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Abstract 

ln t~e 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 artistlc career. 

It will demons\'rate 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. 

1 Selected stories taken from ail three periods will illustrate thls 

evolution. 
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Résumé 

Dans ,'œuvre en prose de Tchekhov, il y a um.\ évolution 

marquée dans l'usage de l'ironie. Cette dissertation examinera comment 

Tchekhov a utilisé l'ironie au cours des différentes phases de saI carrière 

artistique: le début, le milieu et la période finale. Ce travail montlera que 

pendant la phase initiale, l'ironie de Tchekhov était simple et directe; 

pendant la période intermédiaire, son ironie était plutôt deliberée et 

déguisée; pendant la dernière période, elle était plus délicate, à laI fois 

transparente et transcendente. Afin d'illustrer cette évolution, quelques 

récits ont été choisis pour chaque période. 
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INTRODUCTION 

1 n :'TI ost of literary criticism dealing with Chekhov, little 

attention has been accorded to the use of irony. Ironically, 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 ta 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 terme9 a 20th century variety of irony since his irony is grounded in 

the metaphysical position of relativism. Irony in the 20th century has 

evolved far beyond its early origins in Greek comedy, beyond the 

Sophoclean irony of fate, ta encompass a variety of meanings and 

techniques and to become a very elusive and difflcult term to define. 

First and foremost tile developmp.1t 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 ta 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 irûnist sees Iife ln terms of the absurd 

rather than in terms of good and evi\. It is a type of Irony that allows 

contradictions to co-exist and entertains a multipliclty of perspectives 

ln order to properly demonstrate how Chekhov uses lrony ln a 

modern way, it is tirst necessary to define irony and to show where It is 

found. The origin of the word cornes from the Greek word elronela which 

means dissimulation or affected ignorance. Irony was for the Greoks the 

art of saying something without really saying it. The eiron of early Greek 

comedy regularly triumphed over hls antagonist, the S!,lazon, a boastful 

character who was always trying to achieve hls ends by deception through 

exaggeration. The eiron was always portrayed as being wC.lk but claver 

and resourcefu\. 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, 
hls profession of ignorance, his readiness to concede pOints of 
view at variance with his own in order to demonstrate their 
absurdity by assuming hls opponents' very premises, shows his 
kinship to this comic figure. The origmality 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 oppuJ1ent's 

excessive self-confidence." 1 

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

1 Shlpley, J., "Types oflrony", Dicttonary of World Ltterature (New York. 1943) pp 233-4. 
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shows the same elements only with a tremendous enrichment of the 

concept. This enrichment conslsteo of associating irony with tragic 

effects as weil. Another literary school that is assoclated with irony is 

the Romantlc school The term 'r~"mantic lrony' was first utilized by 

Fredenck Schlegel ta demonstrate the obJectivity of romantic works, 

notably those written by Shakespeare. 

"According to the Fichtean metaphyslcs which influenced 
Schlegel, every man creates the world in his own mind, and 
hen~e is soverelgn over it, though restricted by it. The more 
objective he can be toward It, the greater hls spiritual 
freedom. At the same time even the most objective artist is 
also within hls 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.,,2 

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 existentialJsm and modern irony as the modern hero realizes the 

hopelessness and absurdity of his plight, but knowing ail thls, or knowing 

that he does not know, he has the courage to bear up .He preserves his 

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

Z Thompson, A.R , The Dry Mock, a Study of Irony in Drama (University of Cahfornla Press, U.S.A., 
1948) pp 63-4 
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Irony is a ~arm today that is constantly misconstrued and 

confused with other terms. The difficulty is to arrive at a clear 

definition of the concept and the vanous ways in which irony is achlevl=,-) 

in order to analyze Chekhov's use of irony. There are man y debates on the 

definitions of irony and the categories of irony as the same terms have 

different meanings for different authors. To illustrate thls point 1 shall 

look at sorne of the definitions and systems of classification and try to 

create one whlch suits my purposes. A.A. Thompson in his The Dry Mock: A 

Study of Irony in Drama defines irony as: 

"a discrepancy or IncongrUlty between expression and meaning, 
appearance and reality, or expectation and event. What we 
notice and then cali irony is a stnkmg discrepancy one whlch 
is artfu lIy arranged to draw attention to Itself, or wt,ich J 

though occurring by chance, Ilkewise compels our attention."') 

He then classifies irony into three forms of ironlc situations: irony of 

speech [verbal irony], irony of character [Irony of manner] and irony of 

events [dramatic irony]. David Worcester ln his The Art of Satire 

classifies four types of irony: verbal irony, irony of manner, lrony of tact 

or dramatic irony, and cosmic irony. D.C. Muecke in his book The Compass 

of lrony defines irony as: 

"ways of speakmg, writing, acting, behaving, painting, etc., in 
which the real or intended meaning presented or evoked IS 
intentionally quite other than, and incompatible wlth, the 

3 Thompson, A.R , The Dry Mock; a Study of Irony ln Drama (UniverSIty of Cahfornla Press, USA, 
1948) p.10. 
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ostensible or pretended meaning. ,,4 

It is an art that gets ItS effects fram below the surface and as such gives 

the effect of saying so much more. Muecke goes on to state that in ail 

Instances of Irony there are usually three essential elements, besides its 

subjective and aesthetlc requlrements. 

"In the tirst place irany is a double-Iayered 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 Ironlst. 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 IS sald may be contradicted by what is 
meant; what the victim thinks may be contradicted by what the 
observer knows. In the third place there IS in lrany an element 
of innocence, either the vlctim IS confidently unaware of the 
very possibllity of there being an upper level or point of view 
that invalldates his own, or an iranlst pretends not to be 

aware of it."S 

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"S This last point is extremely important as regards the work 

of Chekhov as he had a tendency to use simple Irony more frequently ln his 

earlier works when he was writing for humouraus magazines than in his 

later more mature work. This will be a point 1 shall be including in my 

4 Muecke. 0 C . The Compasses of Irony. (Methuen & Co Ltd. London. 1969) p.53 
, .IalD... P 53 
6 illill.. 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."7 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."6 

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 IS not intended to be 

perceived by anyone. Muecke gives a wonderful example from Pride and 

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

7 Muecke, D C , The Compasses oflrony, (Methuen & Co Ltd, London, 1969), p.21. 
8 IBID, p.53 

1 
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\ ironist; he enjoys seeing hls wife and Mr. Collins construe what he says 

( 

literally, that is, he enjoys the irony of their being impervious to his 

Irony. 

ln discussing his four modes of irony, Muecke enumerates 

twenty basic techniques which can be used under mode of impersonal 

irony. Ali 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 irony as opposed to specific irony. General irony he 

defines as : 

"Iife 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 ail victims of impossible 
situations." 9 

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. 1 shall use the following 

definition of irony. Irony 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 1 have discussed and 

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

(' 8 Muecke, D.C., The Compasses of Irony(Methuen & Co. l td., London, 1969), p.54. 
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1 shall- inccrporate Muecke's grades of irony into my hypothesis 

about Chekhov's work. Once again the grades are overt, cavert and private 

and they deal specifically with the subtlety of the author's artlstic 

presentation of irony or the mood in which he presents It. 1 shall apply hls 

grades to selected short stories of Chekhov, but 1 shall alter somewhat 

his final category. 1 shall argue that Chekhov's work can be roughly 

divided into three phases. 1 n the first phase of hi~ work, his use of irony 

is overt; in the second phase it is covert; and in the final phase it is what 

1 shall label as a subdued, transcendent, and more transparent grade of 

irony. 

1 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 ironie situations in ail 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 ail these cat~lgories. Finally, the complexity or 

subtlety of the irony whether it be a Gomplex multilayered variety or a 

more simple double-Iayered variety, falls into ail these types of ironie 

s ituatio ns. 

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: 
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praising in order to blame, blaming in order to praise, pretended 

a{'!reement with the victim, pretended advice or encouragement to the 

vlctim, rhetorical question, pretended doubt, innuendo and insinuation, 

irony by analogy, ambigUlty, pretended omission of censure, pretended 

attack upon the victim's opponent, pretended defence of the victim, 

misrepresentation or false statement, internai contradiction, fallacious 

reasoning, understaternent, overstatement, irony displaced, and 

stylistically signalled irony. The final category of stylistically signal/ed 

irony includes parody, burlesque, travesty, mock-heroic and stylistic 

placing. 

1 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 eam a quick rouble to support his impoverished 

family. He contributed to low-brow humourous magazines which included 

OCHOJIHlf, CTp8Ho3a, 3pHT8JIb, Er JlIIJIbHIIH, among others as opposed to the 

renowned Russian literary journals where Toistoy, Turgenev, and others 

were tirst published. Most of these stories were written under the 

pseudonym of AHTOilla QexoHT8, a comic name given to him by a 

schoolmaster in Taganrog. Chekhov wrote most of these early stories in 

; 

j 

J 
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haste and under difficult circumstances. In a letter to Nikolas Leykin, he 

writes: 

ITlnny npll caMblX rHycHbIX yCJIOBH5IX nepeJlo MHOii MO;q HP. 

JIllT8paTypHa5I pa60Ta, XJIOnaIOll.{MI H8MHJIOCepll.Ho no COB8CTlt. 

B r.OC8JlH8I7I KOMHa T8 Kpy-qnT Jl8TllHbIlli npuexaRluero 

norOCTHTb pO.llnlJa, B .llpyroM HOMHaTe OTeu '-IlITueT MaTeplI 

BCJIyX '3aneQaTJI8HHOrO aHrena' .. IIn5I TIlllllY1ll8ro lIeJIODCHa 

rHycH8I7I 3TOI7I o6cTaHoBHll }II npllJlYMaTb Tpy llUO tJTo--nH6o 

lIpyr08.
10 

Throughout his medical studies, Chekhov continued writing 

hastily and yet it was during this period that he started to retine hls art. 

The size and limitations imposed by these humourous magazines were an 

... important factor in Chekhov's literar~' 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 trom 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 trom 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 

10 Q8XOB, A., Co6paHHe co tIHHeHHll B JIBOHaJiTIaTH TOMax, (focY)lapCTB811Hoe 

I1311aT8JIbCTBO XY)lQ)K8CTB811Hotl JIIn8paTypbi, MocHBa, 1956) TOM 11, CT.31 

For translation, see Appendix (1). 
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to Grigorovich, he says: 

IlI1lIIY Bce 3TO 11J151 Toro TOJIbHO, tITo5bI XOT5I HeMHoro 

onpaB11aTbC5I rrepe.1l BaMll B CBoeM T5I)I{ HOM rpexe. nOceJIe 

OTHOCI1JIOI 51 H cBoeti JII1TepaTypHoti pa50Te IipaMHe JIerHO­

MbICJIeHHO, He6pe)f( HO, 3p51 HG nOMHIO 51 HI1 OllHoro CBoero 

paCCHa3a, Han HOTOphIM 51 pa60TaJI 6hI 60JIee CyTOH, a 'Erep5l', 

HOTOpblti HaM nOHpaBl1JIC5I, 51 nl1CaJI B HyrraJIbHe l KaH 

penopTephI rrI1lIIyT CBOI1 3aMeTHI1 0 nO)J{ apax, TaH 51 I111CaJI CBOl1 

paCCHa3bI, MalIIl1HaJIbHO, nOJIy6ecco3HaTeJIbHO, HllMaJIO He 

3a6oT5ICb He 0 tII1TaTeJIe, HI1 0 ce6e caMOM .11 

1 1 

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 tII1HOBHI1H, vaudeville satires on love and marriage,and 

melodramatic stories of degeneracy. The main techniques to achieve irony 

11 tIexoB, A., Co6paHlfC COllllH8HHif B llB8HanuaTH TOMax, (locy llapcTB8HHoe 

I13.lClTeJlbC ltlO Xy lIO)i{eCTB8HHOn JII1TepaTyphI, MocHBa, 1956) TOM 11, CT 80. 
For translation, see Appendix (II). 
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were parody, burlesque, overstatement and understatement. In these very 

early stages the comedy is crude, but towards 1885-6, one begrns to 

notice several staries of serious me rit. If they are comic and ironlcal. 

they are not crude; they have a core of serious moral rnsight. B EpMliTlOH 

supports this rather strongly «y)f{ e Tor lia, lial{ BVllIHM, llJUI '4exona uro 

COTpy lIHlflIeCTBO B IOMOpMCTlfl-IeCIHIX )l{ ypHarrax 6bI.ITO norreM cpa)l{ C1I1l7l-

rrpOTVlB Jl)K VI VI rrOIIIJ10CTIL» 12 (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 

AHlOTa which appeared in 1886. This is one of the three stories 1 shall 

de ai with in greater length when discuss the role of irony rn Chekhov's 

early work. In this story a literary allusion plays an important raie. 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 trom the surface of the stories into the 

interior regions of the stories. Anyuta could be considered a transitional 

piece which signais a change in the quality of his irany. 

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 EpMHJlOB, B., A.Il. (IexoB, (11311aT8JIbCTBO UK BJIKC «MOJIOnAR rBAPnI1R)) 
MocIŒa, 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 staries 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 editars, of Lev Toistoy, and of the 

literate reading public.,,13 

This association freed him from previaus literary constraints and to a 

greater degree trom financial constraints. He was now able to reduce his 

literary output and devate more attention to refining his art. In 1888 he 

was awarded the Pushkin Prize which brought him further recognition. 
" - ',j 

The middle period of his artistic career could be said to span 

from 1887 to 1896. Philosophical themes seem to play a more dominant 

role in these years. It was during this pèriod that Chekhov flirted openly 

with Toistoy'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: 

" ln 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."14 

13 Karlinsky, S., Anton Chekhov's Lite and Thought: Selected Letters and Commentary, 
(University of California Press) p.54. 

U 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 stones which have a marked philosophical underpinnrng, 

appeared. Prominent among stories in this category are uA Boring Star}", 

"Gusev', "Ward V1", "The Due!', "T/;e Black Monk", and "My Life n. The 

stories written during these years also exhibit a great interest in 

psychological probing. Ail of these types of stories tend to lend 

themselves sui generis ta more complicated and subtle forms of irony. 

The irony is usually intricate and multi-Iayered and often wraps :tself 

around the entire framework of the story or is even embedded in the 

structure. The use of parallelism, a technique reflecting perhaps 

Toistoy's influence, is utilized frequently by Chekhov as a structural 

devit;e for ironie purposes. Whereas Toistoy 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. 

ln 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 ta this type of narration. lrony 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 ln his reminiscences of Chekhov discusses his 

moods in the three periods of his career: 

llaJI8T8 No. 6 rrpo113B81I8H118 rropa3MT8JIbH08 rro 
3axBaThIBalOlU8if C11JIe M rJIy6MH8, C f\aIŒM B11pa)KeHO B H8M 
HOBoe HacTpoeHM8 llexoBa, HOTopoe 51 Ha3BaJI 611 HacTpoeHM8M 
BToporo rrep110lIa OHO COBepIIIeHHO Orre1I8JIMJIOCb, 11 BceM CTaJIa 
51CHa H80)f( 11.LIaHHa51 rr8peM8Ha' tIeJIOB8I<, elUe TaI< HelIaBHO 
rrO.LIXOlIMBlU11if I< )({ 113HM C pa.LIOCTH1IM CMeXOM 11 IIIyTI<oif, 
6e33a6oTHo BeC8Jl1Iti 11 OCTPOYMHbIll, rrpM 60JIee rrpMCTaJIbHOM 
B3fJI5IJI8 B rJIy6MHY )f(M3H11 HeO)K11.LIaHHO rrOqyBcTBOBaJI c8651 
rreCC11MMCTOM K TpeTb8My 51 611 OTHec paCCHa3bI, a rrO)f( aJlyl1, 
M .LIpaMhI rrOCJIelIHMX rOlIoB, B HOTOp1IX 3BYtI11T 11 CTpeMJIeHIf8 H 

JlYQIII8MY, 11 Bepa B Hero, If Ha.LIe)KlIa. IS 

It must be pointed out that in his middle years Chekhov does not treat 

psycho-philosoph~cal themes exclusively. He never abandons the themes 

of love and marriage, creativity and IIOlliJIOCTb, 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 incrl3asingly 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 

15 I\OPOTIeHlW, Br, A.il (/exoB B BOCIIOMHlfaHHflX COBpeMeHHHliOB, 

(Xy llO)f(eCTB8HHaa JIIlT8paTypa, MOCI\Ba. 1986) CT 42. For translation, see Atlpendix 
( III) . 



to voice a degree of social criticism previously unknown in his 
work. ,,16 

16 

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 phllosophical questions wanes although he never 

completely abandons this interest. In his later works he no longer poses 

philosophical questions overtly, but instead they are ~uggested by the 

inner action of the plece. At this juncture, 1 would Iike to state that there 

are no clear-cut domarcation lines in any artist's career as each phase 

blends into the other. 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 Iife. The in-depth probmg of the 

middle period gives way to an acceptance of lite. He no longer pits 

pessimism against optimism: "ail isms are dei usions, and good and evil 

exist only in courageous action or cowardly acquiescence.,,17 He moves 

solutions of lite'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 t;llal phase seems more concentrated on one aspect of 

16 Winner, T., Chekhov and his Prose, (New York, 1966) p.87. 
17 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. Irony in the final 

period IS of a more general nature, the irony of lite. Whereas the irony ot 

the rniddle strJries 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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Chopter One 

Chapter one treats the staries TOTICTbIll If TOHh'IIJ1. AIIKJTa and 

TocHaJ, three relatively short staries written between the years 1880-

1886. The irony in ail three staries is falrly overt and is easlly grasped 

by the reader. They also caver a range of ironie tones. In The Thin Man 

and the Fat Man the tone of the irony is basically comie and satiric; in 

Anyuta the tone is a mixture of comle and the tragie; in Misery the tone 

of the irony is tragie. Ail three staries treat two kinds of ironie 

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 ftvfan and the Fat Man differs in bath substance and quality of 

irony fram the later piece Anyuta where a knowledge of Greek mythology 

is required for a proper interpretation of the piece. Ail three stories 

contain elements whieh foreshadow the artlstic mastery of the mature 

Chekhov. 

The story The Thin Man and the Fat Man first appeared ln the 

journal OCHOJIHH in October 1883, under the pseudonym, A 4exoHTü 1 t 

treats the theme of the qMHOBHUH, (civil servant) a favourrte among the 

reading public which harks baek to Gogol's The Overcoat. Akaky Akakyevich 

is the prototype of the pathetic, obsequious civil servant. It is a 

mentality which is induced by qMHOrrOqlITaHlIe (rank reverenee). 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. 

ln this story Chekhov uses irony for satirie 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-thre~\ when he wrote this story, and given the 

restnctions under whicr 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 title. As Serena Vitale states: 

"Cechov si mostra abilissimo nel manovrare i congegni dei 
racconto ad effetto, e dimostra che la sua rinuncia a questo 
ge:1ere è il frutto di una scelta precisa, volta a rinnovare, se 
non a rimuovere, le situazioni conflittuali canoniche della 
tradizione narrativa. Sin dal primissimi racconti comincia il 
sua constante lavoro di ricerca strutturale e inventariale: si 
legga, per esempio, 1/ Grassa e 1/ Magro, dove il tradizionale 
motivo dell'agnizione (incontrarsi, non riconoscersi, infine 
riconocersl) viene letteralmente sconvolto (incontrarsi, 
riconoscersi è infme non volersi piu riconoscere perché il 
"grado" 10 impedisce) è dove un numero ridottissimo di 
dettagli significanti si ripete ossessivamente, via via 
aumentato dl un'unità, rafforzando la drastica opposizione 
bmaria dei tltolo, che si pone già come "tema".l 

, Cechov, A.P., Racconti (Aldo Garzanti Editore, Milano, 1975.) Quotation taken trom the 
introduction by Serena Vitale. pp.xiv-xv. 
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The contrast in tre title suggests both ambiguity and the possibility of 

ironie overtones. In the opening paragraph, Chekhov extends the contrast 

suggested in the title and he does so in an ironie way. In a few short 

sentences he establishes the social and economic differences between 

the fat man and the thin man: 

TOJICThIll TOJIbHO l.JTO rr006ellaJI Ha BOH3aJIe, 11 ry6bI ero, 

rrOlIepHYThIe MaCJIOM, JIOCH11JIHCb, KaH CrreJIhle BHIIIH11 flaxJIo OT 

Hero xepeCOM 11 tlIJIep-ll 'OpaH)f{ eM TOHH11l1 )f{ 8 TOJIbHO llTO 

BhlilieJI H3 BarOHa H 6hIJI HaBbIOl.JeH QeMOlIaHaM11, y3JIaM11 11 

KapTOHtmMH ITaXJIO OT 8ro B8TQl1HOfI 11 Hoq18MHOM rY1I18M .: 

There is also an implied contrast of ~haracter 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 c lIJIHHHbIM rro1I6opolIKOM 11 C np11lUypeHl-IhIM 

rJIa30M (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 ThI (familiar form of the pronoun you) and finally 

rOJIyOl.JHH Moti The fat man replies in a slmilar fashion addressing the 

2 'iexoB, A TI , Co6pamw COl.JHHCH11H B llBCHa/llIa TH TOMax, (focy lIapCTBfJIlHOrJ 

11311aTeJIbCTBO Xy lIO)i<eCTBeH>IO~ J1J.nepaTypbI, MocIŒa, 1955) TOM 2, CT 193, For 
translation, see Appendix (IV). 
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thin man as 5aTIOlIIHVI, .npyr .n8TCTBa (my dear fellow, my childhood 

friend), and also with TbI (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 Ba1lI8 np8BocxO.nVIT8JIbCTBO (your excellency) and with 

the second person polite form, Bbl. After greeting each other, the two 

friends embrace, rrpVI5ITeJUI Tpo8HpaTHo o6JIo6hI3aJIl1Ch 11 YCTp8Ml1JII1 

.npyr Ha npyra r JIa3a, nOJIHbI8 CJI83 (they kissed one another three times, 

gazed at one another wlth tear~ in their eyes), and the reverse takes place 

at the end of the story, TOHHVIfi norraJI Tpl1 rraJIbua, nOHJIOHl1JIC5I BC8M 

Ty JIOBl11I{8M (the thin man squeezed three fingers of the fat man and bowed 

with his ontire body). Tpll rraJIhua (three fingers ) indicates that the thin 

man is so stupefied and irrationa!ly impressed by the situation that he is 

unable to act in a normal way. Instead of shaking the stout man's hand 

with his who le hand, he squeezes only three fingers of the fat man. This 

suggests il'Ony of overstatement. The repetition of certain verbs carrying 

different emotional overtones signal stylistically the use of irony. When 

the two men greet one another: 06a 6hIJIl1 np1l5lTHO OIII8JIOMJI8Hhl.
3 (Both 

men were pleasantly stunned) npl151THO (pleasantly) qualifies their 

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

3 tJeXOB, An., Co6paHlfC Co t lllH8Hml' B JlB8HaJwaTH TOMax, (foCYlIapCTB8HH08 

I13!laT8JIbCTBO Xy lIO)f(eCTB8HHOn JlllT8paTyphI, MocIŒa, 1955) TOM 2, cT.193, 
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man are stunned: "Bee Tpoe 6bIJI11 OllierrOMJI8HbI 1 (Ali th rae were 

stunned.) There is no qualifying adjective here, but the scene is shroudad 

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 CallE!d '3/lllfaJIbTOM 3a TO, 

l.JTO .51 .5I6elIHI1l.JaTb JI10611JI.
5 (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 ironie as the thin man received this nickname because he was 

a tattletale at school. This detail supports his obse'quious behaviour in 

the second half of the piece. The fat man's nicknarne is also used for 

ironic purposes. He was nicknamed Herostratus, a pyromaniac who burnad 

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 

BaHU8H6ax (Wanzenbach). This is a name of German origin. After the 

suppression of the Decembrist revoit in 1825, the Russian administration 

4 l.J8XOB, A.TI • Co6paHlte COtfHHCHHH B llBCHall1la TH TOMax, (focy llapCTB8HHoe 

I131IaT8JIbCTBO Xy llO)KeCTB8HHOfi fllnepaTypbI, MocIŒa, 1955) TOM 2, CT 195. 

5 IBID., p.194. 
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turned to the ethnie German minority, who were for the most part 

Lutherans, for thei;- 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, HaqlaHalIJI (Nathaniel). This name was a 

highly unusual name in Russia in the 19th century and signais an ironie 

affectation. The wife and the son of the thin man are an extension of his 

obsequiousness and they attef1uate 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 stout man's rank, his attitude changes radically: 

TOHHlIti Bllpyr n06ellHlIJl ... CaM OH C"h8)1{IIJlCR:, CrOp6IIJICR:, 
Cy3IIJICR:... Ero qeMOllaHbI, y3JIbI II HapToHHII C"h8)1{IIJIIICR:, 
nOMOpmIIJIlIcb.. lllIJIHHbIti II01l6opOllOH )l{8HbI CTaJI 8me 
llJIIIHH88; Ha!fJaHalfJI BhITR:HyJIC5I BO !fJpOHT8 II 3acT8rHyJI BC8 
nyroBHII CBero MyHlIlIpa ... 6 

The use of alliteration, personification and the repetition of the verb 

Cbe)l(lfTh contribute to a irony of overstatement (exaggeration or a 

reductjo ad absurdum). Chekhov does this for a comic effect, but at the 

same time there is a biting undertone. 

The sound of laughter throughout the piece is achieved by the 

e tIexoB. A Il . Co6paHlw COtfHHeHH1r B J1BeHaJ1ua TH TOMa X, (focy lIapCTBeHHoe 

H3JIUTeJII>CTBO Xy JIO)K8CTB8HHOll JlIfTepaTYhl. MOCIŒa. '1955) TOM 2. cT.194, For 
translation, see Appendix (V) . 
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use of onomatopoeia. The repetition of the consonant x in the verb 

3aXJiXHaJI, Xo-XO , and in the thin man's affected nervous laughter (XH-Xl1-

c) 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 0 in the first 

part of the story is reduced to XM-XM in the later part of the story. This 

corresponds in effect ta ail the verbs of contraction: Cb8)1{M TlCH, 

CrOp6MJICR, CY3JiJICR, rrOMOplIUIJIMCb (to huddle up, ta bend, ta 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 wh en 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 OCIWJIHM on February 22, 1886. In this story, Chekhov's irony 

begins to be expressed in more subtle forms. Ir. Anyuta, irony by analogy 

plays an extremely important role. Mythic and literary references start ta 

become more frequent in Chekhov's stories and serve as devices for 

achieving multi-Ieveled 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. Sorne 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 fulfi"ed in the 
development of the fabula. The tensions thereby engendered 
serve to contribute to a tone of irony and to what has been 
ca"ed 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."7 
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The mythic allusion in Anyuta is to the Greek myth of Cupid and Psyche 

and it is used by Chekhov for ironie 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 trom the Greek word for 'sou l' . 

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 Scènes de la Vie de Bohème and the most 

7 Winner, Thomas G., 'My th as a Device in the Work of Chekhov', in My th and Symbol, 
critical approaches and applications, edited by Bernice Siote, (University of Nebraska Press, 
Lincoln NB, 1963) pp.71-2. 

, 
1 
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sordid tales of the early Dostoevski."s 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. Klochkov 

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 t&ars in her eyes. He capitulates and tells 

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

a 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 underscorr)s the spiritual and emotional 

impoverishment 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 ward 

blindness. Ali three protagonists are blind in various ways. Chekhov 

channels his irony through internai 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 abject 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 Klochkov and A"yuta. He also uses her as an object ta 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 h'arself inferior ta both of them. She 

indicates this by the fact that she follows ail the commands of Klochkov 
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without any questions and she addresses Klochkov with the polite RhI 

while he addresses her with the famillar TbI On a lower level the reader 

sees another layer of irony. Psyche means soul 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, ail of the three main protagonists are oblivious to the fa ct 

that the real Psyche here is Anyuta. The irony here is double-Iayered 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 tram the 

myth is the physical image of Psyche. Psyche was reputed to be an 

extraordinary beauty whereas Chekhov's Anyuta is "Marr8Hbf<a5l, 

XY.ll8Hbl'Ca.51 6pIOHeTHa JIeT .llBalluaTlI II.5ITM, Ol.J8Hb 6JI8.llHa5l, C HOpOTHMMM 

cephIMM rrra3aMM" 9 (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 Klochkov and Fetisov place them, 

and redirect them ta her llyma 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. Ali five of the former 

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

•• .,. g l.l8XOB, A.II , Co6paHHe COlfHHeHHff B )lBOHaJmaTlf TOMax, (roCYlIapcTB8Hff08 

I131IaT8JIbCTBO Xy 1I0)K8CTB8HHOti JIln8paTyphI, MocHBa, 1955) TOM 4, CT 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. «Terrepb 

Bce OHM y)Ke rrOHOHlIliJHI HypCbI, BhIIIIJHf B JIIOIU:r li, HOHellHO, HaH 

rrOp81l01lHkI.a mOllM, JlaBHO y)Ke 3a6bIJII1 ee» 10 (Now they had ail 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 playon the word rrOp5lJlOlJhILi. He has Klochkov use this same word 

in indirect thought disguir-ed as narrative just as Anyuta does, but only in 

a different context. After <I>eTlIcoB has scolded him for living in such 

slovenly conditions, he mulls this over in his mind: 

OH TOlJHO 6bI rrpOul1lleJI yMcTBeHHhIM OHOM TO CBoe 6y llYlllee, 

twr lla OH 6y lleT rrpl1HI1MaTb CBOI1X 60JIbHhIX B Ha6MHeTe, rrl1Tb 

lIatl: B npocTopHotl: CTOJIOBOLi, B 06111eCTB8 )KeBhI, IlOp5l1I0lJH03 

)K8HlIU:lHhI, -11 Teneph 3TOT Ta3 C nOM05lMII, B HOTOpOM l1JIaBaJUI 

oHynHI1, liMeJI BlIlI 110 H8B8p05lTII5I ralIHlIti. " 

The real nOp5lll0lJHa51 (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 

superior morally to them."'2 

'°tIexoB, A.n .. Co6paHH8 r;OtIHHeHHIr B J1BeHalIua TH TOMax, (focy lIapCTBeHHoe 

1131HlTeJIbCTBO Xy lIO)l{eCTBeHHOn llHTepaTyphI, MocIŒa. 1955) TOM 4, CT.79. 
Il lB.lO.... Volume 4. p.81. For translation. see Appendix (VI). 
'2 Poggioli, Renato, The Phoenix and the Spider, (Harvard University Press. Cambridge 

Mass.. 1957) p.123. 
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The tone of the irony in Anyuta is both comic and tragic. In the 

opening seene we see Klochkov reciting aloud his comie anatomy lesson: 

f1paBoe nerI·we COCTOHT 113 Tpex 1I0JIeH 3y6pnll KllOQHOB­
fpaHUUbI I BepXH5151 )lOJI5I Ha rrepe)lHeil CTeIlHp. rpy lIn 

lIOCTuraeT )l0 4-5 pe6ep, Ha 60HOBOO: rrOBepXHOCTH lIO 

qepBepToro pe6pa. Ha3a)lI1)l0 spina scapulae.,,'3 

The story ends with Klochkov repeating this sa me 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 eomic 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: (CA B 

HOpn)lOpe I\TO-TO HpUqaJI BO Bce ropJIo -fppnrOpl1il, caMoBap !» li (In the 

corridor some one shouted at the top of his voiee: "GrE::gory! The 

samovar!") 

ln another story published the same year, 1886. but in the 

lleTep6yprcfwH Ta38Ta (The Petersburg Journal), the tone of the irony is 

unrelieved and tragic. The story is ealled Misery. This story is important 

not only for its artistic me"its, but also for its theme. H is a theme 

whieh 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 

13 "lfexoB, A.TI , Co6paHHe COlflfHCHHft B llBCHallITa TH TOMax, (focy lIapCTB8HHoe 
1131IaTeJIbCTBO XYlIO>KeCTBeHHotl JIHTepaTypbI, MocIŒa, 1955) TOM 4, CT 78 For 
translation, see Appendix (VII). 

HIBID., p.7a. 
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lack of communication and understanding among human beings. In Misery 

the main theme is unhappiness and /oneliness 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 no un TOCHa and in 

doing so he emphasizes a certain immediacy of the moment, but he a/so 

generalizes the emotion. He then subtitles the story with the fo"owing 

line, "KOMY rrOBeM rreqaJ1b MOIO? . " (to whom can 1 te" my sorrow?) taken 

from a 16th century religious poem llnaq MOCIHba (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 que~;'ion 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 horse. 

The opening paragraph sets the tone and atmosphere. Chekhov 

paints a winter scene: 

BeqepHlle cyMepHll. KpyrrHbln MOHphIl1 CHer J1eHllBO Hpy)l{llTCH 

OH0J10 TOJ1bHO qTO 3a)l{)I{eHHbIX tPOHapen II TOHHllM MHrHllM 

nJ1aCTOM 110)1{ llTCH Ha HPhIlIIll, J10IIIalIllHbIe CIIHHhI, IIJIeqll, 

marrHM. 113B03qllH 110Ha nOTarrOB P8Cb 6eJI, HaH rrpI1BlllIeHll8. 

OH corHy flCH, HaCHOJIbHO TOJ1bHO B03MO)l{ HO corHyTbcH )1{ llBOMy 

TeJ1y. ClllIllT Ha H03J1aX Jii He UIeBeJ1bHeTCR. YrralIl1 Ha Hero 

U8JIhIn cyrp06, TO II TorlIa 6hl, Ha)l{8TCH, OH H8 HaIII8JI Hy)l{HbIM 

CTpHXllBaTb C c8651 CHer. Ero J10IIIalIeHHa TO)l{ 8 6efla II 
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HenOllBlDKHa CBOeIO HerrOllBlOKHOCTbIO, yrnoBaTOCTbIO ttJOpM II 

naJItW05pa3HOll rrp7IMI13HOIO Hor olla lla)f{e B5Tl1I311 nOXO)f{L1 na 
l\OrreeQHylO np7IHI1QHyJO JIOllIa.1lHy OHa, no BccIi HPpO\fTHOCTlI, 

rrorpy)KeHa B MhICJIb Koro OTopBann OT rrTlyra, OT nplIBhPlHhIX 

cephIX HapTI1H 11 6pOCUJHI cJOna, B 3TOT OMyT, nOTIHbIO 

QY.1l0B11lUHbIX orHefi, HeyroMoHHoro TpeCHa 11 6epYlHllX nIonmi, 

TOMy HeJIb37I He nyMaTb. l') 
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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 externat incidental events. This movement is 

connected with the various people who hail the cabby for his services 

du ring 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 sorne 

human compassion, but he meets only with indifference or cruelty. The 

irony of the situation further intensifies his misery by the tact that he 

starts out by addressing the officer as barin, "-A y MeH5J, 6apl1H, TOBO. 

ChIH Ha 3TOll HelleJIe nOMep" (Ah 1 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, liA y MeH5I, 6paT, CbIH 

15 qexoB, A.n., Co6pamfe COQHH8HHll B lIBeHaJI11aTH TOMJX, ([ocy llapcTBeHHoe 
1131IaTeJlbCTBO Xy llOiKeCTBeHHO~ JhnepaTyphI, MocIŒa, 1955) TOM 4, cT.38 For 
translation, see Appendix (VIII) . 
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nOMBp" (But my son died, brother). Ironically, he receives the least 

amount of attention from the people whose station in life approximate his 

own. There IS a cumulative emotional build up until Potopov is finally 

able to release his emotions by talkmg to his horse. There is a wonderful 

pasacaglian rhythm achieved in the building up of the emotional tension of 

Potopov. The ultimate irony is that man with ail his powers seems 

incapable of listening and showing compassion to his fel!ow 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."16 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."17 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 intensif y the sense of isolation 

of the main protagonist from the social world and human communÎcation. 

Chekhov's dialogue is disconnected and fragmented in ordei to indicate his 

protagonist's inability to communicate hls lot to his various fares and 

1& O'Connor, Frank, The Lonely Voice, (Macmillan and Co. Ud., London, 1963) p.85. 
17 lEliQ.., p.84. 
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their utter lack of sensitivity to his emotional state. Chekhov also 

signais 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 : "-TaH-To, ôpaT, HOÔbIJlOllHU ..... III 

(That's how things go, old girl) and "JIolIIaneHHa )1{ yeT, cnYlIIaeT M nbIUllfT 

Ha PYHM CBoero X03RMHa . "l'J (The little mare chews, listens, and breathes 

on the hands of her master.) 

Another stylistically signalled use of irony is the placement 

and the playon the word JIOllianb The tirst reference to the main 

protagonist's horse is nOlIIaneHHa JIolIIaneHHa is rather pejorative as it 

," means nag or a miserable horse. As the story progresses the horse 

gradually becomes humanized whereas the responses Potopov recelves 

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 tlnd 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 internai contradictions) 

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

18 tIexoB, A.TI., Co6pamw COT.fHHCHHif B .lIBCHa;maTlf TOMax, ([ocy nupcTB8HH08 
......... 113.!laT8J1bcTBO XY.llO)KeCTB8HHOl> JIt1TepuTyphI, MocIHm, 1955) TOM 2, CT 43 
!_~ 19 IBID., volume 2, p.43. 
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Quentin Ritzen so aptly states it: 

"Ces courtes nouvelles précoces manifestent une évolution. Il 
faut se rappeler qu'initialement, les journaux humoristiques 
sollicitaient Tch ekhov, 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 
commençaient à fournir au naturalisme russe son pain 
quotidien. Et ce n'est que peu à peu que, dans le tissage 
hétérogene et bariole des premier€1s 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 à des 
plongées plus profondes et au désir d'arreter la vie dans 
l'épaisseur de l'instant. C'est de 83 à 87 qu'on saisit le sens de 
cette metamorphose."2o 
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20 Ritzen, Quentin, Anton Tchekhov ... Classiques du XXe siècle, (Editions Universitaires, 
Paris, 1961) pp.33-4. 

1 
) 
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Chapter Two 

Chapter two will treat the following staries: ryceB and 

lloIIpblrYHbH. Both were written in the middle period of Cht~khov's career 

and they demonstrate his increasing sophistication in the use of irony. 

The themes of these two staries are quite different. The Grasshopper 

treats the narcissus theme, in this case a superficlal and morally 

bankrupt woman who deceives herself as weil as others. ryceB 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 staries 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 Island 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 ta have triggered a certain philosophical 

examination of the meaning of life on the part of Chekhov. His attempts at 

a novel, PaCCH83bI H3 lKH3HH MOHX llpY3en, proved to be fruitless; his 
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play, JIeHIHb, 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: 

CTpaCTM Marro, rrpM6aBhTe H 3TOMy M TaHoro pona rrCMxonanHo: 
HM C Toro HM C cero, BOT y)f{ e llBa rona, 51 pa.3nI06Mn BMlleTb 
CBOM rrpOM3Ben8HM5I B neqaTM, opaBHonYIIIen] H peueH3M5IM, Ii 
pa3rOBopaM 0 nMTepaType, Ii cnneTHRM, ycnexaM, HeycnexaM, 
H 60nhIIIoMY rOHopapy-ollHMM cnoBoM, CTan llypaH llypaHOM. B 
nyme HatWn-TO 3aCTOn. 06"b5lCH5IIO 3TO 3aCToeM B cBoen JU.fqHOn 
}K M3HM. fi He pa30l.JapOBaH, He yToMMncH, He xaHnpIO, a npocTO 
cTano Bllpyr Bce IiaH-TO MeHee l.fHTepecHo. HaRo rIOllCbIIIaTb 

nOll ce6H noxopy 1 

A Boring Story appeared in the CeBepHbIii BecTHHH 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 'nollcbIIIaTb ITOl! 

ce651 IIOXOPY', 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 trom the penal colony of Sakhalin, there is a 

noticeable shift in his approach to h's art. Philosophical analysis and 

, tIexoB, A.n C06pJHlfB COt[HHCHlfJ}' B llB8HJlluaTH TOMax, (foCYllapCTB8HH08 

l 1I31IaTeJIbCTBO XYlJO)f(eCTB8HHOfi JllfTepaTypbI, MocliBa, 1955) TOM 11, CT 354-5. 
For translation, see Appendix (IX). 
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psychological probing supplant to a certain degree the satirical and Iyrical 

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: 

MOpCHOM 60J1e3Hlf 51 He rrOllBep~lfJI - STO OTHphITlfe MeH5I 

rrplf5ITHO nOpa3lfJIO. fIo nyTlf H ClfHranypy 6pOClfJIlf B Mope 

lIByX nOHoMHlfHOB. Kor lla rJI5IlllfIIIb, HaH MepTBblti 1.JeJIOB8H, 

3aBopOlIeHHbIM B napyclfHy, JI8TlfT, HyBblpHa5lCh, B BOllY lf 

HOr)la Br.nOMlfHaeIIIb, lITO 110 lIHa H8CHOJIbHO nepCT, TO 

CTaHOBlfTC5I CTpaIIIHO lf n01.JeMy-To HalIlfHaeT Ha3aTbC5I, QTO 

caM yMpemb H 6y lIemb 6pom8H B Mope. 2 

Gusev was first published in HOBoe BpeMH (New Times) on 

December 25, 1990. Chekhov asked Suvorin to put the date, Colombo, 12 

November, to ind!cate that the piece was begun in Ceylon. The story is 

replete \Vith imagery intimately connected with Chekhov's experiences on 

~ 2 l.lexOB. A.n Co6paHH8 COt.{HH8HHJr B llB8HalHla TH TOMa x, (rocy JlapCTBeHHoe 
113JlaTeJIbCTBO XYJlOJKeCTBeHHOn JllnepaTypbI. MoclŒa. 1955) TOM 11. CT.483 
For translation, see Appendix (X). 
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his return voyage to Russia. Even the rhythm and 1110vement 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 trom tuberculosis from the Far East where 

he has served as a batman for the past tive 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 persan. 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 ail 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 bu rial at sea for both Gusev and Pavel 

Ivanych are the final cul mination 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 : "y)f{e rrOTeMHeJIO, CliOpO 

HOtIb." 3 (It was already dark, soon it will be night.) This sentence sets 

the tone of the story and by association the sombre and traglc 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. Aiso the irony in this story is wrapped around 

this antithetic structure. Wh en the ship starts to rock and something 

falls clanging to the floor, Gusev says: ''BeTep c uerrH COpBaJlC5I .. " ~ (The 

wind has broken away from its chain.) To this explanation Pavel Ivanych 

replies irritably: "BeTep 3Bepb, l.lTO JIH, tITO C uerrH cphIBaeTC.>1?"" (Is the 

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

3 qexoB, A.n. Co6paHHe COt[HHOHH(f B JlBOHallI[aTH TOMax, (focy IlapCTBeHHoe 

113IlaTeJIbCTBO XYIlQ)KeCTBeHHOn JlHTepaTyphI, MocIŒa, 1955) TOM 6, CT 345. 
4 WlQ.., p.345. 

5 lillil.., p.346. 
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"- TaH lCpemeHbIB rOBOp.5lT." 6 (That's what the Christians say.) And Pavel 

Ivanych replies: ''11 HperueHhIe TaHIfe )l(e HeBe)l(,llhI, HalC ThI ... MaJIo JIIf 

qero OHM rOBOp.5lT? Hano CBOIO rOJIOBy MMeTh Ha rrJIeqax M paccy)l(naTb. 

EeCCMhICJIeHHhIti qeJIOBeH Il 7 (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. Irony of character, of speech and of events ail harmonize in 

this particu lar 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 

:r • GexoB. A n. Co6paHHe COtIHHCHHit B BBeHalluaTH TOMax, (rocY.llapCTBeHHoe 
113.llaTeTIbCTBo XYlIO)f(eCTBeHHo:A JhlTepaTypbI, MocIŒa, 1955) TOM 6, CT.346. 

7 lllliL p.346. 



is able to return to his native village in Russia: 

PRcyeTC51 eMy rpoMa..uHhlil npy..u, 3aHeceHHbIll CHerOM ... Ha 

OllHOn CTOpOH8 npy..ua tllapl}lopoBhIn 3aBOll tm:pnwIHoro UBeTa, C 

BhICOHOfi Tpy60fi R C 06JIaHaMlI l.J8pHOrO llbIMa, Ha llpyroil 

CTopOHe - llepeBH51.. 113 llBopa, ll5lTOrO C I<pmo, elleT B CaH51X 

6paT AJI8HCen, n03a..u1I H8ro ClI1l5lT CbIHlIlIIlia Banbl<a, B 

60JIblIIMX BaJIeHHaX, Il ,UeBl.JOHHa AI<yJIbI<a, TO)f(e B BurreHtiaX 1\ 
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Gusev is capable of escape and relief from his present situation, but Pavai 

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 

stifling conditions in the infirmary by conjuring up the cold Russian 

winter in his imagination: "PallocTb 3aXBaThIBaeT y Hero llhIxaHMe, 6eraeT 

MypalIIHaMII no Terry, .llpO)f(IIT B naJIbuax." ~ (Happiness took away his 

breath, and a shiver ran through his body, right to the tips of his fingers.) 

Pavel Ivanych, on the other hand, gets absolutely no physical or spiritual 

relief and he actually must "CIIIIT CII,U5I, TaI< HaH B TIe)f{alJeM nOJIO)f{elllI OH 

3anbIXa8TC5l." 10 (He sleeps sitting up, because he can not breathe Iying 

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

his health: 

KaH cpaBHRlIIb ce651 c BaMM, )f{amw MH8 Bac ... 6ellHJIT. JIen<lIe 

y M8H5I 3110pOBbIe, a HalIIerrb 8TO )f(eJIy llOlJHbI"A.. JI Mory 

8 tIexoB, A TI Co6paHHe COtfIfHCHHfl B lfBCH8Jl1CaTH TOM8X, (rocy llapCTB8HH08 

Vl31IaTeJIbCTBO XYllO)f(eCTBeHHOR J1HTepaTypbI, MOCHBa, 1955) TOM 6, CT.346. 
For translation, see Appendix (XI). 

e ~,p.347. 

1o!f2!Q..., p.347. 
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rrep8H8CTR a11, H8 TO QTO KpaCH08 MOp8! K TOM Y JK8 R 

oTHomycb HPI1TIIQ8CI\11 11 H 60JI83HlI CB08H II H JI8I\apCTBaM. A 
Bhl.. BhI T8MHhI8 ... TRJK8JIO BaM, OQ8Hb, OQ8Hb T~JK8JIOlll 

43 

This is an excellent example irony of speech and fallacious reasoning. The 

word T8MHbIH (ignorant or dark) takes on many nuances of irony here. 

Gusev may be considered T8MHhIR because he lives his life in an 

unconscious manner, but Pavel Ivanych himself is T8MHhIH as he can no 

longer at this point even sit up in bed and he still refuses ta 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 inte"ectual superiority and intellectual 

inferiority of his cabin-mates, he goes on to say: 

Oaplfl1 BhI, JKaJIHlI8 JII01Ul ... JI JK8 lIpyro8 118JIO. fi JKRBy 

C03Ha T8JIbHO, ~ Bcë BI1)K y, HaI\ B111I8T Op8JI IIJII1 ~CTp86, Mor lIa 

JI8Ta8T Hall 38MJI8H, 11 Bcë rrOHRMaIO. fi BOrrJIOm8HHLIH 

rrpOT8CT. BI1JK Y rrp0I13BOJI-rrpOT8cTylO, BHJK y XaHJK y R 

JIRU8M8pa-rrpoT8cTyIO, BRJKy TOP)K8CTBYIOlI(YIO CBI1HbIO-

rrpOT8CTYIO.
12 

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 

" l.JexoB, A.n. Co6paHlfe cot[lfHeHHIt B lIBeHaJlIIaTH TOMax, (focy lIapCTBeHH08 
1131IaT8JIbCTBO XYlIO)f{eCTBeHHoR JIliTepaTypbl, MocHBa, 1955) TOM 6, cT.353. 
For translation, see Appendix (XII). 

12 1..61.Q.., p.352. For translation. see Appendix (XIII). 
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Russia. The repetition of the word BII)KY (1 see) compounds the irony and 

signais 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 TeMHbIll 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 tact 

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: "TIOëT! TIoëTI" 13 (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 soarinq 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 ironie comment on the Iimits of 

rationalization. Their mutual incomprehension has resulted from this 

13 'lJ8XOB, An. Co6paHHC cor.rHHeHHH B llBCHaJlllaTH TOMa x, (rOCYlIapCTBeHHoe 

1131IaT8JIbCTBO Xy lIO)KeCTB8HHOR J1l1T8paTYbI, MocHBa, 1955) TOM 6, CT .352. 
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along with the great cultural gap that separates them. 

There is a cumulative buildup with regard to Pavel Ivanych'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: 

"CJIhIIIIHO, HaH 6YJlTO HTO BOIII8JI B JIa3ap8T, pa3JlaIOTC5f rOJIOca, HO 

rrpOXOllllT MllHyT rr5fTb " Bce CMOJIHae~·." H ln contrast to 

Ivanych's death, Gusev's death is described in detail: 

Cn"T OH llBa JlH.sI, a Ha Tp8THn B IIOJIJleHb npllXOll.sIT cBepxy 

llBa MaTpoca " BblHOC.sIT ero H3 JIa3apeTa. Ero 3aIIIHBaeT B 

IIapYCHHy If, lJTOÔbI OH CTaJI T5f)KeJIee, HJI4tlIyT BMeCTe C H"M 

llBa )KeJIe3HhIX HOJIOCH"Ha. 3awllThI'A: B IIapyC"Hy, OH 

CTaHOBIfTC.sI rrOXO)KllM Ha MapHOBb HJI" peJlbHy: Y rOJIOBbI 

IIIlfpOHO, H HoraM y3HO ... 15 

Pavel 

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: 

nOlfrpaBililf TeJIOM, aHy JIa HeXOT.sI IIOIlCTaBJI5f8T 11011 Hero 

naCTb, OCTOpO)KHO HaCaeTC.sI 3y6aMIf,lf rrapycHHa pa3phIBaeTC.sI 

BO BCIO llJI"HY T8JIy, OT rOJIOBbI 110 Hor; 011lfH HOJIOCH"H 

BblnaJlaeT If, lfcrryraBIIIlf JIOUMaHOB, YllapaBIIBI aHyny no 60HY, 

ÔblCTpO lflleT HO llHy 16 

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

u'-IexoB, An. Cot'paHHo COtJHHOHHR B llBOH8/ClIaTH TOMax, <rocy llapCTBeHHoe 
VI31IaTeJlbCTBO Xy lIQ)xeCTBeHHoft JIlfTepaTYbI[, MocIŒa, 1955) TOM 6, CT.3S4 For 
translation, see Appendix (XIV). 

'5~, p.357. For translation, see Appendix (XV). 

16 lEllQ.., p.358. For translation, see Appendix (XVI) 
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unlike the rebellious Pavel Ivanych, is ironically devoured by a ~hark. The 

contrasts in the description of these two deaths underlines the general 

irony of the entire story: nobody is Isolated from the inevitability of 

death. Nature in resplendent colours hds the final 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: 

He60 CTaHOB11TC~ He)K Ho-c11peHebIM r n~ll~ Ha 3TO 

Ben11HonerrHoe, OlJapOBaTenbHoe He60, OHeaH CHaqaJIa 

XMyp11TC~, HO CHOpO caM rrp1106peTaeT UBeTa JIaCHOBble, 

pallOCTHbIe, CTpaCTHbIe, HaH11e Ha qenOBeqeCHOM 513bIHe 11 

Ha3BaTh TpYllHO. 17 

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 

t7 "lJ8XOB, A TI, Co6pamte COlJl1HOHHH B llBOHallTla TH TOMax, (rocy lIapCTB811HOe 

1131IaT8JIbCTBO Xy lIO>K8CTB8HHo:A: JIHT8paTYbI[, MocHBa, 1955) TOM 6. CT 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. Ironica"y just before he dies, he asks the soldier with 

the bandage on to carry him up to the decl< 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 bu" without eyes. 

Another touch of irony in Gusev's reveries is that with each 

succeeding dream there is a more elaborate description of his vi "age and 

the various people who live there. However, the closer he gets to his 

village in hi~ 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 ironie 

inverse of what happens to his corpse in the end: 

BaXTeHHhIG: npluIOllHIIMaeT HOH8U llOCHlI, ryceB CIIOJI3aeT C 

Hee, JIeTIIT BHlI3 rOJIOBoti, IIOTOM nepeBepThIBaeTcH B B0311yX8 

1I-6YJIThIX! fIeHa nOHphIBaeT ero, MrHOB8HlIe Ha)f(eTCH OH 

oHyTaHHhIM B Hpy)K86a, HO npOIIIJIO 3TO MrHOBeHII8-1I OH 

lICl.Je3aeT B BOJIHax
18 

Irony is even embedded into the imagery of the entire piece. In short, 

every aspect of the story is in sorne way touched by irony. 

The Grasshopper first appeared in the magazine CeBep in the 

18 'llexoB, A.Il. Co6paHHe COtflfHeHHf{ B llBeH8 .... 7IIaTH TOM8X, (rocy lIapCTB8HH08 

( H31IaTelIbCTBO Xy llO)KeCTB8HHOfl llI1T8paTypbI, MocIŒa, 1955) TOM 6, CT. 357. 
'" For translation, see Appendix (XVIII). 
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editions of the 5th and 12th of April, 1892. Chekhov soems to have had 

great difficulty in giving the story a title. 1 n a letter to B A Tl1XOIIOB he 

states: "PaCCl'Œ3 51 npl1IIIJlIO . HO CHa3aTb, llaH OH 6YlleT H33hIB3TbCH, 5{ 1Il~ 

Mory." 19 (The story 1 sent...but 1 am not able to tell you, what it will be 

called.) He first titled it 06bIBaTBJIII (Philistines) which directly 

describes Olga Ivanovna and her group of artist friends, but does not 

allow for any ambiguity or irony whlch are important features of his work. 

He then changed the title to BBJIHI1Hli1 lJBJIOBBI1, (A Great Man), but he 

changed his mind and finally settled on [JoIIpbIrYHbR. This change is 

extremely important in terms of the irony of the story. By calling the 

sto ry BBJIHI1HH QBJIOBBI1 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 leltmotif irony of 
the BeJllIHlIfi qeJlOBeH 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."20 

Furthermore, he would have lost ail the ironie possibilities contained in 

his final choice. ITonphlrYHb51 (grasshopper or flutterer) is a metaphor for 

Olga Ivanovna and there is an accumulation of ironic detail associated 

19 "4exoB, A TI C06paHHe COt[HHOHHIl B J[BOH8J[llaTH TOMJX, (rocy lIapcTBeHHoe 
I131IaTeJIbCTBO Xy lIO)KeCTBeHHofl: flHTepaTypLI, MocIŒa, 1955) TOM7, C T.504. 

""" 20 Narin, S.D., The Use of Irony ln Chekhav's Staries, Ph.D. Thesis, (University of 
-- Pennsylvania, 1973) pp.129-130. 

; 



49 

with the meaning of nonphlrYHb51 which parallells the life of Olga 

Ivanovna. Aiso 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 herselt 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 50 idealized and the villains 50 

blackened. The result is a renunciation of woman's 
irrelevance and destructiveness as crude as The Kreutzer 

Sonata." 21 

Chekhav obviously had c;ome misgivmgs about the subject matter for he 

:t for he bothers ta mention it in a letter to L.A. Avilova: 

Bqepa 51 6blrr B MOCtŒe, HO e1l6a He 3axolIHyJIC5I TaM OT CHyIHI .If 

BC5IHI1X HanaCTen MO)KeTe ce651 npellCTaBIITb, 3HaHOMa51 M05l, 

42-JIeTH5IH lIaMa, y3Harra ce6H B lIBalIuaTIIJIeTHetf repOMHe 

MOen 'IIOJIPblTYHbJI', M M8H5I BCH MOCHBa 06BIIH>I8T B 

naCHBMJIe. rJIaBHa51 yJIMHa-BHeIIIHee CXOllCTBO: lIOMa nMIIIeT 

HpacfŒMII, My)l( Y Heë 1l0HTOp, M )1( MBeT OHa C xy 110)1( HIIHOM. 22 

Nevertheless, Chekhov's use of irany is masterful and ail pervasive in this 

story. It is complex and multi-Iayered. 

The Grasshopper is structured in eight short sections. The 

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

22 tIexOB. A.n. CofipaH1IC COlfIIHCHHft R JlBeHaJluaTlI TOMax, (rocy lIapCTBeHHoe 
It3.!lUTeTIbCTBO XYlIO)f(eCTBeHHon J1IiTepaTYbI[, MocIŒa. 1955) TOM 11, cT.570. 
For translation, see Appendix (XIX). 
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opening section describes the protagonists' wedding day and the rt~ader 

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 ln the piece. Olga 

Ivanovna's conceptions about her husband are gradually deflated 

throughout the entire piece. Ironie misrepresentation precipitates the 

final reversai 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 h€,r 

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 Ivanovna 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. It 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 Ivanovna'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 te Ryabovsky's studio with her sketch. 

Dylllov 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 graduai demise and Olga Ivanovna'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 Ivanovna's 

point of view in understated but affected terms: 



nOCMOTplITe Ha Hero: He rrpaBlIa JIll, B HeM lITO-TO BCTb 7-

rOBOplIJIa OHa CBOlIM lIpY3MIM, I\u6aJl Ha My)Ka 11 I\lll{ 6bI )Ken3~ 

06oJlCHlITb, n01l8My 3TO OHa BbIllI fIa 33 rrpOCToro, OtlQHb 

06bIHHOB8HHoro 11 HlIlIeM He 3aMelJ3TeJIbHOrO qenOnCH<1 " t 
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Immediately after this there is an objectively narrated section which 

gives sorne basic facts about Dymov's life. At the enrl of this section Olga 

Ivanovna's voiee intrudes when she says: BOT 1I Bce qTo eme MO)K HO npo 

Hero CHa3aTb?" 21 (And that is ail. What more can 1 say about him't) Then 

the next section contrasts Olga Ivanovna friends with Dymov. 

A Me)K lIY TeM OJIbra I1BaHoBHa 1I ee lIpY3bJl 11 llo6pLI8 

3HaHOMble 6bIJIlI He COBceM 06bII\HOBeHHble JIlOlllI l\a)KllbI"A 113 

HIIX 6bIJI lIeM-HlI6y lIb 33MeqaTeJIeH II HeMHO)KHO 113B8CTeH, 

IIMeJI y)Ke IIMJI II ClIlITaJICR 3HaMeHlITOCTbIO ltJIII )Ke XOTJI II He 

6bIJI elI(e 3HaMeHlIT, HO 3aTO rrOlIaBaJI 6JI8CTJlllUIe Halle)K lIbI 

ApTIICT 113 lIpaMaTllqeCI\Oro TeaTpa, 60JIbllIOR, lIaBHO 

rrp1I3HaHHbIM TaJIaHT, 1I3J1lUHbIÏi, yMHblÏi li CI\pOMHbI"A qeJ10B8H II 

OTJIlIqHbIM QTeu, YllliBllIliM OJlbry l1BaHOBHY QliTaTb, rreBeu 1I3 

orrepbI, lIo6pOlIYIIIHblÏi TOJICTJlH, CO B31l0XOM YBepRllIbIM OJIbry 

I1BaHOBHY, lITO OHa ry6liT ce6,5I" eCJIH 6hI OHa He JI8HliJIaCh II 

B3J1JIa ce6J1 B pyHli, TO 1I3 Hee BbIIIIJIa 5bI 3aM8qaT8JIbHaJl 

neBlIua; 3aTeM HeCHOJIhI\O xy lIO)KHHI\OB li no rJIaB8 IIX 

)i( aHpIICT, aHliMaJIIICT II rreM3a)f( liCT P Jl60BCIHfR, OQ8H b 

HpaCIIBbIM 6eJIOHypblÏi MOJIOlIOM QeJIOBeH, neT llBalIuaTII rr5fTM, 

IIMeBIIIH"A ycnex Ha BbICTaBHax 1I rrpOllaBllIlHi CBOJO rrOCJIellHIOIO 

HapTliHy 3a IlJlTbCOT py5n8fi, OH nOnpaBJI5fJ1 OJIbre l1BaHoBH8 

eé 3TIOlIhI li rOBOpIIJI, lITO 1I3 Hee, 6bITb MO)KeT, BbIfilleT TonH, 

3aTeM BliOJIOHlIeJIliCT, y HOToporo IIHCTpYMeHT IlJIaHan li 

HOTOpbIM OTI\pOBeHHO C03HaBaJICJI, QTO li3 Bcex 31-IaHOMhIX 8My 

23 tIexoB, An. Co6paHIW COT.fl1HCHlr1r B lTBCHallllaTH TOM8X, (focy llapCTBeHHoe 
11311aTeJ1bCTBO XYllO>KeCTBeHHo:A fllfTepaTyphI, MocIŒa, 1955) TOM 7, CT 51 For 
translation, see Appendix (XX). 

2. IBID., p.51. 
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>K8HllIl1H yM88T aHHOMrraHlIpOBaTh O,llHa TOJIhHO OJ1hra 

l1BaHoBHa, 3aT8M JIl1T8paTOp, MOJIOllOll, HO Y>K e 1I3BeCTHbIfi, 

rrlICaBllIl1ll rrOBeCTVi, rrheCbI 11 paccl<a3bI ElUe HTO? Hy, elllë 

Bacl1J1l1l1 BaClIJIhl1q, 6apl1H, rrOMellllIH, ,llIIJ1eTaHT-l1JIJIIOCTpaTop 

11 Bl1Hh8Tl1CT, Cl1J1hHO qyBcTBoBaBlIIlIfi cTapblll PYCCHlIfi CTl1JIh, 

6bIJIl1HY 11 3rroc, Ha 6YMare, Ha Illaplllope 11 Ha 3aHOrrQeHHbIX 

TapeJ1HaX OH rrp0113BO,lllIJ1 6YHBaJIhHO Qy ,lleca. 25 
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The narrative of these opening sections outlines the contours of the irony 

and the stage for the ironie reversai that takes place throug hout the 

story. The speech patterns of Olga Ivanovna and her friends are set in 

place. The phrases 'rrO,llaBaJ1 6JIeCT5IIIUle Ha,lle>K,llbI; QTO H3 uee, 6bITh 

MO)f{ eT, BbIll,lleT TOJIH; y HOToporo HHCTpYMeHT rrJIaHaJI H OH rrpOlf36oJlHJI 

6yHaJIhHO QY ,118Ca' are but a few examples in the opening section of irony 

of overstatement and irony of insinuation as they hint at the vaeuousness 

that accompanies these phrases. Chekhov further underscores these 

phrases with ironic authorial intrusions. After a description of Dymov's 

physieal appearance where Olga Ivanovna eonsiders that his frock-coat 

seems to have been made for someone else, and that he has a beard like a 

tradesman's, the narrator eomments: "BrrpOQeM, eCJIH 6bI OH 6bIJI 

rrl1CaTeJI8M l1nl1 XY,llO)f{HlIHOM, TO CHa3aJIlI 6b1, QTO caoefi 60pOllHOfi OH 

HLlnOMHHaeT 30na." ~b (Of course, if he had been a writer or an artist, 

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

2~ tJexoB, A n Co6paHHc COtIlfHCHlf1? B llBCHa)1uaTH TOMax, (rocy lIapcTBeHHoe 
1I31lUTeJIbCTBO XYlIO)I<ecTBeHHoA JIlnepaTypbI, MOCI<Ba, 1955) TOM 7, cT.52. For 
translation, see Appendix (XXI). 

2& .l.fll.Q.., p .s 2 

l 
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Chekhov continues to build and strengthen the irony by 

juxtaposing certain details. Throughout thv entire story there are certain 

expressions that act as a leitmotifs. TtJeir meanmg undergoes a subtle 

ironic transformation as the story progresses. First and foremost is the 

ironic playon the word BeJU'IHllit The adjective is first used in reference 

to Olga Ivanovna's friends, in particular Ryabovsky. Sy contrast the 

pedestrian adjectives, commonplace and ordinary, are applied to Dymov. 

As the story unfolds there is graduai transfer of the adjective's meaning 

both human and social terms trom Ryabovsky and entourage to Dymov. In 

the final section Doctor Korostelev actually refers to him as ''BeJIllHI1R, 

H806hIHHOB8HHllfi QeJIOBeH
27 (a great extraordinary man). This example of 

irony displaced is further buttressed by the tact that it takes Doctor 

• 
Korostelev's pronunciations 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 cornes trom secondhand sources, as does 

ail her information in lite. One is mclined to agree with Lev Toistoy when 

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

27 tIexoB, A n Co6paHHe COt{HHf3HUh B /lBCHaJlI1a TH TOMax, crocy llapCTBeHHoe 
J.13.lIaTeJIbCTBO X}:llO)KeCTBeHHo:a JhfTepaTyphI, MocIŒa, 1955) TOM 7, cT52. 
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death she will remain exactly the same person"28 

The superficiality and vulgarity of Olga Ivanovna'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 

material used by the dressmaker to finish "He IIJIaTbe, a MelITa" 29 \not a 

dress but a dream) for the main protagonist was usually sorne 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 Ivanovna'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 ''Tal{ TaM Bce TIOJIh, TIOJIb, TIOJIb H 

pa3Hbl8 JIOCHYTlHI" JO (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 Bohème,' then on in a desultory manner to her various 

artistic endeavours ar~d her daily round of social activities which fill up 

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

2·llexoB. A n. Co6pamw COIJHHCHH11" B lIBCHalllIaTH TOMa X, (focy lIapCTBeHHoe 
1131IUTeJlbCTBO Xy lIO)l{eCTBeHHOn JIInepaTypbl, MocIŒa, 19S5) TOM 7, CT 54. 

30 ~, volume 7, p59 . 



56 

her empty life. 

This frivolous, flitting action of Olga Ivanovna extends to her 

clichés and stereotyped comments she makes aoout everything. ln the 

opening she refers to her husband as having "B HeM eCTb tITO-TO CllnbHOC, 

MoryTree, MenBe)Kh8" 31 (There is something strong, powerful, and bearish 

about him). When Oymov cornes 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: "eCTh B IIl1ue, tITO-TO Cl1IIbHoe. 

M8.1lB8)Kh8 ... " 32 (There was something strong and bearish about his face.) 

The desultory fashion in which she transfers these superficial 

descriptions from one person to another signais 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: 

CTapbIe yXOJlIlJII1 3a6bIBalIl1Cb, npl1XOlll1lIl1 Ha cMeHy I1M HOBbIe, 

HO II liaI< 3Tl1M OHa CHOpO npl1BbIHalIa 111I1{ pa30tIapOBblBaJIaCb B 

H1{X Il HatIMHaJIa )KanHO I1CHaTb HOBhlX M HOBhlX BeJIMHI1X 

JIIOlleii, HaXOnMJIa 11 On5lTb I1CRaJIa :13 

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

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

31 qexoB, A n. Co6paHHB COtfHHBHHIt B JTBCHamlaTH TOMax, (focy nupcTBeHHoe 
..... I131IaTeJIbCTBO XYllmKeCTBE'HHO"A J1tiTepaTyphI, MocIŒa. 1955) TOM 7. CT. 53 
'. 32 J.aw.., p.sa. 

33 ~. p.S4-S. For translation, see Appendix (XXII). 
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autumn and winter. Wh en Olga Ivanovna 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 "BpeM.5I T.5IHYJIOCb 

Y)f{aCHO llOJ1ro." 31 (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 

ironie reversaI. As Olga Ivanovna 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 weil 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 jartistic' friends. The foreground of the story is 

dominated by Ryabovsky, jan artist,' and in the background is Dymov, a 

doctor. As the piece progresses the ability of Ryabovsky is called into 

question 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 

34l.JexOB. A.TI. Co6pamw COtlHHeHlflt B llB8HalluaTlf TOMax, (focy lIapCTBeHHoe 

H31IUTenbCTBO Xy lIO)f(eCTBeHHo:A nwrepaTyphl. MOCHBa. 1955) TOM 7, CT. 74. 
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and as a scientist. 

1 rony by analogy is also another source to interpreting the 

story. The story alludes to Krylov's fable The Grasshopper and the Ant 0 r 

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 "l' 

équivoque, le mélange des tons, et l'intervention narquoise,,35 They state 

that "La Fontaine s'amuse avec l'équivoque établie par la fable entre 

l'animal et l'homme; il s'amuse aussi à méler les tons selon l'usage du 

burlesque et souvent il interrompt le récit par une remarque narquoise.,,36 

Ali 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. ln the story there is an ironie 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 'BeJlllHllfi qeJlOBeH' She is incapable of finding 

3" Cash"x, P. et Surer, P., XXVlle Siècle, Manuel des Etudes Littéraires Françaises, 
(Hachette, Pt:iis, 1947) p.146. 

381ElliL p.146. 

• 
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HB06b1HHOBBHHOB B 06bIHHOBBHHOM (the ordinary in the extraordinary). 

The intricacy of the irony in The Grasshopper is ail 

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 ta 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. 

l 
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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 marri age and 

personal happiness start to predominate in his short stories. Chekhov 

turns from solutions to life in science and art to living life itself. Irony 

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 specifie - 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 l1aMa C C06aT.JHOfl and HeBecTa. 

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"l 

The Lady with the Oog was first published in the magazine 

PYCCHafI MbICJIb (Russia'1 Thought) in 1899. The story concerns Dimitri 

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

~ 1 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 herselt a great deal. This has little 

effect on Gurov who is essential/y 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 fal/en 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 ta 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 

resolven: 

11 f<a3aJ10C.5I, tITO eme HeMHoro -II perneHlIe 5Y1l8T Ha:A:1l8Ho, II 

Tor lla Ha tIH8TC.5I HOBa.5l, rrp8HpaCHa.51 )1( 1I3Hb; II 060lIM 6bIJ10 

.fICHO, tITO 110 HOHua em8 llaJI8HO-llaJI8HO II tJTO caMoe CJ10)KHOe 

II TPy llHOe TOJIbKO elI{e HatIlIHaeTC.5I
2 

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

( 2 {}eXOB, A.TI Co6paHIW COflIfHCHUi1" B .llBeH8.llIl<lTH TOMax, (rOCYlIapCTBBHHOB 

\. II31taTeJIùCTBO Xy llQ)K8CTB8HHOfi JIln8paTyphl, MocI<pa, 1955) 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. 

fOBOpllJUI, qTO Ha Ha6epe)l( HOll rr05IBIUlOCb HOD08 J1I1UO llaMa C 

C06aQHOll. llMllTpllll llMHTPllQ fypOB, rrpO)KMBIlInii B BJ1T8 Y)K8 

.llBe H8.ll8J111 II rrpUBbIHIIIllll TyT, TO)K8 CTaJ1 HUTepeCOBaTCH 

HOBbIMH ITHuaMH 3 

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 h~r husband and 

friends "TO 6hIJIO 6hI He JIllIIIHe8 rr03HilHOMHTbC5I C H8ÏJ" 4 (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 cornes 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 vOlce 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 ThI while she continues to address him 

with the formai BhI. However, wh en he sees her in the theatre the whole 

3 l.I8XOB, A TI C06paHlfe CO tIltH8Hlf1l B llBCHa;waTlf TOMas, (rocy JlilpCTB8UHoe 

'.ftJ 113,UaT8JIbCTBO Xy,UmK8CTB8HHOn JhnepclTyphI, MocHBa, 1955) TOM 8, CT 394 
.... 4. For translation, see Appendix (XXIV). 

4IBID., p.394. 
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tone of his voice has changed. ln the final scene, when Anna cames to 

visit him in Moscow and she is somewhat agitated, he says to her: 

nepeCTaHb, MO.5l xopoma.5l,- rOBOplfJI OH,- IIOIIJIaHaJIa- II 5y lIeT .. 

Terrepb lIaBan IIOrOBOpI1M, tITO-HlfÔY lIb IIpl1.lIYMaeM. 5 

The use of the 1 st. person plural signais 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 ta 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 ta see if anyone has seen them. 

We are also shawn his blatant indifference and lack of compassion for 

Anna's agitated state by the leisurely manner in which he proceeds ta eat 

a watermelon after he has made love ta her. Chekhov masterfully re-

echoes certain scenes ta show the transformation which has taken place 

{ 5 qexOB. A n Co6paHlfC COlflfHCHl1tl B BBCHaJwaTlf TOMa x, (focy lIapCTBeHHoe 
.. I131IaTeJlbCTBO XYlIO>KeCTBeHHon JllnepaTypbI, MocIŒa, 1955) TOM 8, CT 410. 

For translation, see Appendix (XXV). 



.', 

64 

in Gurov. When he and Anna are standing on the stairwell of the theatre, 

Gurov no longer looks around when he is kissmg Anna. HIs attention is 

focused on Anna and her emotions. 

Chekhov uses images of nature ta 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 ryJI5IJIM Il rOBopMnM 0 TOM, t-(aH CTpaHHO OCB8lU8no Mope, 

Bona 6bIJIa CIlpeHeBoro UBeTa, TaHoro M5IrHOrO Il T8n TIoro, M no 
Heu OT JIyHbI Illna 30nOTa5I nonoca b 

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 slght 

of the higher aims in life. 

The colour grey also undergoes an ironie transformation m the 

course of the story. The colour grey usually symbollzes . IIOllIJIOCTb' for 

Chekhov and carries with it a negative connotation ln the mitlal stages 

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

6 "IexoB, A.il C06paHltB C0'-11fHCHl1ll B llBCH3.J1WtTlf TOMas, (rocy.lJ.O pCTBeHHor~ 

1131IaTerrbCTBO XYlIOJfWCTBeHHon JllfTepéJTypbI, MOCHB8, 19S5J TOM 8, CT 39() 

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 coloUf 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 internai contradiction. 

A pivotai point ln 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 nOIlI110CTb 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 hlm. 

Another source of irony is by analogy, in this case a literary 

illusion to the novel Anna Karenina by L.N. Toistoy. References to this 

novel are sprinkled throughout Chekhov's letters and in his notebooks. 

Chekhov admired Toistoy'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 unhapplly marrred to prosaic 

bureaucrats. The lovers of the two Annas are also of a simllar nature: 

both are experienced men of the world. Chekhov uses the format of the 

short story and Toistoy 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 IS drawn in a few 

strokes and her love for Gurov is at a lower level of Intensity as she is a 

more limited character th an Toistoy's Anna. Toistoy's Anna IS a tragic 

heroine whereas Chekhov's Anna is not. Since human affairs are relative 

for Chekhov, there is no great moral message underpinntng 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 flrst tlme 

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 Ilberation. Gurov 

ceases to be a cynical roué and Anna's inchoate internai beauty blossoms 

For Chekhov this is more important than any moral consequences that may 

flow from theïr acts. There is no dénouement in the story, but only an 

awareness of joy rningled with pain of thelr difflcult position. Chekhov 
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ends his story on a note of ambiguity and profound compassion for their 

dilemma. 

Toistoy's Anna, on the other hand, is a highly developed 

character. She IS 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 Toistoy's moral 

position on the nature of love. Anna and Vronsky's love is carnal and 

therefore is destructive. Toistoy makes this point artistically by placing 

their love on a parallel structure with other relationships depicted in the 

( novaI. 

( , 

By examining certain key scenes in both works it can be shawn 

that Chekhov's work functions as a literary parody. The most important 

difference between the two pieces is the narrative point of view. 

Toistoy's novel is narrated in the third person by an omniscient narrator 

whereas Chekhov's story is narrated by Gurov. Sy filtering the events 

through Gurov's point of view, Chekhov has effected an ironic reversai 

fram Toistoy'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. ln Toistoy's novel both Anna 

and Vronsky fa" in love and then consummate their relationship, but in 

Chekhov's story Anna and Gurov have a carnal affair and then fa" 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 possible to Moscow. The 

railway scenes in both pieces are ironlcally indicative of Toistoy's and 

Chekhov's attitudes to progress. Toistoy views the railway ln a negative 

way as ail 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: 

H By lIY 0 Bac .llyMaTb .. BCrrOMl1HaTb, - rOBOpl1JIll OHa -

rOcnolIh C BaMII, OCTaBafiTeCb He rrOMl1HafiTe J1l1XOM MI,1 

HaBCer.lla rrpomaeMcJQ, 3TO TaH HyiK HO, rroToMy IlTO lIe 

CJIellOBaJIO 6u BOBce BCTpel.JaTbC5:I Hy, rocrrO.llb C BaMH 1 

When Anna Karenina boards the train, she muses to herself' 

tIero iKe MH8 CTbI.llHO? - CrrpOClIJIa OHa ce6H C OCHOpUJI8IIHI,IM 

Y.llIlBJIeHUeM CTbI.llHOro HHl.JerO He 6bIJIO OHa rr8pc6paJIa BeE! 

CBOIi MOCHOBCH118 BocrrOMI1HaHU5I BC8 6bIJI11 xopounm, 
rrpll.5:lTHble - l.JTO iKe 3TO 3Hal.Jl1T7 Pa3Be 5:1 60lOCb KlfJ1mlyTh 

rrp5:lMO Ha 3TO? Hy QTO )l(8? HmK8JIl1 M8)ICI1Y MHOH 11 3THM 

O~IIUepOM-MaJIbl.JIIHOM cywecTByIDT Il MoryT CYW8CTBOU3Th 

HaH1I8-H116y lIb .llpyr118 OTHOrneHII5:I, HpOM8 Tex, '~Tn 6hIB3IOT C 

HaiK lIhIM 3HaHOMbIM?H 

7 qexoB, A n, Co6paHlfC CO'lHHCHlffl B J[BCHaJl1laTlf TOMélS, (rOCYl1apCrBHHHOp. 

1131IaT8J1bCTBO XYlIO)f(8CTB8HHOA flUT8paTypbI, MOCHB3, 1955) TOM 8, CT 401 
.JI\l.- For translation. see Appendix (XXVII). 

s-rOJlCTOn, JI H, AHHa KapCHl1Ha, mpanop, XapùHoB, 1988) CT 103 For 
translation, see Appendix (XXVIII). 
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With Toistoy's Anna, her conscience immediately begins to prick her. She 

is running away trom the situation because subconsciously she knows that 

she is extremely attracted to Vronsky. When she boards the train and 

subsequently encounters Vronsky her tate 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 arder of events in arder ta pave the 

way to ironically underscore Toistoy's attitudes ta the power of love. For 

Toistoy, 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. 

ln The Lady with the Oog, 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 ta 
make his point without shocking tao many people - but it was 
at the cost of having his views in this area almost 

overlooked ... 9 

g Karlinsky, s., Anton Chekhov's Lite and Thought, (University of California Press, 
Berkeley, 1973) taken tram 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 refusai to condemn which he 

demonstrates 50 weil in The Lady with the Dog. 

Another scene which effects an ironie displacement of 

Toistoy'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. 

BOllirra H AHHa CepreeBHa OH;} cerra B TpeTbeM P5l.IlY, 11 f\or fla 

rypOB B3rn5IHyn Ha Heé, TO cepnue y Hero Cm;}rrOCb, Il OH nOIl~.JJI 

5ICHO, l.JTO llrr51 Hero Terrepb Ha BceM CBeTe HBT 6JHiiK C, .l10pO)f{ e 

H Ba)l{Hee qerrOBeHa, OHa, 3aTep5IBlIIa5lC5I B npOBMIIUH;UIbIlOÏl 

Tonne 3Ta MaJIeHbHa51 )1{ BIIlIUIHa, HW-IBM He 33 MCfJaTP JIldlil }I, C 

By nbrapHOIO JIOpHeTf\oti B pyf\3.X, HarrOmLQ na Terrppb BCIO ero 

mH3Hb, 5blna ero rop8M, p3110CTbIO, elllIHCTBeHHLIM CfIiJCTbCM, 

HaHoro OH Terrepb )l{eJJaJI lIJI5I ce65I, 11 nOll 3BYIH1 rr J1oxoro 

opHeCTpa, lIp5IHHbIX 05bIBaTeJIbCf\I1X CHpIH10H, OH llyMan () TOM, 

HaH OHa Xoporna5I llYMaJI II MelITarr 10 

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

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

'0 tI8XOB, A TI Co6paHlfc COf.JUHCHUJ1 B )lBCI-JaJ11IaTlf TOMas (focy llé) pCTBrmHoe 

...... ' I13llaT8JIùCTBO Xy llO)KeCTBeHHOn J11nepaTypbI, MOCIŒa, 1 <)55) TOM 8, CT 40f) 
. , For translation, see Appendix (XXIX). 
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circuitous route before he joins her. Anna has been insulted for her liaison 

with Vronsky and is suffering in silence. 

BpOHCtHlf1 Bllpyr yBIillell ronoBy AHHbI, rOp1lYIO, nopa3IiTellhRo 

J\paolBYIO Ii y llbIôaIOlllYIOoI B paMJ\e I\py)KeB. OHa 6hIlla B 

nHTOM ôeHyape, B nBanuaTIi IIlarax OT Hero CIineJla OHa 

cnepenIi 11, C1l8rJ\a 050pOTl1BIlIl-fCh, rOBopMna l.JTO-TO HIIlBl-fHY. 

nOCTaHOB ee rOJIOBbI Ha J\paCMBbIX If 1lI11pOI\l-fX nJIeqax Ii 

C,llep)f(aHHO-B03ôY)KlleHHOe CM5IHIie ee rJIa3 Il Bcero JlMua 

HanOMHl1nl1 eMy ee TaI\OIO COBeplIIeHHO, I\aJ\OIO OH YBIi,lleJl eë Ha 

6aJIe B MOCI\Be Ho OH COBceM I1Hal.Je Tenepb omymall 3Ty 

J\paCOTY B qyBcTBe erG H HeH Tenepb He 6bIfIO Hl1qerO 

Tal1HCTBeHHoro, Ii nOToMy J\paCOTa eë, XOT5I Ii Cl-fllbHee, qeM 

npe)K lIe, npMBlleHana ero, BMeCTe C TeM Tenepb oCJ\op5Jl5IJIa 
ero. Il 

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 attair, but there is no restraint in his emotions. Chekhov 

has re-echoed certain key scenes taken tram Anna Karenina in The Lady 

with the Dog in arder to ironically reverse the details and effect a 

literary parody. 

HeBeCTa is the last short story that Chekhov wrote. It first 

appeared in the December edition of .t'tfypHaJI JIlIJI 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 actual/y 

" TOJlCTOn, J1 H, AHH<i. KapcHlfHa, (TIpanop, XapùHoB, 1988) cT.S43 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 editlon of the story, which 

contains major changes in the character of Sasha and which ends the story 

on an ambiguous note, allows general irany to have a more dominant raie. 

The ambiguity in the final paragraph Ironically underscores the 

progressive development of Nadya throughout the story. 

OHa IIOlIIna H ce5e HaBepx yHJIalIbIBaTbCH, H Ha lIpyron 1I8Hb 

YTPOM rrpOCTIOIaCb co CBOJIMII II, )f( HBaH, BeCeJI::lH, rrOHI1Hy ml 

rop0!I,- HaH IIonarana. HaBcer lIa 1': 

Chekhov teases the reader with the phrase 'HaH rronaraJI::l' 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 fram 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 Wmner has pointed out: 

"The structural principle of the story might be likened to a 
musical discourse in which rhythmic interplay between the 
motifs of rrOllinOCTb and beauty develops with increasmg 
i n te n s i t Y . ,,1 :1 

12 llexoB, A TI. Co6paHHc CO'lI1HCHlfa B JlBCHallllaTH TOMfl.X, (rocy IHl pCTBcHHoe 

11311aTeJIbCTBO Xy llO)f(eCTBeHHofi fllfTepôTyphI, MOCHBa, 1955) TOM 8, CT SOG 
For translation, sec Appendix (XXXI). 

...... 13 Winner, T., Chekhov and his Prose, (Holt, Rinehart and Winston, New York, 1966) 
H p.226. 

l 
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ln the final version, the story is structured in six short 

sections. The opening two sections introduce the main protagonist, NGdya, 

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-deceptlon and delayed reaction become paramount in Nadya's 

metamorphosis. Chapters one and two outline the beginnings of her 

dissatisfaction towards her environment, her graduai emotîonal 

estrangement from her mother and they also întroduce Sas ha, a sickly, 

( dishevelled distant relative who encourages her nascent rebell ious 

feelinas. In the opening sections Chekhov pits the constant changing and 

{ 
... 

renewing qualities of nature with the staleness and banality of the 

interîor life within the house. In Chapter three, Sasha has tired of the 

environment and decides to return to Moscow. Nadya goe5 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 realîzes that these external 

features are but a reflection of the character of Andrey and the vulgar 

environ ment in which she lives: 

llJI5I He8 Y)f{e 5ICHO 6blJIO, t.JTO OHa pa3JII0611JIa AHlIpe5I 

AHllpenqa lUlU, 6hITb MOJKeT, He JII0611JIa erG HMHorlla; a OHa 

BlIlIeJIil BO BceM OlIHy TOJIbHO IIOIliJIOCTb, rJIyrryIO, HaHBHyIO, 



HeBbIHocl1MyIO rrOillJIOCTb, Il erG pYHa, 06HHMl1BllIaH ee TarInIO, 

!ia3aJlaCb en )KeCTHOn 11 XOJIO.IlHOn, HaH o6pYQ 11 
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Nadya decide~ 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 descnbes 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 hlm living 

in dirty quarters which reek of smoke and are littered with cigarette buts . 

. ,-,; When she returns home, she realizes that she has nJoved beyond her former 

life: 

OHa .sICHO C03HaBaJla, QTO )K II3Hb ee rrepeBepHyTa, I{aH XOTeJI 

Toro Cailla, qTO OHa 311eCb O.IlIIHOHa.sI, qy)Ka.sI, H8Hy)KI-Ia51 II '-ITO 

Bce en TyT HeHy)K HO, Bce rrpe)K Hee OTopBaHO OT Bee li l1C'Ie::-HIO, 

TOqHO cropeJlO, 11 rrerreJI pa3HeCCH rro B8Tpy 1', 

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 iookmg m at her 

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

14 tI8XOB, A TI Co6paHIfC COfJHCHlfft B llBCHallllaTlf TOMas, (rOCYllapCTBr-JIlIfOe 

H31IaT8JIbCTBO Xy lIO)f(8CTB8HHOn JllnepaTypbI, MocHBa, 1955) TOM 8, CT 497 
- For translation, see Appendix (XXXII). 

15 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 Iife 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 Iyrical passage depicting the 

beauty of nature. 

B cany 6hlno TIf X J, rrpoxnanHO, If T8MHhI8, rrOHOMHhI8 T8HIf 

n8iKanl1 Ha 38MJI8 CJIhIIIIHO 6hIJIO, HaH r ll8-TO lIaJI8HO, OlJ8Hb 

llaJI8HO, 1l0JI)K HO 6hITh 3a ropOllOM, Hpl1lJaJIIf JI5JTyIIIHIf 

t.IyBcTBoBanC5I Mati, MI1JIhIM Matil lIhlIIIaJIOCb rJIy60Ho If 

XOT8nOCb llyMaTb, l.JTO H8 3ll8Cb, a r lIB-TO nOlI H860M, Hall 

lI8p8BbHMI1, naJI8HO 3a ropOllOM, B rrOJIHX If JI8CaX 

pa3B8pHynacb T8rr8pb CB051 B8C8HH5IH iKl13Hb, TaIfHCTB8HHaH, 

rrp8HpaCHaH, 60raTaH If CB5ITaH, H8nocTyrrHa51 rrOHI1MaHIfIO 

cJIa6oro, rp8IIIHoro ll8JIOB8Ha. 11 XOT8JIOCb nOl.JeMy-To 

rrJIaHaTb II> 

This paragraph sets an emotional tone whieh is linked to 

Nadya's inchoate feelings. The suggestion that a vernal, mysterious and 

beautiful life is unfolding is prophetie and the final line represents a 

subconseious cri de coeur on the part of Nadya. This ery reaches a 

eonscious level as the story progresses and is related to Nadya's rejeetion 

of Andrey and ultimately her detachment fram her confining, stagnant 

16 YeXOB, A n Co6paHlfC COt/llHCHIffl B llBCHaJIIIaTIf TOMax ([ocy lIapcTBeHHoe 
1131l<J.Te'll,CTBO XYlIO)KeCTBeHHon nUTep<J.TyphI, MocIŒa, 1955) 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 optimlsm on his part. In 

the earlier story, A Boring Story 1 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 nt1 t 'Jre 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 3nd 

marinated cherries. TIOIliJIOCTb for Chekhov IS always associated wlth 

eating and food. These descriptions of food are ail linked to the 

characters whose lives are truncated. The increasing abundance of detalls 
-

related to the preparation of food and eating parallells Nadya's growmg 

consciousness of her vulgar background. The paragraph ends with the 

statement that it seemed as if things would go on like thlS, without 

changing, for ever and ever. The staleness of the interior of the house and 

by association those who in habit it, is contrasted with the changing world 

of nature: the croaking of frogs, the dew, the singing of the birds, the ram 

and the smell of lilacs. As the story progresses, these elements remam 

constant whereas Nadya's feelings and thoughts evolve and change. 

Furthermore, these Iyrical descriptions of nature are almost always 

associated with a recognition of a h igher arder of bemg on the part of the 

..... character. As Chekhov stated in a letter to A.S. Suvorin: 



fIpl1pOlIll OT-I8Hb XOpOllI88 ycrrOlWl1T8JIbH08 Cp81lCTBO OHa 

Müpl1T, T 8 118nS8T T-I8nOB8Ha paBHollYIIIHbIM A Ha 3TOM CB8T8 

1I00f)XOJU1MO 6bITb paImO.llyIIlHbIM TOTIbHO paBHO.llYllIHbI8 JIlO.ll1I 

cnoco6IIbI /ICHO CMOTpeTL Ha B8WI1, 6bITb CIIpaB8.2lJIHBbIMH H 

paGoT;)Tb -- }WH8 ' IHO, 3TO OTHOCIITCH TOJIbHO H YMHbIM II 

tïnaI·opO.llIlIJIM JIKJllHM, 3rOlICTbI )K8 11 rrycTbI8 JIIO.lllI II 683 Toro 

.llOCTaTOTIIIO pLlBHO.llyllIHLI 11 
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Gurov, ln The Lady wlth the Dog, when he sitting wlth Anna contemplating 

the sea, beglns 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 begmnmg of the story is portrayed as a rebellious romantic. 

He is another prototype in a series of Chekhovian characters who ail 

transfer thelr inability to live ln 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 

Troflmov in The Cherry Drchard, and Vershinin in The Three Sisters. 

Certam aspects in Sasha's physical appearance hint at the flaws in his 

character. "l\or.!Ia C3ma rOBOpIlTI, TO BbITHDmaJI rr8p811 CJIyrnaT8JI8M llBa 

!FIllllllI,IX. TOWlIX IILtrIbua." (When Sasha spoke, he had the habit of holcJing 

,7 Y8XOB .• \ n Co{)paHlfC COlflfHCHIff'I B JIBCH3JITIaTlf TOMas, (fOCY1WPCTB8HHoe 

! Il::llIaTI:'TII,CTRO XY...'IO)f.;8CTB8HHon J1nTepUTyphI, MocIŒa, 1955) TOM 1 '1, CT 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 lIiness, but also the shallow ring of hls own words. 

He criticizes the sordld conditions ln which the servants live in Nadya's 

house, but wh en Nadya stops off to vislt him on her way back home, he IS 

living in the same slovenly condition as the servants 

DOTOM nornrm B erG HOMHllTy, rlle Gl>IJlO IJ(1nypl ' 1l0, HélTInr-millfo, 

Ha CTOJle B03Jle OCTbIBllIero C:1 MORllpa Jle/K il na pa:J(iuTiu 

TapeJlHa C TeMHofI 6YManc HOn, II H:1 ero ne II lIa !IO Il Y hb! JIn 

MHO~ 8CTBO M8pTBbIX MyX Il TyT tlbI no Bl111HO no HCI'My, 'ITO 

JllP-IHyIO ;Klf3Hb CBOJO Cama yCTpourr HCp:-iUlJIllBO, )f{IIJJ Hill{ 

rrpU1l8TC5I, C nOJlHbIM np83peHueM K y 1l06CTHil M, 11 PCi! If tll,! I{T()­

Hl16Yllh 3arOBopnn C HUM ot') cro JlU'IHOM ClJélCTI,I!, (ltl r!I"o 

JlIF-IHoti if( II3Hb, 0 nJ06BlI H HeMY, TO OH tlbI 1I11'1r.c!ru IlL! nOH51 il If 

TOJlbHO 6bI 3i1CM85IJlC5I 1'1 

The irony IS further compounded by the fact that Sasha was 

constantly prodding her to turn her Iife topsy-turvy and yet wh en she 

visits him she realizes the hollowness of his arguments for he hl mself 

has done nothing to turn his life topsy-turvy. He IS leavmg on a tnp wlth 

a woman whom he is trying to persuade to turn her Iife topsy-turvy His 

words are mere clichés as he has never backed them up wlth concrete 

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

19 \}eXOB, A n Cù6paHlfc CO'I1fHCHlfn B JlBCHr1/1ll.t.TlI TOMfl.X, (foey JIn pCl1HnllIOf! 

l'I311aTeJILCTBO Xy 1l0)K8cTBeHHofi ]1nTepôTypLI, MOCIŒ<J, 1955) "!'OM 11, CT 503 
For translation, see Appendix (XXXVI). 
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"IKH8Hb CBOIO nepeBepHYJIa" Sasha's life has remained statlc 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 dmner after mass has been celebrated. In the second 

paragraph, nature is described uSlng religious terms. Sasha's utopian 

vIsion of change for the future is couched in religious terms. He tells 

Nadya that: 

ECJII1 6bI BbI n08XaJII1 YQI1TbC5I 1 - TOJIbHO npocB8meHHhle 11 

CD5ITbIe JlIO.1l11 HHTep8cHbI, TOJlbHO OHI1 Hy}K HbI Be.1lb Q8M 

60JIbme 6y neT TaHIIX JIlOlIetL T8M CHopee HaCTaH8T uapCTBI18 

60)1{ 11P. Ha 38MJl8 ,'II 

He goes on to say that each individual will know what he lives for and 

nobody will seek support fram the crowd. He preaches a new credo for 

liVing life fully. 1 n contrast to this are the religious characters of the 

story. There IS Nadya's grandmother who prays every morning with tears 

ln 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 speclous, vulgar son and Nadya's mother WhO encages in 

pretentlous conversations with Father Andrey about the mysteries of life. 

~o 1..JexoD, A Tl C06pc1HlfC co llIlHCHlfI} B /lBCHa/Il(ll Tif TOMas, (rocy llapCTB8HH08 

11311,lTE'Tl!.>CTBO XYllO)f{8CTB8HHOfi JIIlT8paTyphI, MocHBa, 1955) 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 ln Sasha's words 

is compounded by the fact that these Ireligious characters' live thelr lives 

by rote without a trace of spirituailty and Sasha himself falls to follow 

his own credo. Chekhov ends the story on a dellcious note of lrony and 

teaslng ambiguity. Sasha has died of consumptlon and Nadya's mother and 

grandmother are rushlng to the church in to order a mass for the dead 

lrony of speech also plays an Important role ln 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: 

llaBHo JIn Tbl 5blJIa p86eHnOM, n8BOtI HOn, ;] Teneph y)f{ n 

HeBeCTil B rrpnpOlle nOCTO:iIlHblfI oGM8H B8111eCTB Il Ile 

3aM8TlIllIb, J-mK caMa CTilHellib MaTepbIO II CTapYXOl1:, 1-1 Gy 111~T Y 

Te551 TaKa:1 IK8 CTpOnTIIB3:1 llCJT-IK3, H3H y M811:1 .'1 

Her mother's concept of change which she links ta nature and the scale of 

succeeding generations only highllghts 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 playon certain words. When 

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

21 1.I8XOB, A Il C06P:JHIfC COIl/IHCHlff! B )(BCH:JR'/l[TIf TOMas, (rocy lIa pcr BCIfIfOI' 

11311aT8JI5ICTBO XYllO)K8CTB8HHofi JIliTepaTypbl, MOCIŒ8, 1 955) TOM 8, CT 4g9 
For translation, see Appendix (XXXVIII). 
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waist. The comparison of his arm to a hoop (o6pyq) conveys to her the 

constrictions of her life when she will have his wedding ring 

(o5pY'IallLHOC !WllbUO) The title of the story is also linked indirectly to 

this as 06pY'I8HU8 is another word for betrothal. When Nadya returns home 

and finds everythmg even more stagnant and confming than ever, her only 

source of amusement 15 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 'H8BeCTa i HeB8cTa!' These taunting remarks cali 

attention to the distance Nadya has travelled and attenuate the main irony 

of the story. 

HeBeCnt can also be interpreted as a parody of The Pa rab le of 

the Pro diga 1 Son. At one point in the story Marfa Mikhailovna, the 

grandmother innocently refers to Sasha as the Prodigal Son (EllY lIHblti 

CbIH), 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 ot 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. 

ln Betrothed , Nadya leaves home without any inheritance. While away in 

St. Petersburg she works hard at educating herselt 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 herselt that: 

Bnepe.IUI en pHcoBârracb )KH3Hb HOBIl,q, llIUpOHIl9:, npocTnplliul, 11 

3Ta )K113Hb, eille H851CHall, rrorrHIlH T<:u1H, YBTICIWTIa n MlllllfJIa 

ee ;::;' 

The allusion to a religious parable also ironically further underscores the 

vapidness of religion as it is practised by the 'rellgious characters' in the 

story. Chekhov has presented in his final story a vigourous, hlgh-splrited 

young woman who actually takes control of her own destlny. She stands ln 

counterbalance to so many of his previous heroines who were Incapable 

for one reason of fulfilling their cherished dreams and longings. With thls 

story Chekhov places full responsibility for happiness in the hand of the 

individual and Donald Rayfield states It sa aptly: 

"Chekhov evolves as an artist by wlthdrawing as a philosopher. 
He takes away the lies that are outside us and leaves us with 
the truth that is in US.,,23 

22 'llexoB, A TI Co6paHlW cor.rlm8H118 B J[BCHaJI1(aTl1 TOMax, (rocy lIa pCTB8HHoe 

113,naTeJIbCTBO Xy,nO)KeCTB8HHOfi Jl1nepaTyphl, MOCHBa, 1955) TOM 8, CT 507 
For translation, see Appendix (XXXIX). 

23 Rayfield, D., Chekhov: The Evolution of his Art, (Elk Books Ltd., London, 1975) p.243. 
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Conclusion 

Wh en 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 wntten 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 

r 

character and exposed various types of vulgarity, tyranny, servllity and 

banality. The material he used to draw hls 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 IS most frequently expressed by overstatement or in the more 

serious stones by understatement or by irony of self-betrayal. One of his 

most famous pleces involving the theme of an authoritarian mentality and 

involving irony of overstatement is Sergeant Prishibeyev. A measure of 
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sueeess of the story is that the name Sergeant Prishibeyev subsequently 

beeame a household ward to den ote tyranny. The same phenomena IS ln 

operation with regard ta the story The Fat Man and the Thin Man where he 

satirizes the foolishness and obsequious behaviaur of the thin man. Most 

of early satirie staries are a reductlo ad absurdum. a burlesque or a 

parody. Overt irony was best suited for these short farclcal staries 

beeause the irony would lase its force and became tedious If long 

eontinued. 

ln the more seriaus pieces of his earlier period Chekhov 

resorted to irony of self-betrayal or Irony of understatement as hls 

conduit of irony. In the story Anyuta , both Klochkov and Fetlsov fall 

victim to a irony of self-betrayal. The irony used in the more senous 

stories of the early penod becames more developed and sophisticated ln 

the middle phase where Chekhov tends ta tone down the satirical 

elements. The tone of irony in the earlier staries tends ln general to be 

humourous and at times cynical, but it IS very infrequently sombre The 

story Misery written in 1886 is more an exception ta 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 ta be a connectlan between the 

subtlety with which he uses his irony and the delicacy in which he treats 

his subject matter. 
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ln ail 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: 

Ecnlf y MelOI BCTh .lIap, HOTOphIll cnenyeT yBa)f{aTb, TO, HaIOCb 

nepBn lJlfCTOTOIO Baillero ceplIua, JI lIOCeJIe He YBa)f{aJI ero ... OT 

CpOl.JHOH pa60ThI lf36aBnrocb, HO Hf? CHOpO . BhI6lfTbCJI 113 

IioneH, B HopOTylO 71 nonaJI, HeT B03MO)KHOCTII . BC7I Halle)l(lIa 

lIa 6y.uyuree MmKeT 6hITb, ycnmo l.JTO-Hlf6y nb cnerraTb, XOT7I 

BpeM7I 6e)l{l1T 6hICTpO 1 

His use of Irony is direct and there is no deliberate attempts to make the 

irony subtle or complex whlch is certainly the case in the middle part of 

, his career. 

... 
1 , .. 

ln this period of literary apprenticeship, there is usually one 

of the three kinds of Ironie situations present and it is usually irony of 

character. Due to the restrictions of length imposed upon Chekhov by the 

publlshers 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 hls career he is able to place the characters against a background 

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

, 1.1ex08. A TI Co(ipaHl1C Co t IIfHCHml B )1BeHaIrIIanr TOMax, <focYllapcTB8HH08 
113.'laHnlhCTBo XY.!lOlKeCTBeHHofi J1IlTepaTyphI, MOCI<Ba, 1956) TOM 11, CT. 80. 
For translation, see Appendix (XL) . 
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charaeters. This is particularly evident ln the philosophieal stones of the 

middle period. As Chekhov became more known and appreclated, hls 

attitude to his art also began ta change. After he was exhorted by 

Grigorovich and others to respect his talent, he began recognize hls ability 

and ta take a more critical look at his works. This assessment of his 

work also coincided with a personal philosophical inquiry mto many of the 

great questions of life. This probing is reflected in the middle phase of 

his work which commences around 1 B88-9. 

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 thelr 

characters. In Gusev, the character of the intellectual, Pavel Ivanych IS 

parallelled with the peasant, Gusev whieh retleets more clearly the irony 

inherent in both eharaeters. By juxtaposing these two characters Chekhov 

shows the weaknesses of rationalization by demonstrating that the 

rational method can be used ta Cdst doubt on Pavel Ivanych arguments. 

The sa me contrapunctual technique is used in The Grasshopper , where 

Olga's eharacter 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. 

ln this period ail the three kinds of ironic situations as 

depicted by A.A. Thompson are present. However, irony of speech and irony 

of character are more dominant th an 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 

, t justified anJ 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 1 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 &equences 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. 

Irony of speech frequently foreshadows what eventually 

happens in a story. At one point in The Grasshopper, Olga Ivanovna breezily 

declares to Ryabovsky that Dymov oppresses her wlth hls magnanimlty. 

She is oblivlous to the fa ct at this point in the story that Dymov's traits 

will eventually effect an irony of self-betrayal. lrony in this mlddle 

period is multi-Iayered and ail 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 Iimited. It also 

reflects the fact that he had come to terms with Iife. HIs use of lrony 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 thls phase he appears ta 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 conslders 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. 

ln The Lady with the Dog, the circumstances of 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. 

ln 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 intncate, dellberate ail 

encompassing and covert. With matunty, Chekhov became extremely aware 

of the force of circumstances and the role that they play ln everyone's Iife 

and he built his irony around this princip le. He himself fe" ln love fairly 

'. late in life at a time when he also reaiized that he had precious little 

time left in life, an ironie situation which he surely appreciated. Irony 

became for him an integral part of life itself. Irony 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 ln a letter to A. Suvorin: 

Xy nQ)K HMH )f( e 1l0rr)f( BH cy 1111Tb Torr bHO 0 TOM, lITO OH 

rrOHMMaeT, ero Hpyr TaH )f( e orpaHIFI8H, HaH I1 y 13C5IHOrO 

llpyroro crreunarr11CTa, - 3TO ~ IIOBTOp5lIO 11 Ha JTOM Bcer]la 

HaCTal'lBalO LITO B erG ccpepe HOT BorrpOCOB, a BCI1rrOIlIHYIO 01H11! 

TorrbHO OTBeTbI, MO)J{eT rOBopLITb TorrbHO TOT, HTO HI1IWr fla lin 

rrMcarr M He 11Merr 118rra C 06pa3aM11 Xy 1l0)J{ HMH H<l6rrIOJIaCT, 

BbI6I1paeT, norallbIBaRTr~, HOMIIoHyeT - y)K 0111111 3T11 

lleitcTBu5I rrpenrrorraraloT B CBoeM Ha qaJ1f~ Borrpne, F!Crr 11 C 

caMoro Haqarra He 3a11arr ce6e Borrpoca, TO He 0 tIeM 

1l0ra11bIBaTbc51 M HeqerO BbI6upaTb LIT06bI 6LITb rroHopoTle, 



3aHOHtIy rrCIIXI,mTplIeti' eCJIII OTplIuaTb B TBOpl.J.eCTB8 BOrrpOC n 

HaMepeHIIe, TO Hy)K HO npII3Ha Tb, tITO Xy llO)K Hl1H TBOpIlT 

HerrpellHaMepeHHO, 6e3 yMblCJIa, nOll BJII15IHneM aqlltleHTa ,! 
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2 '4exoB, A TI, C06paHl1O COTJHHBHHf[ B llBCHalIIla TH TOMaX, (foeY.napeTBC!HHOn 
113.naTeJIbeTBO Xy.nO){{eeTBeHHOn JbnepaTyphI, MoeIŒa, 1956) TOM 11, CT 287 
For translation, see Appendix (XLI). 
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Appendix 

Translations of Russian Citations 

(Unless otherwise indicated, the translations are mine.) 

(1) J'm writing under abominable conditions. Before me my nonliterary 
work pricks mercilessly at my conscience; in the room next door the 
offspring of a vislting 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. 

(II) The only reason 1 a:l1 writing ail thls is to justify my grievous sin in 
your eyes to some small degree. Until now 1 treated my literary 
work extremely frivolously, casually and nonchalantly. 1 can't 
remember working on a story for more than a single day and 'The 
Huntsman' which you so enjoyed, 1 wrote while 1 was ,.,ut swimming. 
1 wrote my stories the way reporters wrote up fires: mechanically, 
only half-consciously, without concern for the reader or myself. 
-from Anton Chekhov's Lite 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 1 would cali his 
mood of the second period. It had completely formed and the sudden 
change had become clear to everybody. This carefree gay witt Y man 
who yet not long aga approached life with joy, laughter and jokes, 
took a deeper look into the depth of life and suddenly felt himself to 
be a pessimist. 1 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 ln it and hope are heard. 

(IV) The fat man had just finished dining in the train station and his lips 
coated with butter, shane like ripe cherries. He smelled of sherry 
(Xeres, a Spanish sherry) and fleur d'oran~le. The thin man had just 

( got off the train and was loaded down wi~h suitcases, bundles and 
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He smelled of ham and coftee grounds. 

(V) The thin man suddenly turned pale.. He huddled up, bent and contracted 
himself ... His sUitcases, bundles and boxes contracted and wnnkled . 
The long chin of his wlfe t;ecame even longer, Nathanlel snapped to 
attention and buttoned up his uniform. 

(VI) He saw, as it were in hls mind's eye, his own future, when he would 
see patients ln his consulting-room, drink tea ln a large dlning-room 
in the company of hls wife, a real lady. And now that slop-pail ln 

whi r '1 the cigarette ends were swimming looked Incredibly 
dis~usting. 

- fram Anton Chekhov's Short Staries selected and edited by 
Ralph Maitlaw (W.W. Norton &co. Itd., NY., 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 lateral surface to the fourth rib ... 
behind to the spina scapulae ... " 

(VIII) 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 ail white like a ghost. He sits on the box wlthout 
stirring, bent as double qS 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 trom 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 Staries selected and edlted by 
Ralph Maitlaw (W.W. Norton & co. Ltd., N.V., 1979.) 

,"""" (IX) 1 have very little passion. Add to that the following psychopathic 
',," trait: for two years now, seeing my works in print has for some 
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reason glven me no pleasure. l've grown indifferent to reviews, 
conversations about Iiterature, gossip, successes, failures, hlgl'l 
royalties - ln short, l've become a dam foo!' My soul seems to be 
stagnatlng. 1 explain thls by the stagnation in my personal Iife. It's 
not that l'm dlsappointed or axhausted or cranky; It'S just that 
everyihlng has somehow grawn less interestmg. l'II have to light a 
tire underneath mysel f . 

- tak€n fram Anton Chekhov's Lite and Thought: Selected Letters 
and Commentary translated by Michael Henry Heim in collaboration 
with S. Karlinsky. (University of California Press, Berkeley, 1975.) 

(X) The dlscovery that 1 am not susceptible to sea slckness was a pleasant 
surprise. On the way to Singapore we threw ov€rboard 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 sca. 
-taken from Anton' Chekhov's Lite and Thought: Selected Letters 
and Commentary translated by Michael Henry Heim in co"aboratlon 
with S. Karlinsky.( University of California Press, Berkeley, 1975.) 

(XI) He pictures m his mind an immense pond covered with snow... On one 
,:de of the pond is a brick-coloUl'ed pottery factory with a tall 
chimne}' and clouds of black smoke; on the other side is the village ... 
fram 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 litt/e ~irl Akulka, also in felt boots. 

(X") When 1 compare myself to you, 1 feel sorry for you ... poor fellows. 
have healthy lungs, and the cough, it is a stomach cough... 1 can 
endure hell let alone the Red Sea! ln any event 1 take a critical 
attitude to my ilmess and the drugs. But you ... you are ignorant... It is 
difficult for you, very, very difficult! 

(XIII) You are outcasts, you poor people. 1 am a different sort. 1 !ive 
~ consciously, 1 see everything like a hawk or an eagle as it SOê. S over 

the earth, and 1 understand everything. 1 am protest personified. 1 
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see tyranny - 1 protest, 1 see a hypocrite and a dissembler - 1 
protest, 1 sAe a gloatlng swine - 1 protest. 

(XIV) It sounded as though someOI'le had come into the mfirmary, voices 
are heard, but five minutes pass and ail IS quiet. 

(XV) He sleeps for two days, but on the thlrd day at noon two saI/ors come 
down below and carry him out of the inflrmary. They sew him mto 
some sailcloth, and in order to make him heavler, they attach 
together with hlm two steel gridlrons. Sewn mto 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 madvertently puts hls 
jaws uncler it, carefully It with his teeth, and tears the salle/oth the 
entire length ot the body, from head to toe; one of the gndirons falls 
out, frightening the rilot-fish, striking the shark on the side, It 
sinks quickly ta the bottom. 

v (XVII) 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. 

(XVIII) The officer on the watch raises the end of the plank, Gusev si ides 
off it, he flies head tirst, then he turns over in the air and plop! The 
foam covers him, for a moment he seems to wrapped m lace, but thls 
moment passes- and he disappears in the ways. 

(XIX) 1 was in Moscow yesterday, but scarcely there and 1 was 
overwhelmed with boredom and ail kinds of disasters. Can you 
imagine that one of my acquaintances, a 42 year old woman 
recognized herselt as the 20-year old heroine in my Grasshopper, and 
ail of Moscow is accusing me of slander. The major plece of 
evidence is a outward resemblance: she palnts 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 tllat she had married a simple, very ordinary and 
in no way rernarkable man 

(XXI) Whereas Olga Ivanovna and her fnends and acq','aintances were by no 
means ordmary people. Each of them was dlstinguished in some way 
or another, and not altogether unknown, having al1ready made a name 
and gaiiled a certain celebnty, or, if not exactly celebrated yet, ail 
gave promise of a brilliant future. One was an ac ~or, whose genuine 
drarnailc talents had already found recognition; he was elegant, 
clev~r and discreet, recited beautifully, and gaH~ Olga Ivanovna 
lassons m elocutlon; another was an opera singt.li', fat and good­
humoured, who assured Olga Ivanovna wlth a slnh that she was 
ruming herself - if she were not so lazy, if she \~vould only take 
herselt ;n hand, she would make a fine singer; besK'les these there 
were several artists, chief among them Ryabovsky, ,>\ \10 went in for 
painting problem pictures, animais, and landscapes, and was an 
extremely handsome fair young man of about twen:\'y-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 al ways sald that something mlght come of her painting. 
Then there was a cellist who could make his cello "weep", and who 
declared openly that of ail the women he knew, the only one capable 
of accompanying him was Olga Ivanovna. And the writer, young, but 
already weil known, who had produced short novels, plays and 
stories. Who else? Oh, yes, there was Vasili Vasilievich, ~ 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) 

(XXII) Old friends 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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(XXIII) And it seerTled ta them that they were within a Inch of amving at a 
decislon, and that then a new, be::lutiful Iife would bl3gin. And thp.y 
bath realized that the enc~ was still far. far av-lay, and that the 
hardest, the most complicated part was only just begli1ning 
-taken fror.l Anton Chekhov's Short Storres selected and edlted by 
Ralph Matlaw (W.W. NOi"ton & co. Itd , N Y., 1979) 

(XXIV) People were saymg that a new persan had appeared on the 
promenade: a lady with a dog. Dmitn Dmitrrch Gurov, who had spent 
already two weeks in Yalta, and had grown accustomed to the place, 
had begun ta take an interest in new arrivais. 

(XXV) "Stop, my dear," he sald, "You have had your cry, stop... Now le1's 
talk ,we will think of somethmg. 

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

(XXVII) "1 shall think of you... 1 shall think of you ail the time," she said 
"God bless you! Think krndly of me. We are partlOg forever, It must 
be so, because we ought never to have met. Good-bye - God bless 
you." 
-Taken from Anton Chekhov's Short Stories selected and edlted by 
Ralph Matlaw (W.'W. Norton & co. Itd., N.Y. 1979.) 

(XXVIII) " What have 1 ta be ashamed of?" she asked herselt in offended 
surprise. There was nothing ta be ashamed of. She went over ail her 
Moscow memories. Ali of them were good ane pleasant... "What does 
this mean? Am 1 afraid ta look at thls stralght 111 the face? What 
does this mean? Is It possible that between me and thls ottlcer-boy 
there exists or can eXlst û,lY oth~r relations than the relations one 
is accustomed to wlth every acquaintance?" 

(XXIX) Anna Sergeyevna came 111 also. She sat down in the thlrd 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 rn the provrnclal crowd, with a stupid lorgnette in her hand, now 
filled hls whole life, w~s hls gnef, his joy, hls only happiness and 
ail that he desired; and to the sounds emitted by the terrible 
orchestra and the mlserable, feeble violms, he thought hovl lovely 
she was He thought and he dreamed. 

(XXX) Vronsky suddenly caught sight of Anna's head, proud, strikingly 
beautlful, and smilrng in a frame of lace. She was in the fifth box, 
twenty-f;ve teet trom hlm. She was sitting in front and turning 
slightly, she was saymg somethrng to Yashvin. The position of her 
head on her attractive, broad shoulders and the restrain~d 

excitement and sparkle ln her eyes and her whole face remlnded him 
of her just as he had seen her at the bail in Moscow. But now he felt 
otherwise. There was no longer any mystery in his feeimgs, and so 
her beauty although it attracted him more powerfully than before, it 
now gave him a sense of in jury. 

(XXXI) She went upstalrs to pack, and on the next day in the morning she 
left town, 'lappy and full of life - as she supposed forever. 

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

(XXXIII) She clearly understood that her IIfe 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 vanlshed, as if burned by flre 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 wa~ 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 

8 , treetops, in the fields and woods, the spring was beginning its own 
II. lite. that mysterious, exqulslte life, rich and sacred, from which 

• 
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sinful mortals are shut out. It almost made onE) want ta cry. 
- taken from Anton Chekhov's Short Stones selected and edlted by 
Ralph Matlaw (W.W.Norton & co Itd., N.Y 1979) 

(XXXV) Nature IS a very good sedative It makes vou reconclled, that IS, It 
gives a person equanimlty Only people wlth equanlmlty can see 
things clearly, be fair and work ThiS, of course, applles only to 
intelligent and honourable people; selflsh and shallow people have 
enough equanlmlty as it IS. 
- taken from Anton Chekhov's Lite and Tf,ought Selected letters and 
Commentary translated by Michael Henry Heim ln collaboration wlth 
S. Karlinsky (University of Californla Press, Berkeley, 1975) 

(XXXVI) Then they went to his room, whlch reeked of smoke, too, and was 
littered and filthy. On the table, beslde the cold samovar, was a 
broken plate with a bit of dark paper on It, and b'lth floor and table 
were strewn with dead files Everythmg here showed that Sasha 
took no thought for hls pnvate Ilfe, Ilved ln a continuai mess, wlth 
utter contempt for comfort. If anyone had spoken to him obout hls 
personal happlness and private Ilfe, had asked hm, 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 tram Anton Chekhov's Short Stones selected and edlted by 
Ralph Matlaw (W.W.Norton & coltd, N.Y. 1979) 

(XXXVII) "If Vou would go away ta study," he sald. "Only enllghtened and 
saintly people are Interesting, they are the only ones needed And 
the more there are of such people, the sooner the klngdom of heaven 
will be on earth. 

(XXXVIII) "Only yesterday you were a small girl and now vou are almost a 
bride. Nature is in a constant state of metabollsm. And before you 
notice It, Vou will be a mother and then an old woman, and you will 
have a traublesome daughter Ilke 1 have" 

(XXXIX) Before her, a new, wlde vast life stretched out, and thls Ilfe, still 
vague, full of mystery fascinated her and drew her onwards. 
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(XL) If 1 do have a gift that warrants respect, 1 must confess before the 
purity of your heart that 1 have as yet failed to respect it... 1 will 
try to stop writing for a deadlme, but this cannot be c.:hne at orlce. 
There IS no way for me t() get myself ùut of the rut l've fallen into ... 
Ali my hope Iles in the future 1 may still manage to accomplish 
somethlng yet, thoLJgh time is flymg. 
-taken fram Anton Chekhov's Life and Thought: Selected Letters and 
Commentary translated by Michael Henry Heim m collaboration with 
S Karlmsky (University of Californla press, Berkeley, 1975) 

(XLI) The artlst must pass Judgment only on what he understands; his 
range IS as limlted as that of any other specialist- that's what 1 
keep repeatmg and insistmg upon. Anyone who says the artist's 
fie'd is ail answers and no questions has never done any writing or 
had any dealings wlth Imagery. The artist observes, selects, 
guesses and synthesizes The very fact of these actions supposes a 
question; If he hadn't asked himself a question at the start, he would 
have nothmg to guess and nothing to select. To put it bnefly, 1 will 
conclude with some psychiatry: if you deny that creativlty mvolves 
questions and mtent, you have to admit that the artist creates 
without premeditation or purpose. in a state of unthinking 
emotio nallty. 
-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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