nothing beyond his own field of vision. He is oblivious to the fact that he
is just as TeMHHI as his cabin-mates but only in a different way. He
declares that when he sees tyranny he protests, but he can not even see
the tyranny of death approaching. Chekhov further underscores the irony
of the situation by making his remarks incomprehensible to Gusev. In fact
while he rages on, Gusev is looking out the porthole for a moment of

respite when he sees some Chinese men holding up cages with canaries in
them and shouting out: “IloéT! MHoéT!""” (It sings! It sings!) The

juxtaposition of these two scenes provides an ironic tertium quid. By
association Pavel Ivanych is the caged canary who sings without
comprehension and not the hawk or the eagle soaring above the earth in
complete freedom which he considers himself to be. The irony of this
scene is attenuated because as Pavel Ivanych’'s life becomes more and
more constricted, his physical appearance actually takes on a hawkish
look. In an earlier description, he is depicted as having a long, sharp nose
and as he becomes more emaciated, it grows sharper and sharper. The
above scene also functions as an ironic comment on the limits of

rationalization.  Their mutual incomprehension has resulted from this

" YexoB, A I1. CobpaHHe COYMHEHHH B JBeHalllaTu Ttomax, (["ocylapCTBeHHOe
M3aaTenbcTBo XynoxecTBeHHon JluTepaTyhl, MockBa, 1955) Tom 6, ¢T.352.
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along with the great cultural gap that separates them.

There is a cumulative buildup with regard to Pavel lvanych's
self deception. With each successive diatribe, he deceives himself even
more until finally he is deceived by death. The irony here is strengthened
by the fact that Chekhov describes his death in very understated terms:

“CIBIHO, KaK OyJITO KTO Bolle]l B Ja3apeT, pa3faloTcsA rojoca, HO

we ¥ 14

MPOXOIUT MUHYT NATH U BCe CMOJIKAe: . in contrast to Pavel

lvanych’s death, Gusev's death is described in detail:

CIIUT OH JABa JHA, a Ha TPETUM B MOJIEHb MPUXOAAT CBEPXY
B2 MaTpoca U BBIHOCAT ero U3 JjlazapeTa. Ero 3amuBaeT B
NapyCUHY U, YTOOH OH CTaJl TAXesnee, KIZIAYT BMeCTe ¢ HIUM
JIBa XeJIe3HbIX KOJIOCHUKA. 3aMUTHI B NapYCHUHY, OH
CTAHOBUTCA MOXOXMM HAa MAapKOBb UIN PeIbKY: y TOJIOBHI
IMPOKO, K HOTaM y3Ka...'

After the sailors throw his body into the sea and his corpse begins to fall
to the bottom of the sea, he is viciously attacked by a shark:

[TourpaBmy TeJjiOM, aKyJla HeXOTs IMOACTABIAET IOIX Hero
M1acTb, OCTOPOX HO KHacaeTcs 3ybamMu,u NapyCUHa pa3pLIBaeTCA
BO BCIO IJIMHY Tejdy, OT I'OJIOBHl J0 HOT;, OAUH KOJIOCHUK
BHITIalaeT Y, UCIYTraBIM JIOIIMAaHOB, YAapaBIyN aKyny no GOKy,

16

OHCTPO NAET KO AHY

Gusev, who has accepted his fate in life humbly and benignly

“Yexos, AIl. Cotpane coYMHeHHR B nBeHaanaty ToMax, (FCocydapcTBeHHoe
N3aatenncTto XynoxecTBeHHon JlutepaTynl, Mocksa, 195S) Tom 6, ¢T.354 For
translation, see Appendix (XIV).

*1BID,, p.357. For translation, see Appendix (XV).

' 1BID,, p.358. For translation, see Appendix (XV1)
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unlike the rebellious Pavel Ivanych, is ironically devoured by a shark. The
contrasts in the description of these two deaths underlines the general

irony of the entire story: nobody is i1solated from the inevitability of
death. Nature in resplendent colours has the tinal moment in the story,

relieving the oppressive atmosphere of the heat, the claustrophobia in the
infirmary, the sickness and death. The evocation of nature extends the
general irony of life by suggesting that in death there is beauty. It also
shifts the focus from the temporal to the eternal with the promise that
everything is integrated into a renewal in nature:

He6o CTaHOBUTCA HEXHO-CUPEHEHM I'nmans Ha 23ToO
BeJINKOJIelIHOe, ouyapoBaTeJibHOoe Hebo, OKeaH cHavala
XMYPUTCHd, HO CKOpPO caM InpuobperaeT 1lBeTa JIaCKOBHIE,
paloCTHHE, CTpacTHhHIe, KaKNe Ha 4YeJjlIoBeYeCKOM A3LIKe U

Ha3BaTh TPYJAHO."

Nature’s role in the story is structured in the same antithetic
fashion as are the two protagonists. Nature plays an ambiguous and
ironic role throughout the entire piece. She is both indifferent and cruel,
but also she offers moments of respite and tranquillity to the
protagonists. This is depicted most vividly in the reveries of Gusev. His
dream is bifurcated. At one moment he is enjoying a scene from his native

village in the winter; the next moment the dream is shattered by the

""YexoB, A Il. Cobpanme CcOYMHCHMN B JBeHajnatH Ttomax, (FocyAapcTBeHHOE
V3naTtenbcTBOo XyadoxecTBeHHon JImtepaTtysl[, MockBa, 1955) ToM 6, ¢T 358. For
translation, see Appendix (XVII).
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image of a huge bull's head without eyes enveloped in black smoke. The
latter is a symbol of his impending death and by extension the hostile and
menacing universe. lronically just before he dies, he asks the soldier with
the bandage on to carry him up to the deck for a breath of fresh air. On the
deck he notices steers with drooping heads standing at the ship’s rail.
This re-echoes the image of the bull without eyes.

Another touch of irony in Gusev’s reveries is that with each
succeeding dream there is a more elaborate description of his village and
the various people who live there. However, the closer he gets to his
village in his imagination, the further away he gets to it in reality. In the
final reverie he imagines flying out of a sleigh and falling with his face
into the snow with people laughing. His dreams prove to be the ironic
inverse of what happens to his corpse in the end:

BaXTeHHHI NMPUINOJAHUMaeT KOHell IOCKHU, I'yceB cIlojn3aeT ¢
Hee, JIeTUT BHU3 I0JIOBON, IIOTOM IlepeBepTHBaeTCsA B BO3AyXe
n-6ynTteix! IleHa NOKpPhRIBAaeT ero, MrHOBEHUE KaXeTcsd OH
OKYTAaHHBIM B Kpyxeba, HO NpollJio 3TO MIHOBeHMe-u OH

1cye3aeT B BoJIHaxX '’
Irony is even embedded into the imagery of the entire piece. In short,
every aspect of the story is in some way touched by irony.

The Grasshopper first appeared in the magazine Cepep in the

'* YexoB, A.ll. Cobpanne coYHHEeHHR B JBeHaianaTH ToMmax, (FoCcyldapcTBeHHoe
[I3naTenbcTBO XYyJdoxecTBeHHoN JIuTepaTyphl, MockBa, 1955) ToM 6, ¢T.357.
For translation, see Appendix (XVIiI).
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editions of the 5th and 12th of April, 1892. Chekhov scems to have had
great difficulty in giving the story a title. In a letter to B A Tuxonon he

states: “PaccKas A NpUIWIJIK0 . HO CKa3aTh, KAK OH OyIeT HA3KBAThLCA, S He

» 19

MOTY. (The story | sent...but | am not able to tell you, what it will be

called.) He first titled it ObrmpaTemr (Philistines) which directly
describes Olga Ivanovna and her group of artist friends, but does not
allow for any ambiguity or irony which are important features of his work.
He then changed the title to Beanrkuir yesnobper, (A Great Man), but he
changed his mind and finally settled on Ilompriryups4. This change is
extremely important in terms of the irony of the story. By calling the
story Besnrun 4ejaoser he would have weakened the effect of the ironic
structure of the story. He would have overplayed his cards

“Such a title would inform the reader too soon who the great
man really is, and not allow him to discover for himself the
truth behind what initially seems to be. The leitmotif irony of
the BenuKu 4desioBek at first leads the reader's attention
away from Dymov. Chekhov's final choice of a title focuses on
Olga Ivanovna and not on the ‘great man’ of the story.™"

Furthermore, he would have lost all the ironic possibilities contained in
his final choice. TMloupeIryHbA (grasshopper or flutterer) is a metaphor for

Olga Ivanovna and there is an accumulation of ironic detail associated

' Yexos, A Il CobpaHHe COYMHCHHN B JABcHaINaTH Tomax, ([ocynapCTBeHHoOe
M31aTenbCcTBO XyloxecTBeHHoN JluTepaTypel, Mockpa, 1955) Tom7, ¢T.504.

» Narin, S.D., The Use of Irony in Chekhov’'s Stories, Ph.D. Thesis, (University of
Pennsylvania, 1973) pp.129-130.
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with the meaning of monpriryHba which parallells the life of Olga
lvanovna. Also the movement of the piece pivots on the flitting motions
of Olga Ivanovna. The tone of the irony in this story is satiric although as
Donald Rayfield states:

“Chekhov wrote The Grasshopper very quickly; the doctor, the
grasshopper herself and the artist were modelled — perhaps
unconsciously — on real people. The scheme of the story is as
ill-digested as the raw material; only in an obituary, not in a
short story, can the hero be so idealized and the villains so
blackened. The result is a renunciation of woman’s
irrelevance and destructiveness as crude as The Kreutzer

» 21

Sonata.

Chekhov obviously had some misgivings about the subject matter for he
for he bothers to mention it in a letter to L.A. Avilova:

Buepa s1 6HI B MOCKBe, HO eliba He 3aX0HYJICA TaM OT CKYKHU 1
BCAKUX HamacTen MoxeTe cefd NpeldcTaBUTh, 3HAKOMAsA Mos,
42-JIeTHAA naMa, y3Hana cebd B OBallUaTUJIETHell I'epouHe
Moen ‘llonperyHbd’, U MeHsd BCA MoCKBa 00OBUHSET B
MacKBWle. [I'JlaBHasd yNUKa-BHellHee CXOJXCTBO: JOMa NUIeT
KpackaMy, MYX y He€ IOKTOp, U XUBEeT OHA C XYIOXHUKOM.

Nevertheless, Chekhov's use of irony is masterful and all pervasive in this
story. It is complex and multi-layered.

The Grasshopper is structured in eight short sections. The

* Rayfield, D., Chekhov: The Evolution of his Art, (Elk Books Ltd., London, 1975) pp.118-
9.

% Yexos, A.ll. Cofpanne coyilHeHMA R JBeHaaunaty Ttomax, (IocylapCTBeHHoe
[lanarenbcTBO XyAoxecTBeHHON JimTepaTyo[, MockBa, 1955) Tom 11, ¢T.570.
For translation, see Appendix (XIX).
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opening section describes the protagonists’ wedding day and the reader
becomes acquainted with Olga Ivanovna, Dymov, and Olga Ivanovna's
artistic friends. Dymov is portrayed through Olga Ivanovna's perspective
and this technique is one of the chief sources of irony in the piece. Olga
Ivanovna’s conceptions about her husband are gradually deflated
throughout the entire piece. Ironic misrepresentation precipitates the
final reversal of events. The second portion gives a veritable catalogue of
the events which fill up Olga Ivanovna's day and outlines the subservient
role that Dymov plays in her entourage. It also sets the stage for her
adulterous relationship with Ryabovsky and pits the character of
Ryabovsky against Dymov. Chekhov sets up a polarity here which he uses
as another source of irony. The third scene takes place in the country.
Dymov goes to the country with a picnic basket with the expectation of
dining with his wife. His plans are completely thwarted. Instead he
returns to the city that very evening to fetch a dress for Olga lvanovna so
that she can attend a wedding the following day. Dymov’'s snacks and
sweets are consumed readily by Olga Ivanovna, Ryabovsky, two dark men
and a fat actor. Scene four takes place in the month of July on a steamer
on the Volga. [t describes the easy seduction of Olga Ivanovna by
Ryabovsky. Scene five takes place in a hut near the Volga. It is now the
middle of September and Ryabovsky has tired of Olga Ivanovna. She

protests in vain and when she realizes the impossibility of the situation,
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she hastily returns to Dymov who accepts her without hesitation. The
next scene is set in the middle of winter. Dymov realizes that he has been
deceived by Olga Ivanovna. Although he feels uncomfortable around her, he
says nothing and organizes his life to avoid any unpleasant moments. Olga
Ivanovna continues to make futile attempts to recapture Ryabovsky’'s
affections. Life continues as usual in their household with the Wednesday
evening gatherings and Olga lvanovna’s sorties to the dressmaker and

Ryabovsky's studio. Dymov successfully defends his thesis that year, but
Olga Ivanovna is too busy with her own engagements to share in his joy.

Section seven injects an ominous note in to the state of the affairs.
Dymov is ill and stays home from the hospital. However, this does not
deter Olga Ivanovna from going to Ryabovsky's studio with her sketch.

Dymov as it turns out has contracted diphtheria from a heroic effort to
save a young patient and asks her to send for Doctor Korostelev. Section

eight centres around Dymov’'s gradual demise and Olga lvanovna's belated
realization of his great human qualities.

The opening section sets the tone of the irony. The technique
of contrasting objective narration with Olga Ivanovna’s point of view
heightens the impact of the irony. The opening sentence is neutral, but it
is immediately followed by a description of Dymov from Olga lvanovna's

point of view in understated but affected terms:
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HOCMOTpMTe Ha Hero: He MnpaBJa JIU, B HEM YTO-TO ECTh*-
I'oBOpUJIa OHA CBOUM JIPY3bAM, Kubass Ha MyXa U Kak Obl Xenas
00BACHUTDH, IOUYeMy 3TO OHa BHIITA 3a NnpocToro, OYUeHb

0OBIKHOBEHHOI'O U HUYEM He 3aMeydyaTe/IbHOro YyenopeKa '

Immediately after this there is an objectively narrated section which
gives some basic facts about Dymov's life. At the end of this section Olga

Ivanovna's voice intrudes when she says: BoT u Bce UYTo elle MOXHO IIpo
Hero cKaszaTb?”** (And that is all. What more can | say about him?) Then

the next section contrasts Olga lvanovna friends with Dymov.

A Mexny Tem Osbra MBaHOBHA U ee Apy3bsa U gnobpue
3HaKOMEIe OLIJIN He coBceM OOBIKHOBEHHEHIe JTIoaU  Kax Abilt U3
HUX OHJT yeM-HUOyIb 3aMeyaTelleH U HEMHOXKO U3BeCcTeH,
UMeJl YXe UMS U CYUTAaJICA 3HAMEHUTOCTHIO NI Xe XO0TS U He
OblJT elfe 3HAMEHUT, HO 3aTOo modaBall OnecTAlNe HaldeX Ibl
ApTUCT U3 JapaMaTUyeCKOro TeaTpa, Oojbluiof, JdaBHO
NIPU3HAHHBIA TAJIAHT, USAIWHBIN, YMHBN U CKPOMHLIN Ye,10BeK U
OTJINYHHN YTel, yYuBmun Oybry MIBaHOBHY UUTATD, IeBell U3
onepsl, J00POAYWHLIN TOJICTAHK, CO B3A0OXOM yBepAllbin OJIbry
VIBaHOBHY, UTO oHA ryouT cebs  eciu Obl OHA He JIEHUJIach U
B34J51a cebs1 B pyKU, TO U3 Hee BHIJIA OB 3aMeuaTeJsibHAA
NneBUla; 3aTeM HeCKOJIbKO XYIOXHUKOB U BO IJjlaBe UX
XaHPUCT, aHUMAJIUCT U NeNn3aXUCT PAGOBCKUN, OYeHb
KPAaCcUBLEIN Oe/IOKYpPEHII MOJIOJNON YeJsloBeK, JIeT ABaauaTu NATH,
UMEBIINR ycCleX Ha BbICTAaBKAX U MPoJdaBUIUN CBOIO NMOCIIEILHION
KapTUHY 33 NATbHCOT pybien, oH rnonpasidan Onbre ViBaHOBHe
ee 9TIOIHK U FOBOPUJI, UTO U3 Hee, BBITh MOXET, BHNIeT TOJIK,
3aTeM BUOJIOHUEJUCT, Y KOTOPOro MHCTPYMEHT IJIaKajl U
KOTOPHN OTKPOBEHHO CO3HABAJICA, UTO U3 BCEX 3HAKOMBLIX eMYy

¥ YexoB, All. Cobpayne CoYHMHCHHR B JBCHAanIlaTH ToMax, (TocyldapCTBeHHOE
M3xaTenncTBO XyloxecTBeHHON JluTepaTyphl, MockBa, 1955) Tom 7, ¢t 51 For
translation, see Appendix (XX).

»#1BID., p.51.
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XeHIIMH yMeeT aKHOMIIAaHUpPOBaTh OJHA TOJNbKO Onbra
1BaHOBHA, 3aTEM JIUTEPATOP, MOJIOJNON, HO YX€ U3BEeCTHHI,
NMUCABIIUN IMOBECTU, NbeCcbl U paccKa3n Elle KTo? Hy, ewe
Bacunuu Bacunbud, 6apuH, NoMelnK, ANIeTaHT-WUIIOCTPATOP
U BUHBETUCT, CWIbHO UYBCTBOBABIIUN CTAPBIA PYCCKUN CTUJIb,
6bUIMHY U 310C, Ha 6yMare, Ha dapdope U Ha 3aKOMUEHHHIX
TapesiKkax OH IIPOU3BOAIIT GYKBaJIbHO Yyjpeca.™

The narrative of these opening sections outlines the contours of the irony
and the stage for the ironic reversal that takes place throughout the
story. The speech patterns of Olga Ivanovna and her friends are set in
place. The phrases ‘ofaBan 6necTsAWMe HaJEX b, YTO U3 Heeé, ObBITh
MOXeT, BRILIET TOJIK; Y KOTOPOro MHCTPYMEHT IUTaKall U OH npousbonur
OyKanbHO 4yyleca’ are but a few examples in the opening section of irony
of overstatement and irony of insinuation as they hint at the vacuousness
that accompanies these phrases. Chekhov further underscores these
phrases with ironic authorial intrusions. After a description of Dymov’s
physical appearance where Olga Ivanovna considers that his frock-coat
seems to have been made for someone else, and that he has a beard like a
tradesman’s, the narrator comments: "BrnpouyeM, ecnum 6 OH OB

nucaTesneM WIiNn XyIOXHUKOM, TO CKazaau Onl, YTo cBoen GOpoAKON OH
HarnmoMuHaeT 3ona.”* (Of course, if he had been a writer or an artist,

everyone would have said that his beard made him resemble Zola.)

» Yexos, A Il CobpanHe coYlMHeHHR B JABeHajuatH Tomax, (["oCcyldapcTBeHHoOe
lIanatenbcTBo XYyaoXxecTBeHHoN JluTepaTyphel, MockBa, 195S) Tom 7, c¢T.52. For
translation, see Appendix (XXI).

*|BID., p.52
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Chekhov continues to build and strengthen the irony by
juxtaposing certain details. Throughout the entire story there are certain
expressions that act as a leitmotifs. Their meaning undergoes a subtle
ironic transformation as the story progresses. First and foremost is the
ironic play on the word Benukum The adjective is first used in reference
to Olga lvanovna's friends, in particular Ryabovsky. By contrast the
pedestrian adjectives, commonplace and ordinary, are applied to Dymov.
As the story unfolds there is gradual transfer of the adjective’s meaning
both human and social terms from Ryabovsky and entourage to Dymov. In
the final section Doctor Korostelev actually refers to him as “Bejiukug,
HeoOLIKHOBEHHUN 4YesloBeK” (a great extraordinary man). This example of
irony displaced is further buttressed by the fact that it takes Doctor

Korostelev's pron[mciations and admonitions even to make Olga Ivanovna
consider the worth of her husband as he is dying. It is only then that she

recalls what her father and his colleagues had to say about Dymov even
though it was Dymov who cared for her father when he was dying. Her
knowledge of her husband’'s worth comes from secondhand sources, as does
all her information in life. One is inclined to agree with Lev Tolstoy when

he said after reading the story: “One gets the impression that after his

7 YexoB, A Il CobpaHne COYHHEHMA B JABCHaaNaTH ToMax, (IoCylapCTBEHHOE
U3aaTenbcTBO XylaoxecTBeHHON JluTepaTyphl, Mocksa, 1955) Tom 7, cT52.
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128

death she will remain exactly the same person
The superficiality and vulgarity of Olga lIvanovna's life is
portrayed artfully by a type of irony of analogy. The title, The

Grasshopper is reflected in many of the details throughout the piece. The

n 29

material used by the dressmaker to finish “He mnaThe, a MeuTa \not a

dress but a dream) for the main protagonist was usually some odd bits of

tulle and lace. Both types of material are diaphanous and flimsy and
flutter about in motion. The analogy is attenuated further to encompass
the transparency and vapidness of Olga lvanovna’'s character. In the scene
where she is sending Dymov home to fetch her dress, she tells him to look

into a certain box where he will see “TaKk TaM Bce TI0JIb, TIOJIb, TIOJIb U
pasHble JIOCKYTKN"* (There is nothing but tulle, tulle, tulle and different

types of scraps) This compounds the irony even further. Her concern for
the superficialities of life starts in the opening scene with the remarks
of the superficial traits of her husband, passes to the superficial and
cluttered rooms in her house where she tries to create an ‘artistic
ambiance’ or ‘La vie Bohéme,' then on in a desultory manner to her various

artistic endeavours and her daily round of social activities which fill up

* Hulanicki, L. and Savignac, D., Editors, Anton Cexov as a Master of Storywriting, Essays in
Modern Soviet Criticism, (Mouton, The Hague, 1976) p.145.

“YexoB, A Il. CobpanHe coYHHeHHR B JBeHajauaTd Tomax, ([ocyHapcTBeHHOe
ManatenbcTtBo XyaoxecTBeHHON JImTepaTypel, MockBa, 1955) Tom 7, ¢T S54.

*|BID,, volume 7, p59.
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her empty life.
This frivolous, flitting action of Olga lvanovna extends to her
cliches and stereotyped comments she makes apout everything. In the

opening she refers to her husband as having “B HeM eCTbhb UYTO-TO CUJILHOE,

1 31

MoOryriee, MeJBeX be (There is something strong, powerful, and bearish

about him). When Dymov comes to the country, she tells him that she is
going to the wedding of the telegraph-operator at the station and she
refers to him in the same terms: “ecTb B juuLe, 4To-TO CUJIbHOE,

» 32

MexaBexbe...”" ™ (There was something strong and bearish about his face.)
The desultory fashion in which she transfers these superficial
descriptions from one person to another signals a type of displaced irony.
Her powers of discrimination and judgement are constantly throw into
question by this type of irony. This is strengthened by an earlier

description where it is stated in the narration that:

CTapble YXoauIu 3a0BIBaJINCh, IPUXOIMIM HA CMEHY UM HOBHIE,
HO I KaK 3TUM OHA CKOPO NMPUBLIKAJIA NI Pa304apOBLIBAIACh B
HUX U HauyMHAaJIa XaIKO UCKATb HOBLIX U HOBHIX BeJIUKUX
Joaem, HaXoaInjaa 1 omsiTh UCKata

The manner in which time is handled is another source of irony.

The story begins in the winter, and progresses through spring, summer,

*Yexos, A Il. CobpaHHe COYHHEHMA B JABeHaanatn tomax, (IocyaapcTBeHHOE
M3natenncTBo XynoxXeCTBeHHON JluTepaTyphl, MockBa, 1955) Tom 7, ¢T.53

2 1BID., p.58.

3 1BID., p.54-5. For translation, see Appendix (XXIl).
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autumn and winter. When Olga lvanovna is caught up in her whirlwind of
activities time passes imperceptibly for her. In the spring she is at her
dacha with her entourage; in the summer she commences her illicit affair
with Ryabovsky on a steamer on the Volga; in the fall her romance fades
and she returns to cuckolded Dymov. However, when her husband lies dying
she hears the ticking of the clock for the first time and “BpeMs TAHYJIOCH
yxacHo nonro.”™ (Time dragged with agonizing slowness.) This phrases
is repeated several times in the final section and forcefully underlines
her total lack of an interior life. Chekhov caps the scene with another
ironic reversal. As Olga lvanovna lies in a somnolent state she is
tortured by the nonsensical rhyming words she once found amusing when
they were uttered by Ryabovsky.

The story is sketched like a painting with a well delineated
foreground and a sketchy background which proves to be another source of
irony displaced and a satiric comment on the artistic abilities of Olga
Ivanovna and her ‘artistic’ friends. The foreground of the story is
dominated by Ryabovsky, ‘an artist,’ and in the background is Dymov, a
doctor. As the piece progresses the ability of Ryabovsky is called into
queastion and Dymov proves to be more of an artist in his field than the
‘artist’ Ryabovsky could ever hope to be. He is at best a second-rate

artist and a poseur while Dymov demonstrates talent both as a physician

*YexoB, A.Il. CobpaHue coYHHeHHMI B JABeHannaTtH Tomax, (lFocyldapcTBeHHOe
Ma3aaTenbcTBo XyIaoxecTBeHHOM JIuTepaTyph, MockBa, 1955) Tom 7, ¢T.74.
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and as a scientist.

Irony by analogy is also another source to interpreting the
story. The story alludes to Krylov’'s fable The Grasshopper and the Ant or
possibly La Fontaine’'s La Cigale et la Fourmis . The humour and the irony
arise out of three sources. Castex and Surer describe them as “I
équivoque, le mélange des tons, et l'intervention narquoise™® They state
that “La Fontaine s’amuse avec I'équivoque établie par la fable entre
'animal et I'homme; il s'amuse aussi a méler les tons selon l'usage du
burlesque et souvent il interrompt le récit par une remarque narquoise."®
All three of these elements play an active role in The Grasshopper. Both
fables portray two different types of insects: the grasshopper and the
cigale live for the moment while the ant spends his life toiling and
storing food for the winter. Olga Ivanovna is clearly the grasshopper
who hops from one thing to another and lives only in the present and
Dymov is the diligent ant. The implied parallells to the fable end with
this identification. In the story there is an ironic inversion of the
outcome of the fables. In the fable the ant has stored sufficient food for
the winter, but in the story the ant (Dymov) dies. Olga Ivanovna has
indirectly been the cause of his demise with her behaviour, but she has

also been deprived of her ‘BesiuKum 4yesoBek '’ She is incapable of finding

* Castex, P. et Surer, P., XXVlle Siecle, Manuel des Etudes Littéraires Frang¢aises,
(Hachette, Faris, 1947) p.146.

* |BID., p.146.
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HeoGhIKHOBEHHOE B 0OGLIKHOBEHHOM (the ordinary in the extraordinary).

The intricacy of the irony in The Grasshopper is all
encompassing. It touches every aspect of the story: structure, dialogue,
events, and characters right down to the smallest details. However, after
the completion of The Black Monk in 1894, Chekhov abandons his intense
psychological probing and his search for solutions in life. His mood
becomes quieter as he seems to have come to terms with life. As a
consequence, his irony is no longer as deliberate and artfully construed as

it was in Gusev and The Grasshopper. It tends to be more subdued and

gentle.




?

¢

60

Chapter Three

The later part of Chekhov's artistic career could be said to
commence around 1895. There is a shift in his mood. His interest in
philosophical problems wanes and themes of love and marriage and
personal happiness start to predominate in his short stories. Chekhov
turns from solutions to life in science and art to living life itself. lrony
in this later period is no longer deliberate, but seems to be a natural
outgrowth of situations and circumstances. Consequently, irony of events
plays a dominate role in his final period. The irony tends to be more
focused than diffuse. General irony (irony of life) as opposed to specific
irony rules more frequently in his final stories. The tone of the irony is
subdued and gentle in contrast to the sharper, more satiric tone of the
previous periods. Chapter three will treat Jama ¢ Cobauron and Hepecra.
Both stories were written in the last five years of Chekhov's life and
illustrate nicely how his irony has evolved. While the stories “are
concerned with man’s isolation, a qualified hope is expressed concerning
man’s ability to find a certain happiness™

The Lady with the Dog was first published in the magazine
Pycckas Mprciap (Russian Thought) in 1899. The story concerns Dimitri

Gurov, a middle-aged Moscow banker who is vacationing alone in Yalta.

' Winner, T., Chekhov and his Prose, (Holt, Rinehart and Winston, New York, 1966)
pp.209-10.
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There he meets Anna Sergeyevna Von Dideritz from the provincial town of
S., who is also alone on vacation. Both Anna and Gurov are unhappily
married. Anna, unlike Gurov, is inexperienced, naive and unworldly. They
have an affair after which she berates herself a great deal. This has little
effect on Gurov who is essentially an ordinary sensual man without any
discrimination. However, back in Moscow faced with his sterile routine of
office, club and his unhappy marriage, he realizes that he has fallen in
love with Anna after the event. He then seeks her out in the town of S. and
they conduct a relationship sporadically seeing each other several times a
year over a period of several years. The story is narrated from Gurov's
point of view and it essentially concerns Gurov’'s moral and psychological
transformation from a cynical egotistic roué to a man of greater
sensitivity and feeling. His love for Anna releases in him a greater
appreciation of the beauty of life and an inner personal freedom. The
story ends on a note of ambiguity and none of the external constraints are
resolved:

W Kazanocs, 4TO ellle HEMHOIro —u pelieHne SyneT HanMaeHo, u
TOr'’Za HAa4YHEeTCA HOBaA, NpPpeKpacHad XMU3Hb; N obouM OBIIO
ACHO, HTO IO KOHIIa elle JdaJIeKOo-OaJIEeKO N YTO CaMoe CJIOXHoe

! TPy ZIHOE TOJIbKO ellié HauMHAeTCA®

The story suggests that Chekhov recognizes the value of human love even

?Yexos, A.Il Cobparite COYHHCHHMN B ABEHAAUATH Tomax, (CocyaapCTBeHHOE
[IsnaTenncTBo XyJaoXecTBeHHON JIUTepaTyps, Mockra, 195S) Tom 8, cT 410.
For translation, see Appendix (XXIII).
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in the most complicated circumstances.

Chekhov introduces us immediately to Anna and Gurov in the
opening section. He paints a summer scene in a balneal setting and
captures the leisurely, gossipy and somewhat boring social life of Yalta.

FoBopuiy, 4TO Ha HabepexX HOW IIOABUJIOCH HOBOE JIO JaMa ¢
cobaukon. IMUTpUR IMUTpUY ['ypoB, NPOX UBIIIII B SITe yxe
JIBe HeleljiM M NPUBHIKIMUN TYT, TOXe CTajl HHTEepecoBaTCs

HOBBIMY unamMu °

The sexual instincts of the experienced Gurov have been
aroused in the opening few paragraphs. He sees Anna several times a day
and he muses to himself that if she is in Yalta without her husband and
friends “TO ObIJIO 6B HE JIMIIHEE MO3HAKOMUTBCA ¢ Helr”* (It wouldn't be
bad idea to make her acquaintance). His background, outlined in section
one sets the stage for his future behaviour. When Anna comes into the
restaurant and sits down at a neighbouring table, we see his character in
his banal opening manoeuvres to catch Anna’s attention. He does this by
beckoning her dog. The tone of voice is an important source of irony as it
undergoes subtle changes throughout the story. After he has seduced her,
he addresses her with the familiar Tt while she continues to address him

with the formal Bel. However, when he sees her in the theatre the whole

*YexoB, A Il CobpaHne COYHHEHMH B JBCHailaTH ToMax, (ToCylapCcTBeHHOE
W3naTenbCcTBO XyInoXecTBeHHON JiuTepaTypel, Mocksa, 1955) Tom 8, cT 394
For translation, see Appendix (XXIV).

«1BID., p.394.
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tone of his voice has changed. In the final scene, when Anna comes to
visit him in Moscow and she is somewhat agitated, he says to her:

[lepecTalb, MoA Xopollas,- FTOBOPUJI OH,- NOIJIaKaJla- i 6y IeT..
Tenepb AaBai MOTOBOPUM, YTO-HUGY Ab IpUIAyMaeM.®

The use of the 1st. person plural signals the change in Gurov and shows his

greater sensitivity to Anna.

The reader's information is dependent throughout this story on
Gurov. The story is narrated from his point of view and this is the chief
source of the irony. The ironic discrepancy between Gurov's expectation
of yet another surreptitious affair and his actual experience gradually
becomes clear as Gurov discovers himself and his mistaken
preconceptions. There is also a careful selection and distribution of
detail to buttress the main irony of the story. We see Gurov’s social
pretensions and his genuine lack of true feeling for Anna when he is first
kissing her as he looks around anxiously to see if anyone has seen them.
We are also shown his blatant indifference and lack of compassion for
Anna’s agitated state by the leisurely manner in which he proceeds to eat
a watermelon after he has made love to her. Chekhov masterfully re-

echoes certain scenes to show the transformation which has taken place

*YexoB, A Il CobpaHHe COYMHCHHA B JABCHAINATH ToMmax, (CocyAapCTBeHHOE
[anaTenvctso XyaoxecTBeHHON JIHTepaTyph, MockBa, 195S) ToMm 8, c¢T 410.
For translation, see Appendix (XXV).
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in Gurov. When he and Anna are standing on the stairwell of the theatre,
Gurov no longer looks around when he is kissing Anna. His attention is
focused on Anna and her emotions.

Chekhov uses images of nature to convey not only atmosphere,
mood and colour, but also certain psychological states. We see Anna and
Gurov walking together and sitting by the sea together:

OHM TYJISIIU ¥ TOBOPUJIM O TOM, K&K CTPAHHO OCBelICHO Mope,
BOJa Oblyla CUPEHEBOT 0 LIBeTa, TAKOI'0 MATKOro U TeMIoro, n 1o
Hell OT JIYHH IJIa 30J10Tas mnojoca "

The soft lights reflect a growing inner warmth in Anna and Gurov and the
golden band of moonlight foreshadows their strong emotional attachment
to one another. As Gurov gradually undergoes a spiritual transformation,
even his perceptions of nature are transformed. When he is sitting beside
Anna at Oreanda and looking at the sea, the mountains and the sky, he
comments on the beauty of everything in the world and how we lose sight
of the higher aims in life.

The colour grey also undergoes an ironic transformation in the
course of the story. The colour grey usually symbolizes ‘1oniocts’ for
Chekhov and carries with it a negative connotation In the inittal stages

of the story it does symbolize the banality of their affair, the dreary town

* Yexos, A.Il CobpaHue COYMHCHHII B JBCHAANATH TOMax, (FOCyndpCTBEHHOR

MN3n1aTenncTBo XyaoxeCcTBeHHOR JiUTepaTypul, Mocksa, 1955) Tom 8, cT 396
For translation, see Appendix (XXVI).
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of S., and the circumscribed circumstances of Anna's life depicted by the
grey fence around her house. However, it is the colour of Anna's eyes, her
dress and other details in her life which become increasing important for
Gurov. When he arrives in the town of S., he sees practically everything
around him in terms of grey. The negative qualities associated with the
colour have been transformed as a result of his feelings for Anna. In the
final analysis the colout becomes a symbol of the mystery of love and life
which cannot be reduced to black and white terms. The evolution of this
colour suggests an irony of internal contradiction.

A pivotal point in Gurov’'s growing awareness of himself and
his love for Anna occurs one evening when he is coming out of the Medical
Club where he plays cards. He desperately wants to share his feelings for
Anna with somebody. When he starts to tell his card partner about her, the
partner totally misconstrues what he is saying and ironically replies that
the sturgeon was a little off. Chekhov frequently uses references to food
to portray nomuioctb Gurov becomes infuriated at this remark. It is an
indication of his rejection of the banality of his everyday life and of the
changes transpiring in him.

Another source of irony is by analogy, in this case a literary
illusion to the novel Anna Karenina by L.N. Tolstoy. References to this
novel are sprinkled throughout Chekhov's letters and in his notebooks.

Chekhov admired Tolstoy's works and at one point even referred to him as
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a literary Jupiter. Parallells to this novel can undoubtedly be
substantiated. On the surface both works treat the theme of adultery. The
heroines are both called Anna and both are unhapply marned to prosaic
bureaucrats. The lovers of the two Annas are also of a similar nature:
both are experienced men of the world. Chekhov uses the format of the
short story and Tolstoy uses the novel as his vehicle. Chekhov's Anna Is
less grand and is less developed given the limitations of the short story.
She is essentially a simple woman coming from a middle class milieu of
the late nineteenth century in Russia. Her character i1s drawn in a few
strokes and her love for Gurov is at a lower level of intensity as she is a
more limited character than Tolstoy’'s Anna. Tolstoy’s Anna 1s a tragic
heroine whereas Chekhov's Anna is not. Since human affairs are relative
for Chekhov, there is no great moral message underpinning the story. The
moral message, if it can be so construed, is contained in the fact that both
Anna and Gurov realize that they have experienced love for the first time
in their lives. This consciousness of their love constitutes a moment of
illumination and transcendence for both of them. It gives them a greater
appreciation of the beauty of life and an inner personal liberation. Gurov
ceases to be a cynical roué and Anna’s inchoate internal beauty blossoms
For Chekhov this is more important than any moral consequences that may
flow from their acts. There is no dénouement in the story, but only an

awareness of joy mingled with pain of their difficult position. Chekhov
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ends his story on a note of ambiguity and profound compassion for their
dilemma.

Tolstoy’s Anna, on the other hand, is a highly developed
character. She i1s drawn from the aristocratic upper classes of mid-19th
century Russia. She is a woman of passion and she becomes the
progressive victim of neurosis and despair. The development of her
character follows a definite moral patterning linked to Tolstoy’'s moral
position on the nature of love. Anna and Vronsky’s love is carnal and
therefore is destructive. Tolstoy makes this point artistically by placing
their iove on a parallel structure with other relationships depicted in the
novel.

By examining certain key scenes in both works it can be shown
that Chekhov's work functions as a literary parody. The most important
difference between the two pieces is the narrative point of view.
Tolstoy’'s nove! is narrated in the third person by an omniscient narrator
whereas Chekhov’'s story is narrated by Gurov. By filtering the events
through Gurov’'s point of view, Chekhov has effected an ironic reversal
from Tolstoy’'s novel. The story in Lady with the Dog is Gurov's and this
is an extremely important distinction. It is a major displacement in the
traditional treatment of the adultery theme. In Tolstoy's novel both Anna
and Vronsky fall in love and then consummate their relationship, but in

Chekhov's story Anna and Gurov have a carnal affair and then fall in love
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after the fact. There is no great attempt made on the part of Anna
Sergeyevna to avoid the affair whereas Anna Arkadevna consciously tries
to avoid it. She decides to return as quickly as possibie to Moscow. The
railway scenes in both pieces are ironically indicative of Tolstoy's and
Chekhov’'s attitudes to progress. Tolstoy views the railway in a negative
way as all the patterns of rural life will irrevocably be changed.
Chekhov, on the other hand, welcomed the advent of the railway for it
ushered in a richer life. The scene at the train station in Sebastopol
ironically underscores the scene at the Moscow train station. Anna
Sergeyevna says:

1 6yny o Bac AyMaTb .. BCOHOMUHATb, — FOBOPUJIA OHa -
['ocrmoar ¢ BaMH, ocTaBanTech He nmomMuHanTe JUNXOM  MH
HaBcerja mnpolaemcs, 3TO TaK HYXHO, MOTOMY 4TO He

cnenoBasio Gvl BOBCe BCTpeYyaThcsd Hy, rocnolib ¢ Bamu ’

When Anna Karenina boards the train, she muses to herself

Yero xe MHe CTHIIHO? — CIpOCHUJIa oHA CebA ¢ OCKOPOHJIEHHHIM
yausjgeHueM CTHIHOTO HUuero He 6visio OHa nepebpasa Bee
CBOM MOCKOBCKNE BOCIOMUHAHUA Bce Ovyim Xopouue,
NPpUATHHE — YTO Xe 3TO 3HAUUT? Paaee 4 6010Cb BArJIAHYTh
IpAMO Ha 3T0? Hy 4TO Xe? Hexelun Mexly MHOA U 3TUM
0PUIIepOM-MaJIbUYMKOM CYWECTBYIOT U MOIYT CYIWECTBOBATH

KaKue-Huby Ib Apyrue oTHOWEHUA, KPOMe Tex, 4YTo GHIBAKT C
KaXX JIBIM 3HAKOMBIM ?°

"YexoB, A Il. CobpaHiHe COYMHCHHA B JBCHRANATH ToMmax, (TFocyaapcTBeHHOR
M3naTtenbcTBo XyldoxecTBeHHON JluTepaTyph, MOCKB3, 1955) ToMm 8, c¢T 401
For translation, see Appendix (XXVII).

*Toncton, J1H, AHHa Kapchuna, (Ilpanop, Xapokos, 1988) c¢T 103 For
translation, see Appendix (XXVIil).
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With Tolstoy’s Anna, her conscience immediately begins to prick her. She
is running away from the situation because subconsciously she knows that
she is extremely attracted to Vronsky. When she boards the train and
subsequently encounters Vronsky her fate is sealed. Chekhov's Anna, on
the other hand, is also returning home to her husband, but her fleeting
affair has already ended. She has no expectations for a future encounter
with Gurov. Chekhov has reversed the order of events in order to pave the
way to ironically underscore Tolstoy’s attitudes to the power of love. For
Tolstoy, carnal love has absolutely no redeeming qualities either morally
or socially and is thoroughly destructive. For Chekhov, the expression of
love even in its most base form has the potential to be a liberating force.
In The Lady with the Dog, what started as cheap affair slowly changes
into a deeper and more beautiful relationship. Whereas what began as a
passionate, powerful affair in Anna Karenina deteriorates into a jealous,
petty liaison. As Simon Karlinsky has aptly pointed out:

“For Chekhov, sex, like religion, is also a morally neutral
quality, whose moral and ethical implications depend on the
circumstances and attitudes of the people involved. Had
Chekhov stated such a view openly and militantly in the midst
of the Victorian age in which he was living, he would have been
dismissed as a crackpot by almost everyone. Because of his
usual gentle and subdued mode of presentation, he was able to
make his point without shocking too many people — but it was
at the cost of having his views in this area almost

overlooked.”

* Karlinsky, S., Anton Chekhov’s Life and Thought, (University of California Press,
Berkeley, 1973) taken from the introduction by S. Karlinsky, p.15.
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One perhaps could say that Chekhov reached one of the highest states of
spirituality in the annals of literature for what could be more spiritual
than absolute forgiveness and an absolute refusal to condemn which he
demonstrates so well in The Lady with the Dog.

Another scene which effects an ironic displacement of
Tolstoy’s Anna Karenina is the theatre scene. Anna Karenina goes to the
theatre to defy society and she goes alone. Chekhov's Anna goes to the
theatre with her husband and nobody is aware or cares about her previous
liaison with Gurov. Gurov is in the theatre when she arrives and he
anxiously seeks her out. When he sees her he realizes how much he loves
her.

Bomnta 1 AHHa CepreeBHa OHa cejla B TpeThbeM pPALYy, U KOrJa
'y poB B3IJIAHYJI HA Hee, TO Cepllle Yy Hero CXajoch, i OH MOH:AJI
SICHO, UTO /I HEero Telepb Ha BCEM CBeTe HeT Ouxe, Jopoxe
1 BaXxHee 4YeJIOBEKA, OHA, 3aTepABWAACA B NPOBUHLUUAIBHON
TOJIIIE 3TAa MaJleHbKad KeHITHA, Hi1YeM He 3aMedaTelbiad, ¢
BYJIbIapHOIO JIOPHETKON B PYKAX, HANOJHAIA TeNepb BCIO ero
XK U3Hb, OBIJIa eI'0 FOPEM, PANOCThLIO, EAHNHCTBEHHBIM CUACThEM,
KaKoro OH Telepb Xejnaj aad cebA, U MoJd 3BYKU MIOXOT0
OPKECTPA, APAHHBIX ODBIBATEIBCKUX CKPUIIOK, OH 1Y MAJl O TOM,

1

KaK oHa Xopomada Jymana i MedTall

However, when Vronsky arrives at the theatre to seek out Anna, his

emotions are mixed. He watches her and then proceeds to take a

" YexoB, A Il CobpaHic COYHHCHHI B JBCHanNaTi ToMax (ToCylapCTBeHHOE
[135aTeNLCTBO XYAOXKECTBeHHON JluTepaTypsl, Mocksa, 1955) Tom 8, cT 406
For translation, see Appendix (XXIX).
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circuitous route before he joins her. Anna has been insuited for her liaison
with Vronsky and is suffering in silence.

BpOHCKUR BAPYT YBUIEJ T'OJOBY AHHBI, FTOPAYIO, TOPA3NTEJIbHO
KpacuBY0 M ynblbapliylocsd B paMKe KpyxeB. OHa Obljia B
naToM OGeHyape, B ABaalaTH lIarax orT Hero Cunesna oHa
criepelu U, cierka o6opoTUBIIACH, TOBOPHUJIA UTO-TO AIBUHY.
[TocTaHOB ee Tro0JIOBH Ha KPaCUBHX M WHUPOKUX IJIeYyax u
clepXKaHHO-BO3OYyXJIeHHOe CUsHUe ee TIJjla3 U BCero Juua
HAITOMHWINX EMY €e TaKOIO COBepHIeHHO, KaKO0I0 OH YBUIEJ e Ha
bajie B MocKkBe Ho OH CcOoBCceM HHaye Telepb olyl{asl 3Ty
KpacoTy B 4YyBCTBE ero X Hell Tenmepb He OBLJIO HUYeEro
TAUHCTBEHHOI'O, U NNOTOMY KpacoTa ee, XO0TA U CUJIbHee, YeM
npex e, NpUuBJjieKaja ero, BMeCTe ¢ TeM Tellepb OCKopbOJiAa
ero. "

Vronsky and Anna are already living together and yet there is
something about her appearance that offends him. He is restrained in his
conduct at the theatre. Gurov and Anna, on the other hand, are conducting
a surreptitious affair, but there is no restraint in his emotions. Chekhov
has re-echoed certain key scenes taken from Anna Karenina in The Lady
with the Dog in order to ironically reverse the details and effect a
literary parody.

Hesecra is the last short story that Chekhov wrote. It first
appeared in the December edition of MKypnan Jna Bcex (Everyman’s
Magazine) in 1903. Chekhov started to write the story on October 20,

1902. Chekhov made many changes on the story before it was actually

" Toncron, NTH, AHHa Kapeunwa, (Ilpanop, Xappkos, 1988) cT.543 For
translation, see Appendix (XXX).
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published. In the original version, the story leaves no doubt that Nadya's
quest will end in a richer life. The revised edition of the story, which
contains major changes in the character of Sasha and which ends the story
on an ambiguous note, allows general irony to have a more dominant role.
The ambiguity in the final paragraph ironically underscores the
progressive development of Nadya throughout the story.

OHa noumsia K cebe HaBepX YHKJIAAbIBATLCA, 1 HA JAPYron AeHb
YTPOM IPOCTUIJIACh CO CBOMMU U, XUBad, BeCeJlad, MOKUHY A

ropoJ,- KaK [ojarasa, HaBcernua “

Chekhov teases the reader with the phrase ‘Kak mosnarasna’ and hints at the
irony that can exist between one's consciousness of life and actuality of
it.

The story deals with a young girl's escape from a confining
family structure, a provincial backwater, class limitations, rigid
doctrinaire thinking and ultimately an unhappy marriage to a dull, vulgar
son of a local priest. As Thomas Winner has pointed out:

“The structural principle of the story might be likened to a
musical discourse in which rhythmic interplay between the
motifs of nomsiocTe and beauty develops with increasing
intensity.”"’

“UexoB, A Il. Cobpanne COYHHCHHI B JBCHANAaTH ToMax, ([OCYylNapCTBEHHOR
V31aTenbcTBO XYOAOoXecTBeHHOM JluTepaTyphl, MocikBa, 1955) ToM 8, cT 506
For translation, see Appendix (XXXI).

» Winner, T., Chekhov and his Prose, (Holt, Rinehart and Winston, New York, 1966)
p.226.
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In the final version, the story is structured in six short
sections. The opening two sections introduce the main protagonist, Nadya,
her mother, her grandmother, and her fiancé. Nadya is approaching
womanhood. Her rebellion against her limited milieu and her increasing
consciousness of the banality around her is expressed from the very
beginning through her changing perceptions of the external world. Irony of
self-deception and delayed reaction become paramount in Nadya's
metamorphosis. Chapters one and two outline the beginnings of her
dissatisfaction towards her environment, her gradual emotional
estrangement from her mother and they also introduce Sasha, a sickly,
dishevelled distant relative who encourages her nascent rebellious
feelings. In the opening sections Chekhov pits the constant changing and
renewing qualities of nature with the staleness and banality of the
interior life within the house. In Chapter three, Sasha has tired of the
environment and decides to return to Moscow. Nadya goes with Andrey,
her fiancé to visit the house that has been prepared for them and she
revolts against the vulgarity of the furnishings and interior of the home.
The climax of the story is reached when she realizes that these external
features are but a reflection of the character of Andrey and the vulgar
environment in which she lives:

IIna Hee yXe dAcHO ObUIO, YTO OHa pasnobuina AHIpes
AHapeuya uiy, 6HITL MOXeT, He Jiobua ero HUKOrJa; a oHa
Bl1Aesa BO BCEM OJAHY TOJbBKO MNOWJIOCTSH, I'JIYNYI0, HAUBHYIO,
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HEeBBIHOCUMYIO NOLUIOCTh, H ero pyKa, oOHMMABWIAS ee TaJHIo,
Ka3aJjiachb el XeCTKON U XOJIOOHON, KaK obpyu

Nadya decides to flee and she seeks Sasha’s help to escape. In
Chapter four, Nadya attempts to communicate with her mother and she
realizes that this is impossible. She goes to Sasha's room and they plan
her escape. Chapter five describes her secret departure to St. Petersburg
and her happiness about her decision. In Chapter six, autumn and winter
have passed and Nadya is returning home after studying a year in St.
Petersburg. Nadya stops off in Moscow to visit Sasha and finds him living
in dirty quarters which reek of smoke and are littered with cigarette buts.
When she returns home, she realizes that she has nioved beyond her former
life:

OHa sACHO CO3HAaBaJa, UTO XU3Hb ee NepeBepHYTaA, KaK XOoTell
Toro Calna, 4YTO OHa 3JeChb OAMHOKAsA, UyXad, HEHYXHAA U 4UTO
BCe ell TYT HEHYXHO, BCe IIpeX Hee OTOPBAaHO OT Hee U Ucueslio,

TOYHO Cropesio, ! Nemnesl pa3Heccs 1o BeTpy '

Irony of self-deception is involved in the depiction of the
protagonist. Chekhov suggest this in the opening paragraph. It is ten
o'clock in the evening and Nadya is in the garden and is looking in at her

family through a window. Her vision of the family i1s slightly blurred by

"“ YexoB, AIl CobpaHHe coOYHeHMII B JABeHAANaTH Tomax, ([ocylnapCTBeHHOE
II3aaTenbCTBO XyAoXeCTBeHHON JIuTepaTyph, Mocksa, 1955) ToMm 8, CT 497
For translation, see Appendix (XXXII).

s IBID., p.507. For translation, see Appendix (XXXIII).
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the window and by the light of the moon. Her mother appears to her to be
very young. By association this suggests that her vision of everything in
her life is slightly blurred as she has not yet developed her judgmental
powers sufficiently. However, Chekhov places her in the garden looking in
at a family scene which foreshadows a developing sense of detachment.
The opening paragraph is juxtaposed with a lyrical passage depicting the
beauty of nature.

B caay OwIZTO TUXD, NIpoXJjlaAHO, U TeMHBbIe, ITOKONHEIEe TeHU
Jexanu Ha 2eMsie  CibllmHO OBINIO, KaK rAe-To JaJIeKO, OUeHb
JlaJIeKOo, IONMXHO OHITH 3a ropoaoM, HpHUYaJIN JIATYMIKU
YyBCcTBOBaJIcCA Mal, MUIBINA Man! JIBIIANIOCh FHYGOHO "
X0TeJIoCb AyMaThb, YTO He 3IecCb, a4 I'Ie-To Mol HeboM, HAX
JepeBbiAMN, OaJIeKO 3a TOopoaoOM, B IIOJdAX M JiecaxX
pa3BepHYyJlaCb Tellepb CBOA BeCeHHAA XU3Hb, TAaUHCTBEHHaAd,
NpexpacHad, foratad M CBATasd, HEIOCTYIHAA NOHUMAHMIO
cnaboro, rpellHOTro 4YeJIOBeEKa. M X0oTejoCch IIOUEMY-TO

[JIAKATDh *

This paragraph sets an emotional tone which is linked to
Nadya’s inchoate feelings. The suggestion that a vernal, mysterious and
beautiful life is unfolding is prophetic and the final line represents a
subconscious ¢ri_de coeur on the part of Nadya. This cry reaches a
conscious level as the story progresses and is related to Nadya’s rejection

of Andrey and ultimately her detachment from her confining, stagnant

** YexoB, A Il Cobpanne coyHHCeHHN B ABeHaanatH Ttomax (locyRapcTBeHHoe
1131aTemnecTBO XYINOXeCTBEHHON JIuTepaTyph, MocCKBa, 1953) ToM 8, CT.488.
For translation, see Appendix (XXXIV).
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environment. The response to this cri de coeur represents an important
change in Chekhov's mood and a greater sense of optimism on his part. In
the earlier story, A Boring Story , this cry uttered by Katya went
unanswered as Professor Nikolai Stepanovich had no answers. However, in
Betrothed , the ineffectual Sasha does propose some solutions. This
passage depicting nature is immediately followed by a prosaic, static,
almost stagnant description of her feelings about Andrey, the bustling of
servants preparing a meal and the smell of a turkey roasting and
marinated cherries. Ilomocts for Chekhov s always associated with
eating and food. These descriptions of food are all linked to the
characters whose lives are truncated. The increasing abundance of details
related to the preparation of food and eating parallells Nadya's- growing
consciousness of her vulgar background. The paragraph ends with the
statement that it seemed as if things would go on like this, without
changing, for ever and ever. The staleness of the interior of the house and
by association those who inhabit it, is contrasted with the changing world
of nature: the croaking of frogs, the dew, the singing of the birds, the rain
and the smell of lilacs. As the story progresses, these elements remain
constant whereas Nadya’s feelings and thoughts evolve and change.
Furthermore, these lyrical descriptions of nature are almost always
associated with a recognition of a higher order of being on the part of the

character. As Chekhov stated in a letter to A.S. Suvorin:
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[Tpupola odeHb Xopoliee yCIOKOUTeJIbHoe cpelcTBo  OHa
MCPUT, T e JejlaeT YyesloBeKa paBHOLYIHBIM A HA 3TOM CBeTe
HeohHxoJuMo OLITL PABHOAYWHLIM  TONBKO PAaBHOIYIIHEIE JIIOJIU
crocobHE ACHO CMOTPETL Ha Bell, OBITh CIpPaBeJIUBBIMUI U
paboTaTh — KOHEYHO, 9TO OTHOCUTCA TOJbKO K YMHBIM U
H1AIOpPOAHLIM JIIOAAM, STOUCTEL XX€e M NMYCTHE JII0IU U 6e3 Toro

1/

JOCTATOTHO p3BHOAY ITHLI

Gurov, In The Lady with the Dog, when he sitting with Anna contemplating
the sea, begins to recognize this. Similarly, at crucial moments in the
story when Nadya becomes more conscious of herself and her needs,
descriptive passages of nature accompany these moments.

Irony of delayed reaction plays an important role in the
depiction of the character not only for Nadya, but also for the reader.
Sasha at the beginning of the story is portrayed as a rebellious romantic.
He is another prototype in a series of Chekhovian characters who all
transfer their inability to live in the present to grandiose aspirations in
the future. They are noted for their high-sounding rhetoric which masks
their ineffectuality. @~ Most notable in this collection of characters are
Trofimov in The Cherry Orchard, and Vershinin in The Three Sisters.
Certain aspects in Sasha’s physical appearance hint at the flaws in his
character.  “Korma Caua roBopii, TO BHITATMBaJI IIepel cyliaTeleM ABa

JATHHHBIX, TOWIN natbia.” (When Sasha spoke, he had the habit of holding

""Yexor. ATl CoOpaHe COYNHCOHHN B JBOHANNATH ToMmax, (FOCyAapCTBeHHOE
HanaTennecTBO XVIOXKECTBeHHON JIuTepaTyps, MockBa, 19SS) ToMm 11, ¢T 354
For translation, see Appendix (XXXV).
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up two long bony fingers to his listener). Chekhov frequently uses a
recurrent motif to subtlely suggest an inadequacy of character. In this
case it is the physical detail of his bony fingers which ultimately
indicates not only his iliness, but also the shallow ring of his own words.
He criticizes the sordid conditions in which the servants live in Nadya’'s
house, but when Nadya stops off to visit him on her way back home, he s
living in the same slovenly condition as the servants

[ToTOM MOW MK B €ro KOMHATY, rae DLIJIO HARY PUHO, HATINERAUO,
Ha CTOJIe BO3JIe OCTHIBIIEro caMoBapa Jnexana pasburasd
Tapesika ¢ TeMHON OyMaxKol, 1I Ha CcToNe W Ha IHony OLIIo
MHOX ECTBO MEPTBBIX MyX Il Ty T DBHIJIO BUJIHO IO BCOMY, YTO
JINYHYIO X U3Hb CBOI Cama ycTpout HepAuHBO, KNI KaK
IpUIeTCA, C MOJIHEIM [IPE3PEHIEM K yJODCTBAM, 11 ©CII DL KTO-
HUbyIb 3aroBOpHUl ¢ HIIM 0O €ro JIYHOM CcUHacThe, 0b 1o
JIMYHOM X H3Hb, 0 NMIOBII K HEMY, TO OH OBl HHURTO He MOHAI U
ToNbKO 61 3acMesica

The irony s further compounded by the fact that Sasha was
constantly prodding her to turn her hfe topsy-turvy and yet when she
visits him she realizes the hollowness of his arguments for he himself
has done nothing to turn his life topsy-turvy. He 1s leaving on a trip with
a woman whom he is trying to persuade to turn her life topsy-turvy His
words are mere clichés as he has never backed them up with concrete

actions. Nadya ultimately realizes that she is the only person who

* Yexos, A I CobpaHHe COMHHCHMN B JBCHAANATI ToMAaX, (FoCyAapcTBeHHOR

1313 TenbCTBO XYAOXeCTBeHHON JIuTepaTyphl, Mockba, 1935) Tom 11, ¢T 503
For translation, see Appendix (XXXVI).
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“AKU3Hb CBOI NepepepHyna * Sasha’s life has remained static whereas
Nadya has expanded her horizons and has outgrown even his expectations
of her.

Chekhov uses irony of speech to further emphasize the
shallowness of life in Nadya's home. In the opening paragraph the table is
being set for dinner after mass has been celebrated. In the second
paragraph, nature is described using religious terms. Sasha's utopian
vision of change for the future is couched in religious terms. He tells

Nadya that:

Ecnn 6n BB noexanu ydyuTbCA! - TONbKO NPOCBEUleHHBEE U
CBATEHIE JIIOAU UHTEPECHB, TOJIbKO OHM HYXHB Beldb yeMm
Gonbme OyneT Takux d0Iel, TEM CKOpee HaCTAaHeT LapCcTBHUe

Hox ue Ha 3emie

He goes on to say that each individual will know what he lives for and
nobody will seek support from the crowd. He preaches a new credo for
hiving life fully. In contrast to this are the religious characters of the
story. There 1s Nadya's grandmother who prays every morning with tears
In her eyes for the Lord to preserve her from ruin. There is the unctuous
Father Andrey who preforms his ecclesiastical functions in a perfunctory
fashion, his specious, vulgar son and Nadya's mother who engages in

pretentious conversations with Father Andrey about the mysteries of life.

®UYexon, A Il CobpaHifc COYHHCHHIII B JABCHAINATH ToMmax, (FCocyRapcTBEeHHOE
l[zarartenpcTBo XyIoXxeCcTBeHHON JluTepaTypH, MockBa, 19S5) ToM 8, CT.494.
For translation, see Appendix (XXXVIi).
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She subsequently becomes a religious zealot after the departure of her
daughter and her social ostracism in the town The irony in Sasha's words
is compounded by the fact that these ‘religious characters’ live their lives
by rote without a trace of spirituaiity and Sasha himself fails to follow
his own credo. Chekhov ends the story on a delicious note of irony and
teasing ambiguity. Sasha has died of consumption and Nadya's mother and
grandmother are rushing to the church in to order a mass for the dead

Irony of speech also plays an important role in a key scene
with Nadya and her mother. Nadya begs her mother to let her go away, but
her mother, who does not remotely understand what is happening to Nadya,
replies:

ITaBHO Jiu To Oblla peleHKOM, JeBOYKOIl, 3 Telneph YyXe
HeBecTa B mpupole nocTtoAHHBIA obMeH Bewects [1 He
3aMeTUIIb, KAK caMa CTaHellb MAaTepblo U cTapyxofn, u byaerTy

'Y
«

TebA TaKad xKe CTPOINTHBAA AJOYKA, KAK Y MeHA

Her mother's concept of change which she links to nature and the scale of
succeeding generations only highlights the utter stagnation and
unhappiness of her life. She, like Sasha, utters meaningless banal phrases
which are betrayed by the way they conduct their lives.

Another source of irony is the play on certain words. When

Nadya is visiting her future home with Andrey, he puts his arm around her

# \JoxoB, A I CobpaHne CoMHHCHHI B JBCHAUINTH Tomax, ([OCynapcIBeHHOP
M3naTendcTBo XyloxecTBeHHON JiuTepaTypsl, Mockpa, 1955) Tom 8, cT 499
For translation, see Appendix (XXXVIIl).




Py

81

waist. The comparison of his arm to a hoop (06pyu) conveys to her the
constrictions of her life when she will have his wedding ring
(06pyuanbioe Konbuo)  The title of the story is also linked indirectly to
this as obpyuenue is another word for betrothal. When Nadya returns home
and finds everything even more stagnant and confining than ever, her only
source of amusement is the little boys next door who have more audacity
than her mother or grandmother and laugh at her as she strolls around the
garden shouting ‘HeBecTa! HeBecTal’ These taunting remarks call
attention to the distance Nadya has travelled and attenuate the main irony
of the story.

Hepecta can also be interpreted as a parody of The Parable of
the Prodigal Son. At one point in the story Marfa Mikhailovna, the
grandmother innocently refers to Sasha as the Prodigal Son (BjyaHHN
CuiH), not realizing that in reality it will be Nadya who actually fulfills
this role. Chekhov ironically turns the parable ‘topsy-turvy’. The first
major displacement of the ‘Prodigal Son’ is by the ‘Prodigal Daughter’. In
the parable the son goes away with his inheritance, leads a profligate life
in a foreign country, becomes remorseful about his sordid life and returns
home to a rejoicing father who kills a fatted calf to celebrate his return.
In Betrothed , Nadya leaves home without any inheritance. While away in
St. Petersburg she works hard at educating herself and returns home self-

assured. She is greeted by her mother and grandmother who seem to her to
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have aged greatly and whose lives have shrunk because of their fear of
social ostracism. Nadya, on the contrary feels absolutely no remorse and
has no regrets about her departure and after a few days at home anxiously
wishes to return to her life in St. Petersburg. She muses to herself that:

Bnepeﬂu ell PUCOBAJIACh X NU3Hb HOBAA, WIMPOKAA, ITPOCTOPHAMA, 1
3Ta XU3Hb, ellle HesgCHAad, MOJIHAA TAalH, YBTCKATA U MAaHIIIQ

ee *

The allusion to a religious parable also ironically further underscores the
vapidness of religion as it is practised by the ‘religious characters’ in the
story. Chekhov has presented in his final story a vigourous, high-spirited
young woman who actually takes control of her own destiny. She stands in
counterbalance to so many of his previous heroines who were incapable
for one reason of fulfilling their cherished dreams and longings. With this
story Chekhov places full responsibility for happiness in the hand of the
individual and Donald Rayfield states 1t so aptly:

“Chekhov evolves as an artist by withdrawing as a philosopher.
He takes away the lies that are outside us and leaves us with
the truth that is in us.”

2 YexoB, A 1 CobpaHnHe coyMHeHHR B JBcHaanatH Tomax,(TocyldapcTBeHHOR
- M3paTenbcTBo XYyAoXecTBeHHonl JiuTepaTypsl, Mocksa, 1955) Tom 8, cT 507
For translation, see Appendix (XXXIX).

# Rayfield, D., Chekhov: The Evolution of his Art, (Elk Books Ltd., London, 1975) p.243.
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When one surveys the landscape of Chekhov’s short stories, one
perceives a noticeable evolution in the use of irony. Chekhov began his
career to elevate the penurious conditions in which his family lived. He
started to contribute to the weekly magazines before he was twenty years
old. His first humouristic bits of writing were intended to amuse the
average reader and were written with certain limitations. He wrote them
swiftly and given the restrictions of the number of words imposed by the
publishers, they were usually short. These earlier pieces he considered
mere trifles and they most frequently ridiculed eccentricities of
character and exposed various types of vulgarity, tyranny, serwvility and
banality. The material he used to draw his characters was taken from
ordinary daily experiences, and the speech and action of the characters
were usually associated with a particular social types. The stories in the
early phase are relatively subjective as the reader is aware of the author
controlling the situations and the characters. They tend in general to be
more satiric and the irony lies on the surface of the story. Their irony is
overt and 1s most frequently expressed by overstatement or in the more
serious stories by understatement or by irony of self-betrayal. One of his
most famous pileces involving the theme of an authoritarian mentality and

involving irony of overstatement is Sergeant Prishibeyev. A measure of
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success of the story is that the name Sergeant Prishibeyev subsequently
became a household word to denote tyranny. The same phenomena is In
operation with regard to the story The Fat Man and the Thin Man where he
satirizes the foolishness and obsequious behaviour of the thin man. Most
of early satiric stories are a reductio ad absyrdum, a burlesque or a
parody. Overt irony was best suited for these short farcical stories
because the irony would lose its force and become tedious if long
continued.

In the more serious pieces of his earlier period Chekhov
resorted to irony of self-betrayal or 1rony of understatement as his
conduit of irony. In the story Anyuta , both Klochkov and Fetisov fall
victim to a irony of self-betrayal. The irony used in the more serious
stories of the early period becomes more developed and sophisticated in
the middle phase where Chekhov tends to tone down the satirical
elements. The tone of irony in the earlier stories tends in general to be
humourous and at times cynical, but it 1s very infrequently sombre The
story Misery written in 1886 is more an exception to the rule and gives
an indication of Chekhov's growing maturity as a writer. The irony of the
early serious stories also tends to be more subtle than in the humorous
ones and in these stories there seems to be a connection between the
subtlety with which he uses his irony and the delicacy in which he treats

his subject matter.
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in all the phases of his artistic career there are definite links
to his own personal growth. n this early period Chekhov was only in his
twenties and did not take his creative work very seriously. as he stated in
a letter to D. Grigorovich:

Ecnu y MeHA ecTb JAap, KOTOpPHIN cledyeT yBaXaTb, TO, KalcCh
nepel YNCTOTOIO Balero cepiua, st xocejie He yBaxain ero... 0T
cpouHont paboThl U36aBNOCh, HO HE CKOpo . BHIOUTBCA U3
KOJIeH, B KOPOTYIo s INonas, HeT BO3MOXHOCTU . Bca Hazexna
Ha 6yayuee MoxeT ObITh, yCIe YTO-HUOYIb ClelaTh, X0TA
BpeMs 6eXxuT 6BICTPO

His use of irony is direct and there is no deliberate attempts to make the
irony subtle or complex which is certainly the case in the middle part of
his career.

In this period of literary apprenticeship, there is usually one
of the three kinds of ironic situations present and it is usually irony of
character. Due to the restrictions of length imposed upon Chekhov by the
publishers there is little development of character in the early stories
and consequently most of the characters are unaware that they are
victims of irony. This situation changes after Chekhov begins to receive
recognition and he is no longer subject to restrictions. In the middle
phase of his career he is able to place the characters against a background

and the reader becomes privy to the internal thoughts of the central

"YexoB, ATl CofipaHite COYHHCHMI B JBeHainary Tomax, (FocyAapCTBeHHOE
llznaTenbcTBO XyaoXeCcTBeHHoN JiuTepaTyps, Mocka, 1956) Tom 11, cT.80.
For translation, see Appendix (XL).
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characters. This is particularly evident in the philosophical stories of the
middle period. As Chekhov became more known and appreciated, his
attitude to his art also began to change. After he was exhorted by
Grigorovich and others to respect his talent, he began recognize his ability
and to take a more critical look at his works. This assessment of his
work also coincided with a personal philosophical inquiry into many of the
great questions of life. This probing is reflected in the middle phase of

his work which commences around 1888-9.

The middle period is marked by a more deliberate and
controlled type of irony. In this period irony moves from the surface and
becomes entwined around the story. Irony by analogy plays a prominent
role during this period. Two diametrically opposed characters are pitted

against one another in order to illuminate the irony inherent in their
characters. In Gusev , the character of the intellectual, Pavel lvanych is

parallelled with the peasant, Gusev which reflects more clearly the irony
inherent in both characters. By juxtaposing these two characters Chekhov
shows the weaknesses of rationalization by demonstrating that the

rational method can be used to cast doubt on Pavel Ivanych arguments.
The same contrapunctual technique is used in The Grasshopper , where

Olga’'s character is contrasted with Dymov’'s. In both these stories irony
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is embedded in the parallel structuring of the story and as a result irony
of character seems to stand out like a bas-relief.

In this period all the three kinds of ironic situations as
depicted by A.R. Thompson are present. However, irony of speech and irony
of character are more dominant than irony of events which plays a greater
role in his final period. In both the stories analyzed from the middle

period and in most of the ‘searching stories’, the characters are

frequently victims of irony of self-deception. Olga Ivanovna in The
Grasshopper sincerely believes that her way of life and her actions are

justified and is oblivious to her own selfishness and virtues of her
husband until the very end of the story. Chekhov also leads the reader
along the path of self-deception also in order to more fully enhance the

impact of the irony. Another device for affecting irony in the middle
period is that of delayed reaction. In The Grasshopper , the technique of
presenting Olga Ivanovna point of view in the first part of the story and
then shifting the point of view deceives the reader at the same time as
Olga Ivanovna is deceiving herself. This of course only heightens the
sense of irony of delayed reaction. In the middle period the use of imagery
supports and enhances the irony more than any other period. The imagery

in the dream sequences of Gusev in Gusev ironically underscores his
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imminent death. In The Grasshopper, Chekhov piles up detail that is
intimately connected with the movements of a grasshopper.

lrony of speech frequently foreshadows what eventually
happens in a story. At one point in The Grasshopper, Olga lvanovna breezily
declares to Ryabovsky that Dymov oppresses her with his magnanimity.
She is oblivious to the fact at this point in the story that Dymov's traits
will eventually effect an irony of self-betrayal. lrony in this middle
period is multi-layered and all inclusive and is artfully constructed.

Towards 1895-6 Chekhov's interest in philosophical questions
abated and his interest turns to art of living life as fully as possible. This
probably reflects the fact that he, as a physician, realized that he was
suffering from an incurable disease and that his time was limited. It also
reflects the fact that he had come to terms with life. His use of irony in
this period becomes more muted and subdued. The tone of his irony is
softer and it lacks the sharpness and biting quality which is prevalent in
the early and middle periods. One major distinction that perhaps can be
made in order to distinguish this period from his earlier periods is
Chekhov's role as a ironist. In this phase he appears tc be more of a
dramatizing ironist. He simply presents ironic situation or events as they
occur in life. The characters are usually victims of situational irony.
There is no authorial intrusions or comment during this period as was not

the case during the earlier phases. In this phase his technique as ironist
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has evolved. In his earlier part of his career he uses irony consciously to
satirize, say, hypocrisy, rationalizing or vanity whereas in the latter part
of his work he considers these foibles as instances of irony in themselves
and presents them as such. In other words, irony is an integral part in the
way he views the world and is not treated as an isolated phenomenon.
Consequently, the tone of his irony is more subdued and gentle. This
evolution in his use of irony also follows along with his personal human
growth as it suggests that he has realized and accepted limitations and
weaknesses inherent in the human condition.

In The Lady with the Dog, the circumstances oi life or fate
determines the irony of character. A chance encounter at a summer resort
changes the entire course of Gurov's life. In the initial stages he
considers his affair as yet another in a series of many. Gradually he
realizes that this is not the case and he undergoes a spiritual and
emotional transformation. The same situation exists in Chekhov’s final
story, The Betrothed although the story does end on a note of optimism.
The initial catalyst for the heroine’s transformation are discussions with
her cousin. These discussions gradually penetrate to a subconscious level
and begin to influence her, judgments of reality. Ultimately she makes
changes which affect the course of her life. Both protagonists at the
beginning of both stories were confident that life would continue as usual

and in both cases some subsequent unforeseen turn of events (an irony of
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life or fate) reverses and frustrates their expectations.

In summation one may say that the evolution of Chekhov's
irony is intimately related to his development as an artist and as a human
being. When he was a budding artist in his early twenties with no
cohesive vision of life, his irony tended to be simple, jejeune, and overt.
As he matured, gained personal experience, and grappled with life’s great
philosophical questions, his irony became intricate, deliberate all
encompassing and covert. With maturity, Chekhov became extremely aware
of the force of circumstances and the role that they play in everyone's life
and he built his irony around this principle. He himself fell in love fairly
late in life at a time when he also reaiized that he had precious little
time left in life, an ironic situation which he surely appreciated. Irony
became for him an integral part of life itself. lIrony for Chekhov was an
integral part of his creative process and vision of life. Ultimately it
became his vehicle for properly posing questions which trigger the
imaginative process. As he states in a letter to A. Suvorin:

XYIOXHUK Xe JOMXeH CYIAUTb TOJIbKO O TOM, UYTO OH
IOHUMAaeT, ero KpPyr TaK Xe orpaHuMyeH, KaK U y BCAKOI'O
IPYroro CHeluanucTa, — 3To g NOBTOPAI M HA 2TOM BCerJa
HacTauBal YTO B ero c@epe HeT BOMPOCOB, 4 BCIUIONHYIO OJUH
TOJIbKO OTBETH], MOXET FOBOPUTH TOJILKO TOT, KTO HUKOTJIa He
nucajyl 1 He uMes Jnena ¢ obpazamu  XyJOXHUK HabJooJacT,
BEIOMpaeT, JoralbiBaeTcs, KOMIOHYET — YK OIMH 3TH
JefNCTBUS IPeNNosaralT B CBOEM HAavajle BOIMPOC, eCIU C
caMOro Hauajla He 3anan cebe Bolipoca, TO He O ueM
JNOTAaIBBAThCA U Heuero BeIOupaTbh YToOH OLITH NMOKOPOUR,




91

SaKOH'YY IICUXNATPUeN" ecyi OTPUUATH B TBOPUECTBER BOIIPOC I
HaMepeHle, TO HYXHO IMPU3HATb, YTO XYHLOKHUK TBOPHT
HellpelHaMepeHHo, 6e3 yMEICIa, oA BAUSHIEM addeKTa *

*UexoB, A Il. Cobpanne coYMHeHM B NABCHaANATH ToMax, (FoCyAapCTBCHHOE

N3naTenbCTBO XyZAOXecTBeHHON JIuTepaTyphl, MocKBa, 1956) ToM 11, ¢T 287
e For translation, see Appendix (XLI).
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Appendix

Translations of Russian Citation
(Unless otherwise indicated, the translations are mine.)

(I) I'm writing under abominable conditions. Before me my nonliterary
work pricks mercilessly at my conscience; in the room next door the
offspring of a visiting relative is screaming; in another room my
father is reading aloud to my mother ‘The Sealed Angel'... It would
be difficult to imagine more terrible setting for a writer.

(I) The only reason | am writing all this is to justify my grievous sin in
your eyes to some small degree. Until now | treated my literary
work extremely frivolously, casually and nonchalantly. | can’t
remember working on a story for more than a single day and ‘The
Huntsman' which you so enjoyed, | wrote while | was nut swimming.
| wrote my stories the way reporters wrote up fires: mechanically,
only half-consciously, without concern for the reader or myself.
-from Anton Chekhov’'s Life and Thought: Selected Letters and
Commentary translated by Michael Henry Heim in collaboration with
S. Karlinsky. (University of California Press, Berkeley, 1975.)

(ill) ‘Ward no. 6’ , a startling work by virtue of its gripping power and
depth shows in it the new mood of Chekhov which | would call his
mood of the second period. It had completely formed and the sudden
change had become clear to everybody. This carefree gay witty man
who yet not long ago approached life with joy, laughter and jokes,
took a deeper look into the depth of life and suddenly felt himself to
be a pessimist. | would refer to the third period the stories and if
you like the plays of his final years in v/hich both a striving for the
better, faith in it and hope are heard.

(IV) The fat man had just finished dining in the train station and his lips
coated with butter, shone like ripe cherries. He smelled of sherry
(Xeres, a Spanish sherry) and fleur d’'oran¢ce. The thin man had just
got off the train and was loaded down wih suitcases, bundles and
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He smelled of ham and coffee grounds.

(V) The thin man suddenly turned pale.. He huddled up, bent and contracted
himself... His suitcases, bundles and boxes contracted and wrinkled .
The long chin of his wife became even longer, Nathaniel snapped to
attention and buttoned up his uniform.

(Vl) He saw, as it were in his mind's eye, his own future, when he would
see patients In his consulting-room, drink tea in a large dining-room
in the company of his wife, a real lady. And now that slop-pail In
whicrh the cigarette ends were swimming looked incredibly
disyusting.

- from Anton Chekhov's Short Stories selected and edited by
Ralph Maitlaw (W.W. Norton &co. Itd., N.Y., 1979.)

(VII) “The right lung is made up of three parts”... Klochkov repeated. "The

boundaries!” “The upper segment on the anterior wall of the thorax

: reaches to the 4-5th rib, on the iateral surface to the fourth rib...
behind to the spina scapulae...”

(VHI) Twilight. Big flakes of wet snow are whirling lazily about the
street lamps, which have just been lighted, and lie in a thin soft
layer on roofs, horses’ backs, shoulders, caps. lona Potapov, the
sleigh- driver, is all white like a ghost. He sits on the box without
stirring, bent as double as the living body can be bent. If a regular
snowdrift fell on him it seems as though even then he would not
think it necessary to shake it off... His mare is white and
motionless too. Her stillness, the angularity of her lines, and the
stick-like straightness of her legs make her look like a halfpenny
gingerbread horse. She is probably lost in thought. Anyone who has
been torn away from the plough, from the familiar grey landscapes,
and cast into this slough, full of monstrous lights, of unceasing
uproar and hurrying people is bound to think.

-taken from Anton Chekhov's Short Stories selected and edited by
Ralph Maitlaw (W.W. Norton & co. Ltd., N.Y., 1979.)

- (IX) | have very little passion. Add to that the following psychopathic
trait: for two years now, seeing my works in print has for some



pRy

94

reason given me no pleasure. [I've grown indifferent to reviews,
conversations about literature, gossip, successes, failures, high
royalties — in short, I've become a dam fool. My soul seems to be
stagnating. | explain this by the stagnation in my personal life. |It's
not that I'm disappointed or exhausted or cranky; it's just that
everyihing has somehow grown less interesting. [I'll have to light a
fire underneath myself.

- taken from Anton Chekhov's Life and Thought: Selected Leiters
and Commentary translated bv Michael Henry Heim in collaboration
with S. Karlinsky. (University of California Press, Berkeley, 1975.)

(X) The discovery that | am not susceptible to sea sickness was a pleasant
surprise. On the way to Singapore we threw overboard two men who
had died. When you see a dead man wrapped in sailcloth flying h-ad
over heels into the water and when you think that there are several
versts down to the bottom, you grow frightened and somehow start
thinking that you are going to die too and that you too will be thrown
into the sea.

-taken from Anton’ Chekhov's Life and Thought: Selected Letters
and Commentary translated by Michael Henry Heim in collaboration
with S. Karlinsky.( University of California Press, Berkeley, 1975.)

(Xl) He pictures in his mind an immense pond covered with snow... On one
..de of the pond is a brick-coloured pottery factory with a tall
chimney and clouds of black smoke; on the other side is the village...
from the end of the fifth yard, his brother Alexey is driving out in a
sleigh; behind him is sitting his tiny son Vanka in large felt boots,
and his little girl Akulka, also in felt boots.

(XIl) When | compare myself to you, | feel sorry for you... poor fellows. |
have healthy lungs, and the cough, it is a stomach cough... | can
endure hell let alone the Red Sea! In any event | take a critical
attitude to my iliness and the drugs. But you...you are ignorant... It is
difficult for you, very, very difficult!

(XNII1) You are outcasts, you poor people. | am a different sort. | live
consciously, | see everything like a hawk or an eagle as it soa:s over
the earth, and | understand everything. | am protest personified. |
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see tyranny — | protest, | see a hypocrite and a dissembler — |
protest, | sere a gloating swine — | protest.

(XIV) It sounded as though someone had come into the infirmary, voices
are heard, but five minutes pass and all 1s quiet.

(XV) He sleeps for two days, but on the third day at noon two sailors come
down below and carry him out of the infirmary. They sew him into
some sailcloth, and in order to make him heavier, they attach
together with him two steel gridirons. Sewn into the sailcloth, he
looks like a carrot or a radish. broad at the head, narrow at the feet...

(XVI) After he has played with the body, the shark inadvertently puts his
jaws under it, carefully 1t with his teeth, and tears the sailcloth the
entire length of the body, from head to toe; one of the gridirons falls
out, frightening the pilot-fish, striking the shark on the side, 1t
sinks quickly to the bottom.

(XVIl) The sky changed into a soft lilac tone. Glancing at this magnificent
enchanting sky, the ocean at first frowned, but soon it also acquired
the tender, joyous colours which are difficult to describe with
words.

(XVIIl) The officer on the watch raises the end of the plank, Gusev slides
off it, he flies head first, then he turns over in the air and plop! The
foam covers him, for a moment he seems to wrapped in lace, but this
moment passes- and he disappears in the wave.

(XIX) 1 was in Moscow yesterday, but scarcely there and | was
overwhelmed with boredom and all kinds of disasters. Can you
imagine that one of my acquaintances, a 42 year old woman
recognized herself as the 20-year old heroine in my Grasshopper, and
all of Moscow is accusing me of slander. The major piece of
evidence is a outward resemblance: she paints at home, her husband
is a doctor, and she lives with an artist.

(XX) “Look at him: isn’t it true that there is something about him?" — she
said to her friends, nodding towards her husband as if she wished to
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explain how it was tiat she had married a simple, very ordinary and
in no way rernarkable man

Whereas Olga lvanovna and her friends and acg:taintances were by no
means ordinary people. Each of them was distinguished in scme way
or another, and not altogether unknown, having a'ready made a name
and gained a certain celebnity, or, if not exactly celebrated yet, all
gave promise of a brillant future. One was an ac'or, whose genuine
dramaiic talenis had aiready found recognition; he was elegant,
clever and discreet, recited beautifully, and gave Olga lIvanovna
lessons in elocution; another was an opera singer, fat and good-
humoured, who assured Olga lvanovna with a sigh that she was
ruining herself — if she were not so lazy, if she would only take
herself in hand, she would make a fine singer; besiies these there
were several artists, chief among them Ryabovsky, wno went in for
painting problem pictures, animals, and landscapes, and was an
extremely handsome fair young man of about twenly-five, whose
pictures made a hit at exhibitions — his latest had fetched five
hundred rubles. He used to finish off Olga Ivanovna’'s sketches for
her, and always said that something might come of her painting.
Then there was a cellist who could make his cello “weep”, and who
declared openly that of all the women he knew, the only one capable
of accompanying him was Olga Ivanovna. And the writer, young, but
already well known, who had produced short novels, plays and
stories. Who else? Oh, yes, there was Vasili Vasilievich, a genteel
landowner, amateur book-illustrator and creator of vignettes; he had
a true feeling for the old Russian style, and for the legendary epic.
He could produce veritable miracles on paper, on china, and on
smoked plates.

-taken from Anton Chekhov's Short Stories selected and edited by
Ralph Matlaw (W.W. Norton & co. itd., N.Y.,1979)

(XXI1) Old ftriends disappeared and were forgotten, new ones arrived to

replace them, but she soon grew accustomed to them or she became
disappointed in them and she began eagerly to look for new friends
and new important people, and finding them, she continued looking
for others.
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(XXI11) And it seemed to them that they were within a inch of arnving at a
decision, and that then a new, beautiful life would begin. And they
both realized that the end was still far, far away, and that the
hardest, the most complicated part was only just begining
-taken frorn Anton Chekhov’s Short Stories selected and edited by
Ralph Matlaw (W.W. Norton & co. Itd, NY., 1979)

(XXIV) People were saying that a new person had appeared on the
promenade: a lady with a dog. Dmitrt Dmitnch Gurov, who had spent
already two weeks in Yalta, and had grown accustomed to the place,
had begun to take an interest in new arrivals.

(XXV) “Stop, my dear,” he said, “You have had your cry, stop... Now let's
talk ,we will think of something.

(XXV1) They strolled and talked about the strange light over the sea; the
water was a soft warm lifac colour, and there was a golden band of
moonlight upon it.

(XXVID “I shall think of you... | shall think of you all the time,” she said
“God bless you! Think kindly of me. We are parting forever, it must
be so, because we ought never to have met. Good-bye — God bless
you."

-Taken from Anton Chkekhov's Short Stories selected and edited by
Ralph Matlaw (W.W. Norton & co. ltd., N.Y. 1879.)

(XXVHI) * What have | to be ashamed of?” she asked herself in offended
surprise. There was ncthing to be ashamed of. She went over all her
Moscow memories. All of them were good and pleasant... “What does
this mean? Am | afraid to look at this straight in the face? What
does this mean? Is it possible that between me and this officer-boy
there exists or can exist any other relations than the relations one
is accustomed to with every acquaintance?”

(XXIX) Anna Sergeyevna came in also. She sat down in the third row, and
when Gurov glanced at her, his heart contracted, and he understood
clearly that in the whole world there was no one nearer, dearer or
more important to him. She, this tiny woman, in no way remarkable,
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lost in the provincial crowd, with a stupid lorgnette in her hand, now
filed his whole life, was his grief, his joy, his only happiness and
all that he desired; aind to the sounds emitted by the terrible
orchestra and the miserable, feeble violins, he thought how lovely
she was He thought and he dreamed.

(XXX) Vronsky suddenly caught sight of Anna’s head, proud, strikingly
beautiful, and smiling in a frame of lace. She was in the fifth box,
twenty-five feet from him. She was sitting in front and turning
slightly, she was saying something to Yashvin. The position of her
head on her attractive, broad shoulders and the restrained
excitement and sparkle in her eyes and her whole face reminded him
of her just as he had seen her at the ball in Moscow. But now he felt
otherwise. There was no longer any mystery in his feeiings, and so
her beauty although it attracted him more powerfully than before, it
now gave him a sense of injury.

(XXXI) She went upstairs to pack, and on the next day in the morning she
left town, happy and full of life — as she supposed forever.

(XXXll) She now realized clearly that she had ceased loving Andrey
Andreyich, perhaps she had never loved him; and all she saw was
vulgarity, stupid, naive, rigid vulgarity, and his arm around her
waist seemed to her cruel and cold, like a hoop.

(XXXIIl) She clearly understood that her hfe had been turned topsy-turvy
as Sasha had wished, that she was alone, different and unwanted
here, and that there was nothing she needed here; the past had been
torn away and had vanished, as if burned by fire and the ashes
thrown to the winds.

(XXXIV) It was cool and still in the garden, and dark shadows lay
peacefully on the ground. From a long way off, probably outside
town, came the distant croaking of frogs. There was the feeling of
May, in the air. One could draw deep breaths, and imagine that
somewhere, far beyond the town, beneath the sky, above the
treetops, in the fields and woods, the spring was beginning its own
life. that mysterious, exquisite life, rich and sacred, from which
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sinful mortals are shut out. It almost made one want to cry.
- taken from Anton Chekhov's Short Stories selected and edited by
Ralph Matlaw (W.W.Norton & co Itd., N.Y 1979)

(XXXV) Nature 1s a very good sedative It makes you reconciled, that s, 1t
gives a person equanimity Only people with equanimity can see
things clearly, be fair and work  This, of course, applies only to
intelligent and honourable people; selfish and shallow people have
enough equanimity as it 1s.

- taken from Anton Chekhov’s Life and Ti.ought Selected letters and
Commentary translated by Michael Henry Heim in collaboration with
S. Karlinsky (University of California Press, Berkeley, 1975)

(XXXVI) Then they went to his room, which reeked of smoke, too, and was
littered and filthy. On the table, beside the cold samovar, was a
broken plate with a bit of dark paper on it, and bnth floor and table
were strewn with dead flies Everything here showed that Sasha
took no thought for his private life, hved in a continual mess, with
utter contempt for comfort. If anyone had spoken to him sbout his
personal happiness and private life, had asked him if there was
anyone who loved him, he would have been at a loss to know what
was meant, and would only have laughed.

-taken from Anton Chekhov's Short Stories selected and edited by
Ralph Matlaw ( W.W.Norton & coltd, N.Y. 1979)

(XXXVII) “If you would go away to study,” he said. “Only enlightened and
saintly people are interesting, they are the only ones needed And
the more there are of such people, the sooner the kingdom of heaven
will be on earth.

(XXXVII) “Only yesterday you were a small girl and now you are aimost a
bride. Nature is in a constant state of metabolism. And before you
notice 1t, you will be a mother and then an old woman, and you will
have a troublesome daughter like | have”

(XXXIX) Before her, a new, wide vast life stretched out, and this lfe, still
vague, full of mystery fascinated her and drew her onwards.
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(XL) If | do have a gift that warrants respect, | must confess before the
purity of your heart that | have as yet failed to respect it... | will
try to stop writing for a deadline, but this cannot be done at once.
There 1s no way for me o get myself out of the rut I've fallen into...
All my hope lies in the future | may still manage to accomplish
something yet, though time is flying.

-taken from Anton Chekhov’s Life and Thought: Selected Letters and
Commentary translated by Michael Henry Heim in collaboration with
S Karlinsky (University of California press, Berkeley, 1975)

(XLl) The artist must pass judgment only on what he understands; his
range Is as limited as that of any other specialist- that's what |
keep repeating and insisting upon. Anyone who says the artist's
fie'd is all answers and no questions has never done any writing or
had any dealings with imagery. The artist observes, selects,
guesses and synthesizes The very fact of these actions supposes a
question; iIf he hadn’'t asked himself a question at the start, he would
have nothing to guess and nothing to select. To put it briefly, | will
conclude with some psychiatry: if you deny that creativity involves
questions and intent, you have to admit that the artist creates
without premeditation or purpose. in a state of unthinking
emotionality.

-taken from Anton Chekhov's Life and Thought: Selected Letters and
Commentary translated by Michael Henry Heim in collaboration with
S Karlinsky (University of California press, Berkeley, 1975)
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