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CHAPTER l 

If ~ne examines the various critical studies of the work 

of the short story writer, Katherine Mansfield, one discovers 

the nrune of Anton Chekhov frequently mentioned. Some of her 

cbitics simply announce without being more specific that Kath-

erine Mansfield probably was influenced by the work of that 

great Russian author; 
l others far to accuse her of go so as 

plagiarism in connection with him.
2 

On the other hand, Kath-

erine' s husband, John Middleton Nurry, who was probably her 

most int1mate campanion and thoroughly familiar with her work, 

fervently claims that his wife owed nothing to Chekhov: 

There is a certain resemblance between Katherine 
Mansfield's stories and those of Anton Chekhov. 
But this resemblance is often eXAggerated by the 
cvitics, who seem to believe that Katherine Mans
field learned her art fram Tchehov. That is a 
singularly superficial view of the relation, which 
was one of kindred temperaments. ~act, Katherine 
Mansfield's technique is ve~y different fram 
Tchehov's. She admired and understood Tchehov's work 
as few English writers have done; she ~ad a deep 
affection for the man, whom of course, she never 
knew. But her method was wholly her own, and her 
development would have been precisely the srune 
had Tchehov never existed. 3 

l 

The very fact that Murry writes so resolutely in connection 

with this issue, proves that the~e must be scraething in it. 

1.. B.J. Whiting, and others, eds.; The College Survey of 
English Literature (New York, 1951), Il, p. 1108. 

2 Antony Alpers, Katherine Mansfield, A Biography (New York, 
1953), p. 130. 

3 John M. Murry, ed., Journal of Katherine Mansfield 

(New York, 1946), p. XIV. 
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Nonetheless, it seems that no one has conducted a 

detailed investigation in order clearly to establish the nature 

and extent o~ Katherine Mansfield's debt to Chekhov. It is 

reasonable to assume that since so many cri tics have claimed, 

suggested, or hinted in some way or other that Katherine 

Mansfield was influenced by Chekhov, there must be something 

responsible for the idea. Too often these critics are not 

specifie ••• they leave unanswered certain vital questions. la 

there merely a coincidental similiarity between the works of 

these two authors? Did Katherine Mansfield deliberately use 

Chekhov as a model or copy his work? Or was she unconsciously 

influenced by his ideas? 

It is my purpose here to throw some light on the 

exact nature of Katherine Mansfield's debt to Chekhov. 1 shall 

consider the letters, journal and scrapbook ot Katherina 

Mansfield, pointing out any allusions to Anton Chekhov and his 

writings. By means ot these documents and the information 

supp!ied by her biographers, I sha!! then attempt to indicate 

the occasions when Katherine Mansfield could have had access 

to any of Chekhov's worka and the probability or certainty of 

her having done so. Subsequently, l shall examine the stories 

which have been cited by the critics as evidence of the 

connection between the New Zealander and the Russian. Next 1 
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shall proceed to compare in detail certain of the short 

stories written by Katherina Mansfield and those written by 

Anton Chekhov which exist in English translation. When aIl 

this ia done, l then hope to be able to make some comment on 

the true nature of Katherine Mansfield's debt to Chekhov. 

mE LIFE OF CHEKHOV 

Anton Pavlovich Chekhov (alternately spelled Tchehov 

and Tchekoff) wes born on January 17, 1860 at Taganrog, a 

seaport in the south of Russia on a gulf of the Black Sea. His 

father was a serf, who, by good business sense, was able to buy 

his freedom at an early age. Anton studied in the Greek school 

in his native city, then entered the Faculty of Medicine at the 

University of Moscow. He took a degree there but never entered 

upon a regular practice. William Lyon Phelps has said that, 

"his professional experiences were of immense service to him in 
.4. 

analyzing the characters of varlous patients whom he treated." 

He went on to say that Chekhov "always believed that his 

seientitic training helped him greatly in the writing of his 
4 

stories and pleye, which are aIl psychological etudies." 

Before 6hekhov began his literary oareer, signs of tuberoulosis 

had already beoome manifeste He travelled much and wrote a great 

variety of short stories and plays. These he sold to different 

4 William LyonPhelps, Essays of Russian Novelists _( ~w York, 
1911), p.235. 
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reviews and magazines, and he p~ished collections beginning 

with a humourous book in 1887. 

Anton Chekhov W&s a congenial, generous man who W&s 

a great favourite at dinner-parties and social gatherings. 

His friends were numerous and when he died in Germany on 

July 2, 1904, his funeral at Moacow was a national event. 

Anton Chekhov was a profuse writer. Although his 

life was short, he produced hundreds of p1ays and short 

stories. His collected works were published in St. Petersburg 

in 16 volumes in 1903. 

THE LIFE OF KATHERlNE MANSFIELD 

On October 14, 1888, Katherina Mansfield was born in 

Wellington, New Zealand and subsequently given the name of 

Kathleen Mansfield Beauchamp. Her father, Harold Beauchamp, 

belonged to a family which had lived in Australia and New 

Zealand for three generations. He was~vigorous, alert man with 

a deceptive look of helplessness and a flair for finance. Later 

in life, he was knighted for ftdistinguished public service, 
!Ç 

partlcularly in connection with financial matters". The 

mother of Katherine Mansfield was Annie Burnell Dyer, daughter 

or Joseph Dyer and his wife, Margaret Mansrield Dyer. It ia 

thus trom her grandmother that Katherine Mansfield received the 

;~~ Ruth Elvish Mantz and J.M. MurrYt The Life of Katherine 
Mansfield 1 -(London, 1933), p. 55. 

: j 
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name or Mansfield. Both Mrs. Margaret Dyer and her youngest 

daughter, Bell Dyer\went to live with the Beauchamps after 

Har01d had married Annie. A biography or Katherine Mansrield 

contains this passage in description other mother and the 

Dyers: 

The Dyers were all beautiful women. Annie 
Burnel!, rinely made, seemed almost too sl1ght 
and smal1 to contain so much de1ight in sheer 
living. The thri1l, the novelty or simply 
rinding herse1r a1iva never had worn orr her. 
An opalescent morning, a cluster of rata b10ssom, 
the mock-orange tree at the gate - almost any 
slight or lovely thing could fill her with the 
exhiliaration that another would find in glorious 
adventure. Yet her hold upon life was curious1y 6 
slight - just this th in chain of casual de1ight. 

Katherine Mansfield was the third daughter of a 

family of fi ve. The grea ter part or her ear 1y childhood was 

spent in a amall township known as Karori, a few miles from 

Wellington. Many of the things she saw and absorbed in this 

place found expression in her later worka, but she was to become 

dissatisfied with New Zealand bafore many years had passed. A 

blographer has stated it in this manner: 

Here, obviously, was neither time nor chance to 
cultlvate the arts. Isolated at the bottom of the 
world, the New Zea1and of Kathleen Beauchamp's 
chlldhood had no 'leisure' - no 'cultivated clsss'. 

6 · Ruth·~J..,VïishM8.ntz and J.M. Murry, p. 57. 
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When talent did a];)];)ear, the artist was sent to 
study at 'home t where - for one reason or another
he usually remain~ed. Yet New Zealanders were 
proud, justly and. sensitively ];)roud, of what they 
had built up; so a situation arose which was to 
make It difficult for Katherine Mansfield, as ahe 
grew older - and difficult, iu~eed, for New Zealand 
to comprehend her, afterward.'( 

It has been commonly thought that there was a gtorm 

raging on the day that Katherine Mansfield was born. It ia 

interes.ting to note that some ot her biographers and cri tics 

have made mueh of this storm: "She might have been born of the 

wind and the sea on that wild morning. 'The voice or her lawless 

mother the sea' called to her all or her life". 8 ;, Ka therine 

Mansfield herself, seemed to believe in the significanee of 

some sort of meteorogieal turbulence at the time of her birth. 

As the biogra];)her quoted above continues: 

In The Birthday, as it was first ];)ublished with 
a New Zealand setting, she developed that storm 
into part of her story; but when she rewrote it 
for The German Penaian, she transferred the 
setting to Germany. It was not what she meant. 
It was not 'that Island'. It merely reflected 
her ironie state. In The Al.e she tried once 
more to describe it; but when she revised the 
tale as Prelude, she omitted the description. 
She felt, it seemed, that the storm at8h~r birth 
had a meaning which 1ay beyond words. " , 

It la Interestlng to notice the comments and Ideas 

raised by consideration of that birthday storm, but it ia even 

more interesting to diseover that according to the local New 

Zealand newspapers for October 14, 1888, there was bright 

~ T :BUth . :~avish . Mantz and Murry, p. 60. 

, 8, Mantz , an<il Murry, p. 63. 



sunshine and perfectly calm weather on that day.q 

As a child, Katherine Mansfield revea1ed 

hypersensitivity and a hea1thy imagination. She made 

7 

companions or "the shadow chi1dren, thin and small"; ani old 

cabbage tree; and other inanima'te objects. She experienced many 

fears in he~ehildhood; fear of the wind, or the dark, of certain 

dogs. She was close1y attached to her father. 

Katherine Mansfield attended the local school at the 
I).nd. 

age of eight,,,she won the school composition prize for a 

composition on A lea Voyage. It wes also at the Karori School 

that Katherine met her first sweetheart, T1m Logan, wi th whom 

she used to go walk1ng after school. 

When Katherine Mansfield was nine years and seven months 

old, she registered in the Wellington Girl's College. !WO years 

later, she entered the school in Fltzherbert Terraee, in June, 

1900. She was a bit of a rebel at thls school which was operated 

in the prim and proper traditions of the girls t schools in 

England. However, Katherine Mansfield edited the tirst sehool 

magazine st Fitzherbert Terreee and made friends there who were 

to sppear in her later works. 

At the age o~ thlrteen, Miss; Mansfield had a childhood 

romance with a certain Arnold Trowell, a cello player. He 

remained on her mind for s long time, for many years, in fact. 

Being interested in music, Katherina Mansfield deeided to attempt 

.9·, Antony Alpers, p, 33; .. , 
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to learn how to play a ce110 a short ttme after she had met 

Trowell. 

The Beauchamps decided to send their girls to college 

in England and in 1903, Katherine Mansfield and her siaters 

arrlved at Queen's COllege in London. Katherine was thril1ed by 

the big city and the college. The years spent there were a1ways 

vivld in her memory. She was introduced to the German language 

while at Queen's College and underwent many experiences which 

were to form a t'und or ideas for later stories. A few sketches 

and a novel called Juliet were attempted by Katherine Mansfield 

while at the college, but she did not imagine writing as a career 

Just then. She was more interested in masic. By reading the 

sketches and ~ncompleted novel, Juliet.written by Miss Mansfield 

during her stay in London, one can diseover that she was 

passionate and mentally mature by the age of eighteen, .hen her 

father brought her baek ta New Zealand. 

After her stay in London, Katherine Mansfield found that 

she was in misery at home in ,New Zealand. She remained there for 

two years and was never at peaee with herself. It was during this 

period, early in 1907, that Katherine Mansfield decided that she 

would like to become a writer and abandoned music for literature. 

She began to write sketches and, after several attempts to have 

them published, had three accepted by the Native Companion of 
'l\ 

MelboU11e. La ter, her work W8 s published in The New Age, a London 
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magazine, and she continued to contribute to that paper for 

about three years. 

In 1910, Katherina Mansfield repaired to Bavaria to 

deliver an 111egitimate and stillborn child. Earlier, on July 

9th, 1908, her father had finally succumbed to her wishes and 

sent her to England with an allowance. During the ttme she was 

there, she had had several fleeting experiences with men. She 

had actually been married to a Mr. George Bowden but had left 

him on the day after the ceremony. While in Bavaria, Katherine 

Mansfield wrote stories which appeared in various issues of 

The New Age and colleetively later in the book called In a 

German PeDsion. This book was published in 1911, when Katherina 

Mansfield had returned to England once again. It was then (In 

1911) that she met John Middleton MUrry, whom she eventually 

married on May 3, 1918. In Eng1and, Katherine Mansfield 
-\'() 

continued to wrlte stories andAsell them to various periodicals. 

In a German PeDsion was well received by the public and quickly 

passed into three editions. The next major work by Katherine 

Mansfield to appear in print as a separate book wes Prelude, 

which was published by the Hogarth Press in 1917. Shortly after 

this, Katherine Mansfield suffered an attack of pleurisy and 

moved to Bandol in the South of France. She was never in robust 

he al th again and travelled continuously in search of relief. In 

1920, a collection ot her stories called Bliss was published. 

She learned or the success ot this book while living in Montana, 
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SWitzerland. The Garden Party and Other Stories appeared in 1921 

while Katherine Mansfield was in Paria. This work established 

her as a leading short story writer and was the last o~ her 

writings to be submitted to tŒe public while she was alive. 

Eventually, as Katherine Mansfield became more 

seriously ill, she entered the Gurdjieff Institute at 

Fontainebleau. She had been informed that she was fighting 

tuberculosis, the curse of 50 many writers, and imagined that 

mental concentration in seclusion would be the best weapon. 

Towards: the end, she did no more writing, for she was in great 

pain; and it was not long after she was forced to abandon her 

work that she abandoned the worId. On the night ot January 9, 

1923, Katherine Mansfield died at the Gurdjieff Institute and 

was burled in the communal cemetary of' Avon. She W&S then thirty

four years of age, ten years younger than Chekhov at the time 

of his: death. 



CHAPTER TWO 

Since the majority of references to Anton 

Chekhov in the letters, journal and scrapbook of 

Katherine Mansfield appear in the years after 1915, l 

have decided to consider them in yearly divisions 

beginning at that year and continuing until 1923 and 

her death. A preceding division, however, will deal 

with aIl pertinent material prior to 1915. 

(A) PRIOR TO 1915 

After Katherine Mansfield had returned to 

New Zealand, she found time to indulge in extensive 

reading. This was the period between 1906 and 1908 

when she was miserable and longed to return to England. 

It does not seem Iike1y that Chekhov was among the 

authors who captured the young lady's attention. She 

was fami1iar with the German language and could have 

read him in a German translation. Moreover, there 

e~isted at that time an edition of Chekhov in English 

caI1ed The Black Monk and Other Stories, translated by 

R.E.C. Long. However\ l do notthink that Katherine 

Mansfield became acquainted with Anton Chekhov at any 

time in New Zealand. We have a list of books which she 

borrowed from the General Assembly Library of Parliament 

about the year 1907, the year in which she first resolved 

Il 



to be a writer. These include the works of Henry James, 

Shaw, Maeterlinck, Ibsen, Heine, and Nietzche in addition 

12 

to selections of English poetry anà several biographies • . 1 · 

There is no work of Ghekhov among these books. 

In one of the subjective stories written by 

Katherine Mansfield about that time, there is also a list 

of authors: 

Life to a girl who had read Nietzche, 
EUgene Sue, Baudelaire, D'Annunzio, 
Barrès, Catulle Mendès, Sudermann, Ibsen 
Tolstoi; vIas in her opinion, no longer 
cornplex, buta trifle obvious . '2 

Of course we cannot conclude definitely that 

Katherine Mansfield had not read Chekhov because his name is 

not included in either of these lists. Yet if she had read 

some of his work, and if it had created any impression 

capable of influencing her work, it seems likely that 

Katherine Mansfield would have mentioned Ghekhov's name in 

the latter list. 

In June, 1909, Katherine Mansfield went to the 

Bavarian spa to deliver the child l have mentioned earlier. 

While she was there, she encountered two "li terary Poles" .3 ' 

One of these men was actually a literary critic. There had 

been a lull in her writing in the period b etween her return 

l 

2 

3 

Antony Alpers, p. 80. 

QQoted by Mantz and Murry, p. 268. 

Mantz and Murry, p. 322. 



to Ehgland in 1908 and the trip to Bavaria. While at the 

spa, Katherine Mansfield experienced a new urge to write 

and began work on the stories later collected in 

In a German Pension and published in 1911. One of the 

13 

stories in this collection, The Child-Who-Was-Tired, is 

unmistakably an imitation of Chekhov, but we shall consider 

it later. 

At the time that Katherine Mansfield was in the 

company of the two Poles, there existed a number of Anton 

Chekhov's stories in German translation. The Germans were 

extremely fond of Chekhov. Katherine Mansfield was weIl 

able to read German, as l have already pointed out. Her 

biographer, Antony Alpers, in connection with the stay in 

Bavaria says this: 

The literary Poles welcomed the young Anti
podean writer as a blood-brother and talked 
of translating her future works for journals 
they talked of founding. And this was her 
first encounter with a genuine literary 
brotherhood. But it seems probably that they 
performed for her a service that was even more 
far-reaching. There is reason to believe 
that they introduced her, through either 
German or Polish translations, to the stories 
of Anton Chekhov, who as yet was hardly known 
in England. ·. 4 : 

There is, then, a reasonable possibility that 

KatherireMansfield was introduced to Chekhov in 1909. He 

shall bear this supposition in mind as it will recur later 

in this paper. 

4 Antony Alpers, p. l 2L: . 
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The first mention that Katherine Ivlansfield makes 

of CheY~ov in her private writings is the Quotation fram 

Calderon l~ found in the Scrapbook and dated January, 1914. 

, "In Russia, Il Tchehov said te Gorky, '''an 
honest man is a sort of bogey that nurses 
frighten children wit~'. It is wonderful 
how like Gorky Tchehov talked \"hen he 
ta1ked to :Gorky' (George Calderon) ';; .. 

One could hardly try to analyze the pyschological 

reasons which caused Katherine Mansfield to include this 
~~ 

quotion in her scrapbook. Perhaps i t amused her. Perhaps 

the fact that it concerned Chekhov sufficed for its 

inclusion. 

(B) THE YEAR 1915 

In March of 1915. Katherine Mansfield wrote the 

following quotations and remarks in her Scrapbook: 

'Perhaps it is only upon the approach 
of an outside soul that another's soul 
becomes invisible, and i8 she be caught 
unawares she will net have time to 
disappear. ' (Leon Shestov) 

That is \vhat Tchehov aimed at. rRemark~ added 

by Katherine !lansfield] 

'Sooner or lat er in aIl probability this 
habi t l.ii11 b e abandoned. In the future, 
probab1y, writers will convince themselv es 
and the ~ublic that any kind of artificial 
campletion is absolutely superfluous.' 
(Leon Shestov) 

;; Quoted by Katherine Mansfield in her Scrapbook, 
J .M. 1-1urry, ed., The Scrapbook of Katherine Mansfield 
(New York, 1940), p. 16. AlI subs equent references will be 
to this edition. 



Tchehov said so.6" [Remark added by Katherine 

Mansfield) • 

On reading this, "i-!e must conclude that by 1915, 

Katherine Mansfield was in aIl probability familiar with 

some of Chekhov's work. There were at least four 

15 

translations of that author in English at the time. These 

four were: The Black Monk and Other Stories, translated by 

R·E.C. Long and published in 1903; The Kiss and Other Stories, 

translated by R.E.C. Long and published in 1908; Stories of 

Russian Life, translated by Marion FeIl and published in 

1915; and The Steppe and Other Stories, translated by 

Adeline Lister Kaye and published in 1915. There is, however 

no proof or definite indication that Katherine Mansfield 

had read any of these. 

(C) THE YEAR 1916 

Latein the year 1916, Katherine Mansfield included 

the following quotation in her Scrapbook where it was her 

custom to record the passages and sentences which struck her 

fancy. 

6 

7 

'\"illen he had finished wi th the album, Von 
Koren took a pistol from the whatnot, and 
screwing in his left eye, took deliberate 
aim at the portrait of Prince Uoronsotv, 
or stood still at the looking glass and 
gazed a long time at his swarthy face, his 
big forehead and his black hair, which 
curled like a negro' s' · 7 ,: 

(uoted by Katherine Mansfield in her Scrapbook, p. 26. 

~uoted by Katherine Mansfield in her Scrapboo~ p. 70. 



With this quoltation we have the first definite 

evidence of what specifie books of Chekhov's short stories 

Katherine Mansfield had read. The collection, The Duel and 

Other ~tories, was published in 1916 and is an English ver

sion of bhekhov' s stories o. translated by Constance Garnett. 

It can be shown that the section which Katherine Mansfield 

quoted fram The Duel was taken fram Garnett's translation. 8 

The Duel and Other Stories was the second volume of Chekhov's 

stories to be translated by Garnett (there were eventually 

13 volumes in aIl), and it appears that Katherine Mansfield 

must have acqulred a copy of it not long after it came fram 

the press. 

(D) THE YEAR 1917 

In 1917, we again find Katherine Mansfield quoting 

a section from Chekhov in her Scrapbook: 

'An author's vanity is vindictive, implacable, 
incapable of forgiveness: and hls sister was 
the first and only person who had laid bare 
and disturbed that uneasy feeling, which ls 
like a big box of crockery, easy bo unpack 
butimposeible to pack up again as it was 
before.' '1 

It can also be shown in this case that Katherine 

Mansfield quoted directly fram Constance Garnett's trans

lation of the story, Excellent People, in The Duel and 

Other Stories. 10 

8 Anton Chekhov, The Duel and Other Stories, translated by 
Constance Garnett (tondon;T916), p. 23. 

9 Quoted by Katherine Mansfield in her Scrapbook, p. 108. 

10 Anton ~ekhov, The Duel etc., p.174. 

16 
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There is (àardly any) doubt, then, that she read at least 

two stories in that book. 

D . .lring the year 1917, we find tha t Ka therine 

Nansfield also referred to Anton Chekhov in her Journal. 

Tchekov makes me feel that this longing to 
write stories of such uneven length is quite 
justified. Geneva is a long story, and 
Hamilton is very short ••• 

Tchekov is qui te right about women; yes, 
he is çuite right. These fairies in black 
and sil ver ••• .: Il ' 

From these comments we can see that net only 

had Katherine Mansfield read some of Chekhov's stories, 

but that she had definite opinions concerning these and. 

apparently, respect for his judg~ent. 

(E) THE YEAR 1918 

On January 16, 1918, Katherine Mansfield wrote a 

letter to John Middleton Murry, wham shelate~married in 

May of the sarne year. This letter included the following 

allusion to Anton Chekhov: (She was referring to the talk 

of certain ship's officers); 

17 

"Thoir talk and grouping, etc., is pure Maupassant 

-not Tchekov at aIl, not deep enough or good 

enough. No, Naupassant is for France. Il :12 , 

Il Quoted by Katherine Mansfield in her Journal, pp. 67-68. 

12 Katherine Mansfield in her Letters, J.M. Murry, ed., 
Letters of Katherine Mansfield to J.M. Murry , (London, 1951), 
p. 121. AlI subseouent references will be to this edition. 



Here we seem to have an expression of feeling in re gard 

to Chekhov which is perhaps more intense th an the respect 

she accorded him in the last reference. 

In Hay of this SaIne year, Katherine Mansfield 

made a passing reference to Chekhov in another of her 
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letters t o h er husband: "Such a queer place, so absolutely 

'Russian' - l me an as Tchekov has described." ,13 , 

Then in June of 1918, we find still another 

allusion to Chekhov which is of an interesting nature. 

Again it is found in a . letter to John Midd1eton Murry. 
",<1$ 

Ka therine Mansfield ~a t Looe in Corm,jall when she wrote the 

following: 

But really l have suffered such agonies from 
10nf:;Liness and illness combined that l'll never 
be quite Hhole again. l don't think 1'11 ever 
be1ieve that the y won't recur - that s eme 
grinnin~ Fate won't suggest that l go away by 
mys e1f to get '\-Ie11 of somethingl Of c ourse, 
externally and during the day one smi1es and 
savs one has had a pretty rotten time, perhaps, 
but Godl God!~chehov would understand: 
Dostoievsky wou1dn' t. Because he! s never been 
in the same situation. He's been poor and 
i11 and worried but, enfin, the wife has been 
there to sel1 her petticoat, or there has been 
a neighbour. He wouldn't be a1one. But Tchekov has 
known just exactly this that l know. l discover it 
in his work often • . 14 ' 

With this we see that Katherine Mansfield must have 

been becoming more and more familiar with the work of the 

Russian author. 

13 

14 

Katherine Mansfield in her Letters, p. 260. 

Katherine Mansfield in her Letters, p. 293. 
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Mcreov er, we see her comparing herself and her situations to 

him and the situations he encountered in life. This is the 

first instance vJhen Ka therine Mansfield compares herself to 

Chekhov, the man. 

In Ju1y of 1918, Katherine Mansfield was again 

living with her husband after a separation. She was doing 

considerable reading about that time, but her creative 

writing had lapsed. She did make entries in her ~ournal, 

one of which, fer July 5, reads as follows: 

l must start wri ting again. They dec1de me. 
Something must be put up against thls. Ach, 
Tchekovl why are you dead? Why canlt l 
talk to y eu, in a big darkish room, at 1ate 
evening - ~vhere the light is green fram the 
waving trees outside. l' d like to Ivri te a 
series cf Heavens: that Ivou1d be one.' i:: ... 

Here we see Katherine Mansfield making almost a 

plea to Chekhov. At this point, it is difficult to under-

rate the intense feelings she seems to have had for the 

man because of his work. In the Autumn, shortly after 

this entry in her Journal, Katherine Mansfield be gan work 

on a translation of the 1etters of Anton Chekhov. ,16 

As l vlÎll show later, she did not lmow Ru,ssian at that time, 

but \vas working in collaboration with a certain . S.S. 

Koteliansky, a man vJhorn she had met through D.H. Lawrence 

and who cou1d speak Russian. It i8 most probable that 

Katherine Mansfield's part was to polish the rough English 

15 

16 

Katherine Mansfield in her Journal, p. 93. 

Katherine Mansfield in her Letters, p. 309. 
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into which the Russian was converted by Koteliansky. 

(F) THE YEAR 1919 

In the autumn of this year, Katherine Mansfield 

quoted this section fram one of Anton Chekhov's letters: 

'My cough is considerably better, l am sunburnt, 
they tell me l am fatter, but the other day, l 
almost fell down and l fancied for a minute that 
l was dying. l vJas walking along the avenue wi th 
the prince, our neighbour, and was talking, when 
all at once samething seemed to break in my chest, 
l had a feeling of warmth and suffocation, there 
was a si::-:ging in my ears, l remembered that l had 
been having palpitatio~for a long time and thought 
- 'They must have meant something, then.' l went 
rapidly tOvJards the verandah, vn which visi tors 
were si tting, and had one thought - tha t i t would 
be awkward to fall down and die before strangersj 
but l vIent into my bedroom, drank some water and 
recovered. l (Tchehov' s letters: April 21, 189~.) ,17· 

The editor adds after this ouotation that the words 

underlined were i talicized by Katherine Mansfield and mean 

that she had experienced the same sensations. Here again we 

see Katherine Mansfield asscciating herself with Chekhov and 

equating his personal experiences to her own. In a letter 

written to Murry about the srune time she repeats the sentiment 

in these words: 

But on these rare occasions 1rJhen you and l ta1k, 
l do - l do feel the heavens ojJening and our 
thoughts like angels ascending aEd descending •••• 
Think cf the agony we've suffered. Who cares? 
Who dreams? If \.Je were not 'set apart' for 
ever before, this has not been enough to do lt. 

17 Katherine ~1ansfield in her Scrapbook, p. 144. 



We could net, Knowing "'vJha t we know, belong to 
others who we know note If l can only convey 
this difference, this vision of the world as we 
see itl Tchekhov saw it, too, and so l think 
did Keats. ,18, 

Towards the end of the year IS'19, on December 13, 

21 

Katherine Mansfield again referred to Chekhov in a letter to 

her husband. The passage also contains seme interesting 

comments about other authors and enab1es us to know the 

mind of its author more intimately. 

18 

19 

G. B. S. on Butler is very f~ne indeed. (A review 
of l'1r. Festing Jones's Life of Samuel Butler, by 
Bernard Shaw, in The :r.lanchester GGarëIian) He has 
such a grip cf his subject. l admire his tenacity 
as a reviewer and the way in which his mind 
follows Butler ~vith a steady light - does net waver 
over him, find him, 10se him, trave1 0ver him. At 
the saY1e timE it's (jueer he should be (G.B.S.) so 
uninspired. There is not the faintest hint of 
inspiration in that man. This chil1s me. You 
know the fee1L."lg that a great writer gives you: 
'My spirit has been fed and refreshed: it has 
partaken of scmething nel.]. ' One could not possib1y 
feel that about Shaw. It's the clang of the gate 
that remains with you when all's over. What it 
amounts to is that ShmJ is anything you like, but 
hels not an artiste Don't you gEt wh en you read 
his plays a sense of extraordinary flatness? They 
may be extreme1y amusing at moments but you are 
always laughing at and never "Jith. Just the same 
in his Jrose: You may agree asmuch as you li1(e, 
but he is writing at not l.vith. There's no getting 
over it: hels a kind cf ëOnëierge in the house of 
literature - sits in n glass case, sees everything, 
knmvs evcrythL~g, examines the letters, cleans the 
stairs, but has not part, no part in the life that 
is going on. Sùt as l wrote that, l thought: Yes, 
but who is living there, living there as we mean 
life? Dostoevsky, Tchehov and Tolstoy. l can't 
thlnk of anybody else. '19 

Katherine Nansfie1d in her Letters, p. 352. 

Katherine Mansfield in her Letters, p. LiL!? 



This passage needs no explanation. It shov-JS 

Katherine Mansfield revealing her preference for the great 

'Russian writers with no particu~r focus on Chekhov. 

(G) THE YEAR 1920 

22 

In a letter of January 26, lS;20, Katherine 

Mansfield speaks of returning a volume of Chekhov's stories 

to John Midd1et cn Murry. ·. 20· It seems 1ike1y, thEm, that 

Murry must have sent her a recent edl tion of that author in 

English translation. The seventh and eighth volumes of 

Chekhov's stories, as trans1ated by Constan ce Garnett, were 

pub1ished about that time and, of course, the previous six 

volumes had appeared ear1ier. If the book in question was 

not volume seven or eight, it might have been one of the 

earlier volumes, one to six. 

In March of lS20, Katherine Mansfield wrote a letter 

to her husband in which she said that no one knew Chekhov the 

way she and Murry did. ·. 21 Then, 1ater, in Octob er, she 

included these words in a 1et t er: Il Tom1inson 's story was very 

good. It Just missed it, though, at the end. l mean judging 

from the Tchehov stand point. II .22 .. If by 'standpoint' she 

means 'artistiqstandard', not particular technique or style, 

Katherine Mansfield is declaring Chekhov's work to be the 

20 

21 

22 

Katherine Mansfield in her Letters, p. 447. 
Katherine Mansfield in her Letters, p. Li62. 

Katherine Mansfield in her Letters, p. 491. 



standard by which she distinguishes between very good and 

great, that is, if VoTe are to assume that better than 

'very gocd' is great. In any evont, it seems clear that 

23 

Katherine Mansfield's standards and methods of judging 

literature have fallen under the influence of Anton Chekhov. 

In the summer of 1920, Katherine Mansfield çuoted 

the following lines from Chekhov's The School Mistress in 

her Scrapbook. They are preceded by thirty-three separate 

passages and sentences frc.m Chekhov's letters also recorded 

in the Scrapbook but too voluminous to include here. 

'Beside old Semyon he looked graceful and 
vigorous, but yet in his walk there was 
something just perceptible which betrayed 
in him a being already touched with decay, 
weak, and on the road to ruinl 23 

These exact linos are to be found in The School 

Mistress and Other Stories, published in 1920 in a translation 

by Constance Garnett ..24 This book was the ninth volume 

of Chekhov's stories to be translated by Constance Garnett, 

and it appears that Katherine Mansfield was interested in 

her translations. We can a t leas t be re,asonably certain tha t 

this volume nine in addition to volume two, The Duel etc.Jand 

two other volmnes which l will deal with later~were read by 

Katherine Mansfield. 

There is no doubt of where the work of the Russian 

writer stood in relation to that of de Maupassant or Tumpany 

23 QQoted by Katherine Mansfield in her Scrapbcok, pp.161-162. 

24 Anton Chekhov, "The School Mistress 11, . The School j11s~resé 
and Other Stories, translated by C. Garnett (London, 1920), p.. 
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in that part of Mansfield's mind which evaluat ed literature. 

On December l, 1920, she wrote to Murry: " ••• l would give 

every single \·wrd de Maupassant and Tumpany ever wrote for 

one short story by Anton Chekhov. II . 25 i Katherine Mansfield 

appears to be hi ghly enthusiastic in these lines. \'Je can 

only conclude that she held the stories of Chekhov in the 

loftiest esteem. It is perhaps significant that she rated 

de Maupassant so disparagingly, for it appears to me that the 

sketches Katherine M~~sfield wrcte in her earlier years were 

not unlike the w ork of the French l;Jri ter. And we Imow tha t 

she was ashamed of her earlier work. She did not wish to 

have In a German Pension republished, because she felt that 

it was tooimmature. It could be that this expression of 

strong distaste for de Haupassant was connected with the 

distaste Katherine Mansfield had for her cwn earlier work. 

On the twelfth of December in the year lS20, we find 

the following lines rec orded in Katherine Mansfield's 

Scrapbook. 

By all the lav.Js of M and P. 
This book is bound to belong to me . 
Because l'm sure that you agree 
l am the Ehglish Anton T. 

(Written in 1917 on the fly-leaf of a 
volume of Tchehov's stories belonging to 
J.H.M.) O;di tor' s comment] 

God forgive me, Tchehov, for my impertinence. '.26-

25 Katherine Mansfi eld in her Letters, p . 608. 

26 Katherine }1ansfield in her Scrapbook, p. 189. 
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It ap ç)ears that Ka therine Mansfield had wri tten the 

little poem in 1917, then on rediscovering it in 1920, has 

copied it into her Scrapbook and att2_ched the remark. We 

can thus see that as early as 1917, Katherine Mansfield did 

1'eel that she was doing the same thing in English as Chekhov 

had done in Russian. We can readily ccnc1ude from these lines 

that Chekhov did make a powerful impression on the mind of 

Katherine Mansfield. In 1920, she asks his forgiveness for 

havir!g been impertinent. vie can take this to mean tha t in 

1917, she 1'elt that she was emulating Chekhov, whereas in 

1920, on mature re1'lection" she decided that her work had 

not reached his level of excellence and acknow1edged his 

superiority as a short story writer. It seems reasonable to 

assume that the bock of Chekhov 1 s stories in which the verse in 

auestion was 1rJritten was The Duel and Other Stories, published 

in 1916. l have shcwn in section (C) for 1916 that Katherine 

Mansfield almost undoubtedly read that book about that time. 

We will see later that Katherine Mansfield received most of her 

books from Nurry, so it follovJS that she probably received 

1~e Duel and Other Stories fram him also. She was travelling 

in Europe around that time, while he was in London vIhere the 

book was published, and he could convenient1y have procured it. 

'Horeover, four days after the above-mentioned item appeared in 

Katherine Mansfield' s Scrapbook, 'che follm.Jing quotation from 

Chekhov's The Duel was inserted: 



tAs s Gon as you speak of male or female - f (Jr 
instance, of the fact that the feroale spider, 
after fertilization, devours the male - his 
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eyes glow with curiosity, his face brightens, and 
the man revives in facto AIl his thoughts, how
ever noble, lofty or 2eutral they may be, they all 
have one point of resemblance. You Halk along the 
street with hbn and mcet a donkey, for instance ••• 
1 Tell me, please, 1 he asks, 1 what 'V-lould happen if 
you ma ted a donkey v.Ji th a camel? 1 And his dreams 1 
Has he told you of his dreams? It is magnificentl 
First, he dreams that he is married to the moon 
then that he i3 summoned before the police and 
or de ni> to live wi th agui tQ.r ~ 1 •• 

(Laevsl{y, in Tchehov 1 s The Duel) 

[Katherine Mansfield added this comment] Oh darling Tchehovl 
l l..,ras in misery tonight - ill, unhappy, despondent, 
and you made me laugh ••• and forget, my precious 
friend. ;27 , 

These lines quoted from The Duel are from Constance 

Garnettls translation, The Duel and Other Stories, published 

in 1916 •. 28 They are Von Korenls description of Laevsky in 

that story. Thus we see that four days after expressing her 

regret for havirJg written in the flyleaf of a volume of 

Chekhov in -lS17, Katherine Mansfield i3 obv5.ously rereaàir'g 

a collection of Chekhovls stories which l have shown that 

she was reading late in 1916. It s eem.s ~€rtaln then that the 

book in which she put the annotation "Vlas Garnett 1 s transl~tion 

of The Duel and Other Stories. 

When Katherine Mansfield was feelLlg ilIon the 

nineteenth of the srune month in which she wrote the phrases 

27 

28 

Quoted by Katherine Mansfield in her Scrapbook, p. ISO. 

Anton Chekhov, "The Duel~' The Duel Etc., P. 32. 
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just considered, she again spoke of Chekhov; this tille in her 

Journal: 

:Hy simple lUndly doctor was pure of heart 
as Tchehov Has pure of heart. But for these " 
il1s one is onels own doctor. If! sufferingl 
is not a repairing process, l will make it so. 
l will learn the lesson it toaches. These are 
not idle words. These are not the consolations 
of the sick. 
Life is a mys tery. The fearful pain lrlill fade. 
l must turn to work. l must put my agony into 
s Gmething, change it. ISorrov-1 shall be changed 
into joy.I 
It is to loso onasalf more utterly, to love 
more deeply to feel onoself part cf life, -
not separato. 
Oh Life 1 accept me - make me worthy - teach me. 
l lrJrite that. l look up. The leaves move in 
the garden, the sky is pale, and l catch myself 
weeping. It j.s hard - i t is hard to make a good 
death •••• To live - to live that is aIl. ~~d 
to leave life on this earth as Tchehov left it and 
Tolstoi... • •• Queer 1 The two people left Qne 
Tchehov - dead - and unheeding, indifferent Dcctor 
Sorapure. 'l"'hey are the two good men l have known. ·.29 ' 

Here again ".-:e see evidence of how deep an impression 

Chel{hov must have made in Ka therine Mansfield 1 s soule But 

she 8eems to be more interested in Chekhov, the man, than his 

work at this ]oint. As Katherine Mansfield entered into the 

last two years of her life, she began to feel more and more 

akin to the Russ:l.an as a felloH sufferer. 

(H) 'rHE YEAR 1921 

On the 21st of May in 1921, Katherine Mansfield wrote 

a letter to John Middleton Murry, thanking him for a volume of 

29 Katherine Mansfield in her Journal, p. 168. 



Chekhov' s staries which she presumably had received earlier. ,JO , 

In that year, the tenth volume of Constance Garnett's 

translations was published. It v-Jas called The Horse Stealers 

and Other Staries. Again it seems that Murry must have sent 

Garnett's translation to Katherine Mansfield soen after it was 

printed. A statement made in a letter l.Jri tten to Murry on the 

2.5th of :Hay Gstablishes this as a practical certainty. In that 

letter, Katherine Mansfield said: 

But 1 have been find:Ll::g eut more and more how 
true it is that it's only the difficult thing 
that ls \.J'orth doing; it's the difficult thing 
that one deliberate1y choeses to do. 1 den't 
think Tchehov was a1.-Jare of tha t as he should 
have been. Some of the stories in The Horse 
Stealers are - rathera shock. '31 , 

This statement a1lows us to realize that Katherine 

Mansfield did ap;œaise Chekhov with a critical eye. This is 

one of the very few places where she indicates any degree of 

displeasure with his work. It should be noted that The Horse 

Stealers and other St cries contains many of the earlier 

humourous sketches written by Chekhov, probably because Garnett 

had chosen mt~st of the better stories 'n the first nine volumes. 

In August of this sarne year, Katherine Mansfield 

included the following quotation in her $crapbock: 

'1 was in the first stare of consumption, and 
was suffering fr cm sc.mething else, possib1y aven 

30 Katherine Mansfield in her Letters, p. 636. 

31 Katherine Mansfi eld in her Letters, p. 6~ 0. 
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more serious than consumption ••• l W8.S day 
by day more possessed by a passionate, irrit a ting 
longing for ordinary everyday life. l y éarned 
for mental tranquillity, health, fresh air, good 
food. l was becoming a dreamer. l did n ot know 
exactly 1tJha t l wan ted? ~ 32', 

This is taken from An Anonymous Story!'3a tale in 

the third volume of sto~e slranslated by Constance Garnett, 

The Lady With the Dog and Other Stories, which had been 

p:J.blished in 1917. Consequently, He can further asst1Ille, 

wi thout much doubt, that Kath erine Nansfield had re ad volume 

three as 11'/ell as two, nine and ten of Garnett' s translations 

aEd perhaps aIl the others in between. 

In October of 1<;21, Katherine l'lansfield quoted fram 

Chekhov's story, Misery in her Scrapbook. 

" 'Tha t' s h Gl'] i t is, old girl •••• Kuzma Ioni tch 
j.s gone •••• H~said good-bye to me ••• He went 
and died for no rea son... Now, suppose you had 
a little colt, and you were own mother to that 
little colt... And aIl at once that srune little 
colt wellt and died ••• You'd be sorry, wouldn't 

Il • vou?, 
ï'Th~ little mare munches, listens, and breathes 
on her ma s ter's hands. Iana ls carried away 
and tells her aIl about it." 

~atherine Mansfield added this comment] l would see every 
single French short story up the chimney for this. 
It' s one of the masterpj.eces Gf the world. ·34 

32 quoted by Katherine Mansf5_eld in her Scrapbook, p. 221. 

33 Anton Chekhov, "An Anonymous Story", The Lady \nJi th 
the Dog and Other Stori es, transe by C. Garnett (Londop, lS'7), 

P. 17t5. 

34 Quoted by Katherine Nansfield in her Scrapbook, p. 223. 
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This quotation is taken directly fram Constance 

Garnett's translation of the story, Misery in The School 

Mistress and Other Stories, published in 1920}5 \-Je have 

already seen that Katherine Nansfield most probably read 

that volume soon after it was published. This second 

quotation from volume nine makes it appear even more 

probabl'J that she road The School Mistress and ether Stories. 

From the comment which Mansfield addéd to the above quotation, 

it is clear that she was enthusiastic about that section 

of Chekhov's work. As her life was drawing to a close, and 

she suffered more and mere pain, both mental and physical, 

Katherine Mansfield increasingly appreciated those sections 

of Chekhov's writings VJhich deal so effectively with 

suffering. Perhaps she felt that the French writers did not 

really understand suff ering and pain. In any event, she 

found in Chekhov's work a satisfactory expression of her own 

particular feelings. 

(1) THE YBAR 1922 

It is during this year that Katherine Hansfield refers 

most often to Chekhov. As she felt death coming upon her and 

was increasingly crushed by disease, she associated herself more 

and more with the Russian writer and used his wcrds to describe 

her O"\JIlll feelings. 

Early in lS22, on the tVJelfth of January, Katherine 

35 
p. 65. 

Anton Chekhov, "Mis ery," The School Mistress etc, 
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, 

Mansfield made the following entry in her Journal: 

AlI the whole time at the back of my mind 
slumbers not nor sleeps the idea of Paris, and 
l begin to plan what l will do when - Can it 
be true? What shall l do to express my thanks? 
l want to adopt a Russian baby, calI him Anton, 
and bring him up as mine, with K. for a 
godfather and Mme. Tchehov for a godmother. Such 
is my dream. ' 36 ! 

This passage is difficult to interpret. The mention 

of Paris is explained by the fact that she was planning to go 

there for a special treatment at the hands of Dr. Manouklin. 

She had suffered for about six weeks prior to this from severe 

congestion, and tuberculosis was tightening its grip upon her 

body. She evidently expected a cure and is probably expressing 

her gratitude to Chekhov for the spiritual encouragement she 

has found in his vlork, the work of a man who she knew had also 

struggled against tuberculosis for years. On January 17, five 

days later, Katherine Mansfield wrote this in her~ournal: 

Tchehov made a mistake in thinking that if he 
had had more time he would have written more 
fully, described the rain, and the midwife and 
the doctor having tea. The truth is one can 
get only so much into a story; there is always 
a sacrifice. ,37' 

We see here another moment of coolness in Katherine 

Mansfield's regard for Chekhov. It seems likely that she 

has been reading his letters. Three days later, she mentions 

in the 10urnal tha t Chekhov t ogether '\.JÎ th a few other wri ters 

36 Katherin~ansfield in her Journal, p • . 218 • . 

37 Katherine Mansfield in her Journal, p. 221. 



32 

are always in her thoughts. ~38: 

John Middleton Murry joined Katherine Mansfield in 

Paris on February Il. She had arrived there late in January 

for the Manouklintreatment. On the following day, this 

remark was entered in her Journal: "J. read Tchehov aloud. 

l had read one of the stoires myself and it had seemed to 
'IIoiI 

me nothing. But read aloud, it was a masterpiece. How was 

that?" 3 9 

l might conjecture, in answer to Katherine Mansfield's 

question, that because of the increasing effect of her 

parasitic illness, she did not have the patience or physical 

vitality to enjoy stories which she was struggling to read. Yet 

when she could relax and listen, a process involving no physical 

effort, she could enjoy the same stories. 

In June, Katherine Mansfield was once again in 

Switzerland. Disease was weakening her at that time, and she 

felt no urge to write. In her icrapbook arefound the following 

lines recorded in June: 

38 

39 

40 

l seem to have lost aIl power of writing ••• 
• •• Tchehov, by the v.lay, fel t this 
disenchantment, exactly. And who would 
not feel it who lives with a pessimist? . ,40 ' 

Here again, Katherine Mansfiéli is associating 

Katherine Mansfield in her Journal, P. 223. 

Katherine Mansfield in her Journal, p. 334. 

Katherine' Mansfield in her Scrapbook, p. 277. 

herself 
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with Chekhov, the man. Undoubtedly the pessimist she r efers 

to is J.M. Murry. She was continually dream~' . ng of miracles 

and fl a sh cures for her d i sease, and he was careful to caution 

her against illusion s. He disapproved of both the treatment 

for vlhich she vIent to Paris and the institution to liJhich she 

later rotired for sp:i..ritual encouragement. 

ile are made ke enly aware of this association l,-Jhich 

Katherir.!. e Mansfield mal{es b e tween herself and Chekhov as a 

person by the concluding and concurrent entries in h er 

Scrapb ook. The ouotati ol' s are from Chekhov' s last letters: 

II am torn up by the roots, l am n et living a 
full life, l don 't drink, thou gh l am fond of 
drinking; l l ove music and don't hear it - in 
fact, l am in the c ondition of a transplanted 
tree which is hesitating whether to take ro ct 
or to begin to wither l 

[From Chekhov' s Letters] 
So am l exactly. (Ka therine Hansfie1d) 

'My he al th has improved. l don 1 t notice nm·] 
as l go ab out that l am i11; my asthma is 
better, nothing is achingl' [Chekhov] 

'1 c cnfess l dread the railvJay journey. It's 
stifling in the train ncw, particularly with 
my asthma, which is made worse by the slightest 
thingl ' [Chekhov] 

'1 like the food here v ery mu ch, but it d C8 S 
n et seem to suit me; my stomach is constantly 
being upset. Evidently my digestion is 
hopelessly ruined. It is scarcely possible to 
cure it by anything except fasting - that is, 
eating ncthing, and tha t's the end of it. And 
the only remedy for the asthma is n e t mcving. ' 

[Chekhov] 

Who reads between the lines here? l at 1 east.41 
(Katherir:e Mansfi eld] , 

41 Katherine Mansfield in her Scrapbook, p. 217. 
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The last entry in Katherine Mansfield's Journal is 

also an associa tion of hers elf and her condition with 

Ghekhov and his condition. 

Theref cre if the Grand Lama of Th4...,bet promised 
to help y ou- how can you hesitate? Riskl RLsk 
anythingl Gare no more f or the opinions of 
others, for th e se voices. De the hardest thing 
on earth for you. Act for yourself. Face the 
truth. 
True, Tchehov didn't. Yes, but Tchehov died. 
And let us be honest. Hm..] much do He Imow of 
Tchehov from his letters? vIas that aIl? Cf 
course net. Dcn't you suppose he had a whole 
longing lite of which there is hardly a word? 
Then read the final letters. He has given up 
hope. If you de-sentim.entalize those final lètters 
they are terrible. There is no more Tchehcv. 
Illness has sHallowed him. 
But perhaps to people who are not ill, aIl this i8 
nons ense. ::tbey have n ever travelled this road. L:2 · 

When Katherine Mansfield wrote the above passage she 

was so burdened by sickness that she had 1 0st aIl urge to 

\-Iri te. We see that she does not mention the 'VJork of Chekhov 

but refers to his letters. These letters in which Ghekhov 

tells of his suffering and how he too lost the urge to write 

were very important to Katherine Mansfield during the final 

period of her life. 

In a let t er t o John Middleton Murry, dated October 15, 

1922, five days after the last item l have quoted, Kath erine 

Nansfield makes her final allusi cn to the Russian viriter. It 

appears that she is answering sorne cOn'.Jnent previously made 

L,·2 Ka therine Mansf ield in her Journal, pp •• 253·-254. 



by her husband in regard to her and Chekhov. 

About being like Tchekhov and his let/cers.. Don't 
fcrget he died at ~3. that he spent - how much? 
of his life chasing about in a desperate search 
after health. And if cne reads tintuitively' the 
last letters, they are terrible. ~·Jba t is left of 
him? 'The braid on German wamen's dresses ••• 
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bad taste'- and all the rest is Misery. Read the 
lastlAll hope is over for him. Letters are 
deceptive, at any rate. It's true he had 
occasional happy moments. But for the last 8 ye~rs 
he knew no security at aIl. We kncw he felt his 
stories were not half what they might be. It 
doesn' t take much imagination to picture him on his 
death bed thinking '1 have never had a real chance. 
Something has been all wrong.' L;3 

Here again ",Je see how familiar Katherine Mansfield was 

wi th Chekhov t s letters. She seems to have been more co'ncerned 

about them than about his wcrk. In her own letters written 

shortly after this one, Katherine Mansfield states that she is 

attemptirg to learn the Russian language •. ~4. We thus have 

proof that she could never, in previous years, have read 

Chekhev in his own language. There is hardly any doubt that it 

1-Jas in crder to do this that she undertook to learn Russian. 

Her lave for Chekhov remained with her to the end. 

These, then, are all the references and comments in 

connection with Anton Chekhov that Katherine Mansfield made in 

her private papers~ the.t is, her published journal, scrapbook 

and letters. It is interesting to note the change in Katherine 

Mansfield's attitude towards Chekhov as she grew older. In the 

43 Katherine Mansfield in her Letters, p. 67~·. 

~4 Katherine Mansfield in her Letters,pp. 685-686, 689. 



beginning, when she first speaks of the Russian writer in 

the documents we have examined, she compares her work and 

ideas with his work and ideas. She says over and over 

again that "he understood rr
, that "he knew ll

, and that his 

work was accurate and true. Towards the end, she focuses 

her attention on Chekhov himself, and on his life. She 

36 

qu c. tes sections from his letters in which he had expressed 

his misery and his loss of the urge to write, and she adds 

IlS O am l exactly.1l 

There can be no doubt in our minds in regard to 

the importance of Chekhov to Katherine Mansfield. She 

admired him and did not hesitate to praise him lavishly. But 

it is impossible to conclude that because of the strong 

sentiment she had for Chekhov, Katherine Mansfield's writing 

was influenced b~r him. Only an examination of the stories of 

each author can provide us with the accurate answer to that 

question. Wèçan postulate, however, that the information 
...... ~ 

aCCiuired by examination ofl\above documents by ~8 means 

discourages the possibility of Katherine Mansfield's being 

indebted to Chekbov. Moreov er, it can be said that if 

Kathcrine Mansfield was indebted to an~ne writer, Chekhov 

was more than likely that person. It is hard to imagine 

the work of Chekhov being appreciatel\ by anyone more carnpletely 

and enthusiastically than it was by Katherine Mansfield. 



CHAPTER III 

As l have mentioned earlier, Katherine Mansrie1d 

wrote for the New Age Magazine of London. England between 

1909 and 1911. On February 24, 1910, a story by her ca1led, 

The Chi1d-Who-Was-Tired appeared in that magazine. 1 

This story was probably wri tten while she was staying in 

Bavaria. As previous1y stated, she went there in dune of 

1909, and there 8eems to be a good possibility that she 

read some of Chekhov's tales in German translation while 

she was there. l have mentioned the two 1iterary Poles who 

were in company with her at Bavaria 1 snd Antony Alper's 

suggestion that these men might have introduced her to 

Chekhov's work. In any event, The Child-Vlho-Was-Tired has 

become the object of much critica1 attention. It resppeared 

in the collection of Katherine Mansfield's tales ca1led 

In a German Pension published in 1911. 

The Child-Who-Was-Tlred is about a young, 

illegitimate girl who is working in almost slavelike conditions 

for a family of six. During the time of tbe story, her major 

dut Y is to care for the baby, but she is ordered to do many 

other little tasks around the house and not permitted to rest 

for a moment. She is exhausted from over-work and repeatedly 

slips off into a semi-sleeping condition. In these trances, 

1 Antony Alpers, p. 129, 
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she always sees Ra little white road with ta Il black trees 

on either side." The girl i8 treated with extreme cruelty 

by her master and mistress who refer to her as a "good-for

nothing-brat." 11nally, after a long, hard dey of work, the 

Child-Who-Was-Tired thinks that she will at last be able to 

sleep. But vis1tors arrive, and she ls kept busy far into 

the night. While the visitors are drinking, she i8 ordered 

to rock the baby to sleep. But the baby ls contlnually 

crylng. It ls also mentioned in the story that the woman 

of the house ls expecting another baby, and this makes the 

reader realize that the future does not appear to be very 

encouraging for the Child-Who-Was-Tired. The story ends 

wlth the scene of the servant child rocklng the baby. She 

is suddenly possessed with a notion to suffocate the baby, 

and 50 she does. The final paragraph describes her sfter 

the murder has been committed. 

She heaved a long s1gh, then fell back onto 
the floor, and was walking along a little white 
road with tall black trees on either side, a 
little road that led to nowhere, and where 
nobody walked at all-nobody at all. 2 

In the biography of Mansfield prepared by Ruth 

Elvish Mantz and John Middleton Murry, the following statements 

are made concerning the story which l have Just outllned: 

2 Katherine Mansfleld,"The Chl1d-Who-Was-Tiredr 
Collected Stories of Katherine Mansfield! (London, 1945), 
p. 1B6, '11 subsequent reterences Will De to this edition. 
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She had begun to write the sketches which ultimately 
became her first book, In a German Pension. The flrst 
she wrote was The Child-Who-Was-Tired. It 18 remote 
from the quallty of her Iater workj but it ia deeply 
Interesting. Superficially, it is realistlc story of 
peasant life, but in essence it is nothing of the 
kind. The Child-Who-Was-Tired was indubitably herself 
in the summer of 1909 - the Katherine wearied with 
pain and crying in vain for rest - "the frightened 
child lost in a f'uneral procession." The peasant 
household la not any peasant household that Katherine 
experienced - aetually the Bavarlan peasants were 
klnd to her and she liked tpem - but merely a sy.mbol 
of her experience of life~~she wrote years afterwards, 
"is that it is pretty terrible." The Child-Who-Was
Tired is her first effort to translate that experience 
into the forms of art to utter "her cry against 
corruption." 

It W8S not to be wondered at that even those 
who saw the promise or the story should have mistaken 
its intention and missed its deeper meaning. 3 

Theae remarks became extremely interestlng when we 

put them alongside those of a later biographer, Antony Alpers: 

Virtually a free adaption of Anton Chekhov's miniature 
tragedy of a maltreated child, Spat Khochetsia, and on 
the face or it a straight-out plaglarism, The Chl1d
Who-Was-Tired provide&, st one and the same t1lrië, the 
first intiiDiit.ion that Katherine Mansfield had diseovered 
the Russian Writer, and the most convincing proo!, or 
rather confirmation, that she had no need to become his 
imitator. The charge that she copied her method from 
Chekhov has been made more than once, and the case of 
The Child-Who-Was-Tired has been cited to support it. 
But there are other considerations, which strongly 
suggest what 18 more interesting - an instance of the 
completely different backgrounds and personal circumstances 
of the two writers causlng them to arrive independly 
at deceptively similar methods. .~ 

The plagiarism itself - to admit the term for 
the moment - 1s indisputable. 4 

Alpers goes on to point out similarities between the 

3 Mantz and MUrry, p. 326 , 

4 Antony Alpers, p. 129. 



two stories then continues: 

No one can doubt, after putting the two stories 
side by side, that Katherine Mansfield knew 
Spat Ehochetsia when she wrote her own. 
Nëvertheless, the starting point for any 
consideration. of her indebtedness to Chekhov is 
not The Child-Who-Was-Tired at aIl, but the 
earlier and completely original story,The 
Tiredness of Rosabel. ~5: 

Before we con.sider what Alpers has to say about 
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The Tiredness of Rosabel, we shall minutely examine these wo 

stories~ The Child-1fuo-Was-Tired and SpatKhochetsia ,in an 

effort to discover fully the extent and nature of their 

s1milarity. It seems likely that Katherine Mansfield discovered 

the Russian story ln a German translation, and l will elaborate 

more on that later. Nonetheless, the story does appear in 

English translation at a much later date under the title of 

Sleepy in Select Tales of Chekhov, a translation by Constance 

Garnett which was publlsbed in London by Chatto and Windus in 

1949. There ls another English translation by R.E.C. Long 

which appeared in 1903, but Is-'ll present a quotation fram 

Antony Alpers which deals rully with that work, 

Chekhovts story, as it appears in Garnett's Collection, 

can be summerized as follows: Varka is a girl of thirteen who 

has lost her mother and father. She is working as a servant for 

a fam.ily of three, and her major job is to look after the baby. 

The baby la con tinually crying, and Varka is sleepy - emaus ted 

from over~ork. She slips into states of semi-consciousness 

5 Antony Alpers, p. 130 



and sees "a broad high-road covered with liquid mud." She also 

sees her mother and father and hears the latter moaning on his 

death-bed. Varka worka a long, hard day and at the end, when 

she hopes to find rest, visitora arrive. She la called upon to 

do many little tasks and finally to rock the baby to sleep. 

While she is doing this, ahe, like ~~e Child-Who-Was-Tired 

becomes obsessed with the des ire to kil1 the baby. Like 

Katherine Mansfield's Child, she alse succeeds in committing 

the murder. 

It can easily be seen by com:paring the outlines of' 

these two stories that a most striking resemblance of details 

exists; so striking a resemblance that one feels little doubt 

that Katherine Mansfield had read Sleepy. It ia difficult to 

imagine these two stories to be independently contrived. 

However, there are certain fundamental differences between 

these two stories which indicate that Katherine Mansfield used 

merely the bare outline or Chekhov's story, re~onditioning it 

completely to suit her own end; that she develo~ed the story 

afresh from her own mind and experience. It is as if two 

independent reporters were writing a report about the same 

event. l see in these two stories a basic dif~erence in 

technique between Mansfield and Chekhov which can be traced 

through the complete works of each writer. 

In both stories we see 8 young servant girl slipping 

into a semi-conscious condition; and in each case, the girl has 

a vision of a road. In the Manst'ield atory, it ia Ua little 



white road with ta II black trees on elther side"; in the 

Chekhov story, it is "a broad high road covered with liquid 

mud." Now in Katherine Mansfield's story this road la symbolic 

of the release and protection which The Child-\'lho-Was-Tired 

deslres. It is a subjective thlng. It seems that the Child 

has conjured up the vision or this little white road from 

her mind because of her intense subconscious yearnings, and 

that these yearnings are personal to Katherine Mansfield. In 

the story by Chekhov, the road ls a180 symbolic, but in a 

more objective sense. It is emblematic of the life which the 

little servant girl has had and her peasant associations. 

Chekhov writes this about the road: "and Varka sees a brosd 

high road covered with liquid mud; along the high road 

stretched files of wagons, wh1le people w1th wallets on their 

backs are trudging along and shadows flit backwards and 

forwardsj" .6. Later he writes: ItAgaln she sees the high road 

covered with liquid mud. The people with wallets on their 

backs and the shadows have Iain down and are fast aaleep. 

Looking a t them, Varka has a passionate longing for sleep; 

she would lie down wlth enjoyment, but her mother Pelageya 

1a walking beside her, hurrying her on." ? It can thus 

6 Anton Chekhov, "Sleepy~t Select Tales of Chekhov, 
translated by Constance Garnett. (London, 1949} , p. 98. 

7 Anton Chekhov, nSleepy~ p. 100. 
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be seen that the road in Chekhov's story represents an association 

with the past rather than a s~bol of what the young girl desires. 

The validity of this observation is made evident by consideration 

of the closing portions of each story. Mansfield's story ends: 

And she suddenly had a beautiful, marvellous idea. She 
laughed for the first time that day, and clapped her 
hands. 

"Ts-Ts-Tsl" she said "lie there, silly one; you will 
go to sleep. You'll not cry any more or wake up in the 
night. Funny, li ttle, ugly baby." 

He opened his eyes, and shrieked loudly at the sight 
of the Child-Who-Was-Tired. From the next roam she heard 
the Frau call out to her. 

"One mament- he is almost asleep," she cried. And then 
gently, smiling, on tiptoe, she brought the pink bolster 
fram the Frau's bed and covered the baby's head with it, 
press ed wi th all her might as he struggled, "1ike a duck 
wi th i ts head off, wriggling," she th ou ght • 

She heaved a long sigh, then fell back on the floor, 
and was walking along a little white road with tall black 
trees on either side, a little road which led t§ nowhere, 
and where nobody walked at all- nobody at all. 

Thus we see the Child suddenly decide that by destroying the 

baby she can reach the little white Doad. Mansfield shows us that 

she does achieve this goal. The little white road, then, is the 

goal or object of the Child's desires. These desires are primarily 

for freedom and for protection. The road itself is symbolic of 

freedom and the tall trees of protection. The fact that no one is 

on the road supports the theory that the road is a subjective 

vision created by the troubled mind of the Child-Who- Was- Tired. 

New let us consider the closing passages of Chekhov's Sleepy: 

8 Katherine Mansfield, "The Child-Who-Was-Tired," pp. 765-766. 



Agam Varlœ sees the muddy high road, the 
people wlth wallets, her mother Pelageya, 
her father Yefim. She understands everything, 
she recognizes: everyone, but through her half 
sleep she cannot understand the force whlch 
blnds her, hand and foot, weighs upon her, 
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and prevents her from living. She looks round, 
searches for that force that she may escape 
trom it, but she cannot find it. At last, 
tired to death, she does her very utmost, 
strains her eyes, looks up at the flickering 
green patch, and, llstening to the screaming 
finds the foe who will not let her live. 

That foe 15 the baby. 
She laughs. It seems strange to her that 

she has failed to grasp such a simp1e thing before. 
The green patch, the shadows, and the crickets seem 
to laugh and wonder too. 

The hallucination takes possession of Varka. 
She gets up from her stool, and with a broad smile 
on her face and wide unblinking eyes, she walks up 
and down the room. She feels pleased and tickled at 
the thought that she will be rld dlrectly of the 
baby that blnds her hand and foot •••• Kill the baby 
and then sleep, sleep, sleep.... . 

Laughing. and wink:ing and shaking her fingers 
at the green patch, Varka steals up to the cradle and 
bends over the baby. ~Vhen she has strangled him, she 
qulckly lies down on the floor, laugha wlth delight 
that she can sleep, and in a minute Is sleeping as 
sound as the dead. 9 , 

We see here that the rGad ia not mentioned by Chekhov 

in the closing portions of his story. The desires of Varka 

are immediate. She wishes to sleep and to live. She conceives 

of the baby as the thlng which i8 prohibiting her from the 

realization o~ these conscious desires. When she has kil1ed 

the baby, she at last la able to sleep soundly. There is 

pregnant irony in the last sentence, for the consequences of 

9 Anton Chekhov, "Sleepytl, pp. 102-103, 
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her action will undoubtedly mean that the hope o~ evermore 

being permitted to live and to sleep are,for Varka, as dead 

as the baby. Both The Child-Who-Was-Tired and Varka murder 

their charges; both achieve immediate realization of their 

wishes; but both have by their acts, murdered the possibility 

ot permanent ~ture happiness. This Is the ~ll extent ot 

the similarity. Varkats desires are conscious, she wants to 

live and to sleep. The Child-Who-Was-Tired has subconscious 

desires for treedom and protection, symbollzed by the little 

white road. Tc Varka, the baby la the toe who enslaves her. 

To the Child, the baby i5 a wall which is keeping her trom 

the little white road. Chekhov has analyzed the young girl, 

objectively presented her case and explained her emotions. 

Sleepy is another ot his impersonal, pyschJological studies. 

Katherine Mansfield has projected herselt into the body ot 

her character. l have pointed out earlier that the biographers 

Mantz and Murry have said,"The Child-Who-Was-Tired was 

undoubtedly herselt in the summer of 1909 - the Katherine 

Mansf'ield wearied with pain and crying in vain for reat," 

in connection with this story. Considering these indices, 

we can thus. conclude that al though Mansfield may have 

borrowed the idea of her story from Chekhov, she re-created 

it, made it an expression of her own inner emotions. Rer 
~ 

treatment of the material is entirely divergent from that 

of Chekhov. He la the story teller analyzing his subjeot, 



sitting at a distance, relating what his keen, knowing eye 

and sympathetic heart have enabled him ta understand about 

this little girl. Katherina Mansfield ia the little girl 

herself, and in telling what the girl feels, she ls 

describlng her own emotlons. In thls convenient instance, 

we can see clearly the fundamental difference between 
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Chekhov and Mansfield. The first la an impersonal and 

analytical writer; the latter la a subjective and imaginative 

writer. Chekhov explains the servant girl's emotions, bluntly 

tells us that sha considers the baby her foe. Mansfield 

provides us with intaresting details of the girl's thoughts 

and conveys her theme through symbols. Of course, Chekhov 

also makes use of symbolisme Tha little patch of green 

mentioned repeatedly in Sleepy might weIl be symbolic of 

Varkats wish for a healthy life and the minuteness or the 

happiness she finally aohieves. 

There are other characteristics of these two staries 

which provide us with indications of the distinguishing marks 

between Chekhov and Mansfield. In The-Child~1ho-Was-Tired, 

Katherine Mansfield introduces three extra characters. These 

are two little boys and a very young girl. By the introduction 

of these other characters, Katherina Mansfield provides us 

with additional reasons fo#miSery of The Child-Who-Was-Tired. 
Ir 

The reader is led to believe that it.what ls happening to the 

Child and not what has happenedwhich makes her life unbearable. 



No mention is made or the Child's past life, except that 

she was il1egitimate, and the reader finds no evidence to 

indicate that the Child remembers the past. Chekhov uses 
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the analytical method in contrast to Mansfield. He explains 

Varka's thoughts and reveals that the death of her father 

and the consequent misery of her mother have made a deep 

impression on the young girl's mind. Here again ia an 

illustration or another general distinction between Mansfield 

and Chekhov. In a large number or her stories, Mansfield 

focuses the attention on one particular time. Chekhov had a 

broader insight; in this. and most of his other stories, he 

analyzes aIl the forces which have created the major situation 

of his story. In Sleepy, he tells of the father's moaning 

in such a way that the reader teels the baby's wailing must 

remind Varka of her father's death. He describes scenes trom 

Varka's past lite, scenes which have been selected because 

of their pyschological pertinence. There i8 none of this in 

Mansfield's story. 

It is of interest to note that if Katherine Mansfield 

did read Chekhov's Sleepz, which very probably she did, the 

story it caused her to produce ia almost a perfect example of 

how ditferently trom Chekhov she treated the material at 

her disposaI. The very similarity of these stories provides 

a magnifying glass with which we are able ta discern the delicate 



diversity cf a.pprcach betwE"en the two authors. In this 

connection, l'Ile can see that Katherine ~Iansfield's 

experiences of life and persor::al feelings were a much 

greater influence on h'i:r than was the work of~ton Chekhov. 

The Child-ttlho-1r1as-Tired is evidence, h,_:wever, cf a different 

selection of matorials by Katherine Mansfield. It i8 a ccntrast 

to Most of her earlier, light descriptive sketches, but l will 

consider this matter later. 

There is another observation which can be made 

concerning the t'HO staries discussed above. The tragedy in 

Chekhov's story can be felt with more intensity than in 

Mansfield's story. It v-JOuld seem that Chekhov, through this 

technioue of impersonal treatment, might be at a di8advantage 

in the matter of emotional intensity. But on the contrary, 

he is able to communicate a strong sensation. Perhaps this is 

achieved by means of the atmosphere and tone of the story. 

In his analysis, there i8 always an effective atmosphere which 

captivates the reader. Moreover, Chekhov skillfully Uses the 

scenes fram her earlier life that Varka remembers to make the 

reader increasingly aware of the tragedy of her situation. 

His im)ersonal technique, while i t erases a11 traces of sentL'TIent

ali ty, S8ems ta be cor~ducive to a powerful tonal effectivenes8. 

The story Sleepy 8eems to owe much of its intensity 

to i ts simplici ty. \1mi1e Ka therine I-1ansfield' s Child enj oys a 

visionary sojourn, Varka remembers t~e terrible scenes of her 
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past, scenes vJhich arc uncomplicated and evaluated by her 

Hith child-like sirnplicity. But the reader makes his own 

evaluati cns and is gu.ided by the tone. In regard to moods, 

Chekhov is more consistent than Katherine }lansfield. Varka 

is deeply depressed throughout the story until she has 

finally fallen asleep. The Child-\Vho-vlas-Tir8d has moments 

of sublimation provided by her visicns of the little white 

road. Her mood shifts from one of depression to one of 

hopeful drearning when she has these LI.lusions. This shifting 

of the Child's mood se6ms to make her situation less tragic 

than that of Varka who does not enjoy even such fleeting 

maments of illusionary hope and escape. 

At this point, we must conslder the remainder of 

Antony Alpers~ opinion concerning these two stories and the 

co~~ents he adds to it about The Tiredness of Rosabel which 

l shall consider subse~uently. These are as follows: 

The Tiredness of Roaabel exhibits, in hCVJever 
immature a forrn, every essential feature by 
which a characteristic Katherine Mansfield 
story can be r ecognized: the focus on~single 
moment, isolating one cry from the heart to 
make it represent the vJhole of a human problem; 
the use of the facult;/'çf impersonaticn, making 
everything the character~ay Gr think rcveal 
sorne further aspect of their natures; the 
using of a day-drearn to assist this process; 
the dextrous control of three time-Ievels 
simultaneously; and the inimitable Sense of 
concreteness; and of course the central theme
a fastidious feminine receil fram the arrogant 
male, conflicting with a ramantic idealism and 
resulting in disi i lusionment. 
In 1908, Katherine Mansfield had not discovered 
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Chekhov. One selection from his stories 
did exist in English then: The Black Monk 
AND Other Stories, translated by R.E.C. 
Long and published by Duckworth in 1903, 
vlhen she was at Queen 1 s College. But apart 
from the fa ct that nothing in i t 1tJould have 
taught her how to write The Tiredness of 
Rosabel, there i8 reas on for believing that 
she did not know this b ook: it contained 
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Spat Kochetsia (under the title Sleepy Head). 
Since the New Age itself was takL:g an 
interest in the ne1.-Jly discovered Russian 
Hriters, Katherine would hardly have offered 
Orage a carnpletely undisguised version of the 
story in 1910 if she had knoHn a translation 
existed. Besides, aIl her literary discoveries 
frc:m her schoo1 years onvJard tend to be 
immediate1y recorded, either in her notebooks 
or by being communicated enthusiastically to 
friends, and there i8 no trace of her having 
heard of Chekhov unti1 The Chi1d-"vJho-\·ias-Tired 
makes its sudden appearance immediai...ely after 
her return from Bavaria. 
merything, therefore, points to her having 
encountered Spat Khochetsia perhaps in a 
German translation, lil{8 1tJyspianskis plays, 
and at the hands of the samo enthusiast - in 
Worishofen; to her having tried her hand at 
adapting it, and then having offered it, rather 
naughtily, to Orage en her return, in the be1ief 
that its original \-Jas not knoù-Jn in England. 
Artistically, her action was perfectly justified. 
The Chi1d-~Vho-Was- Tired shc~-J s ev c-:.,ry s ign of 
having been imaglned afresh, with no 1ack of the 
only kind of invention that mattered to Katherine. 
Mansfi eld, apd not one 8ign that she was darninated 
as she "'!rote ei thcr by Chekhov 1 s images or by 
anxiety to avoid them. 
The Tiredness of Rosabel, a fluke that foreshadowed 
her later work with remarkable comp1eteness and 
indisputab1e vriginality, romains the starting -
point for the whole question. ComiEg after it, 
The Child-Who-\'las-Tired is in the nat u.re of an 
exercise,a la mani~re de Chekhov,by an artist who 
had a1ready hit u]on her métier unaided • . 10 .° 

Antony Alpers, pp. 131-132. 



l feel that Alpers is correct in suggesting that 

The Child-Who-iûas-Tired was "imagined afresh," and l 

believe that the points l have made concerning this story 

corroborate that viev.T. vlhen one considers the story in 

the light of these ? oints, it s eems lli~fair to regard the 

composition of it as plagiarism. l do not believe that 

Katherine Mansfield in any "'VJay felt that she was plagiarising, 

but rather that she was presentine; her inter1)retation of an 

incident which had caught her attention. l have mentioned 

that Katherine l'1ansfield introduced extra children into her 

story, and perhaps l should peint out that one of the little 

boys is called Antonl NO,"1 'VJe cannot affix too much 

slgnifical'lce to this fact, yet it allm·js us to speculate that 

p erhaps Katherine Nansfield has curiously acknm-lledged the 

man fram whom she received the germ of her story by the use 

of his given name. 

Elisabeth Sclmeider has exrunined the case of 

The Chlld-vmo-Was-Tired and Sleepy. She presents this 

interesting coml'f'lentary itJhich provides a fitting termination 

for my inquiry: 

• • • • Yet the similarity between the two 
stories is too great for us to suppose them 
entirely independent. The central idea of 
Chekhov's t ale would be unlikely to occur 
of itself to another writer ••• 



Schneider goes on to point out the similaritles of plot 

that l have mentioned. She also comments on the 

"increasing tendency of the more modern w'ri ter toward 

concentration of tille, scene and interest,tI then 

continues: 

••• The ' explanation that l suggest for the 
similarity, which affiounts almost to a 
reproduction of the same story, is offered 
only tentatively. In spite of the very 
close parallel there was probably no 
deliberate plagiarism on the part of 
Katherine Mansfield. It se8ms unlikely, 
too, that, if she wero experimenting to see 
wha t she could do \.J i th the sam.e plot, she 
Hould have published it l.-Jlthout aCY..Ilowlcdg-
ment. Gnly a less exigent egcism than hers 
v.Jo1..üd be likely to seek, or find, satisfaction 
by an accamplishment not really her own. It 
seems more probably a case cf unconscious 
memory, a phenomenon common enoush in matters 
of detail, though not common in such complete 
instances. This is, of course, only surmise. 
But the interpretation is samewhat strengthened 
by another resemblance ljIThich l think is nOT 

fanciful, tho:.lgh i t is scarcely suscer) tible of 
definite pro of, of one of Katherine Mansfieldls 
later stories to a novel of Henry James. The 
fragment called The Dovels Nest, which is about 
a girl named Milly, sug~ests, in samething more 
subtle than its title ar~d heroinels name, certain 
parts in the latter _ half of Jame~sl The \Üngs 
of the Dove. S:mething of the spirit - tbe color 
of the aj,r, one might calI it, in the tHO houses 
(one in the south of France, the other in ItaIy), 
the t1.-JO 'IIJcmen living in each of them - much in 
the heroine herself, and in the author's unspoken 
attitude tm"lard her, a delicate, romanticized, 
veiled portré "'raI, though i t is qui te indefinable, 
seems distinctly similar. In this case a, writer 
1.iho was deliberately borrowing an atmosphere 1rJould 
hardIy have taken care to point the indebtedness 



by the use of the reminiscent title and a 
heroine with the same name. There is no 
similarity here of action cr of situation, 
and the whole is typical of those vague, 
unconscious reminiscences of which literary 
history affords any number of examples. If 
l am right in drawing this parallel, the 
probability that the earlier story was an 
unconscious imitation of Chekhov is somewhat 
strengthened. One feature of a certain type 
of imaginative mind is the power of taking 
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in that which appeals to it with so much 
activity of its own, so little of mere passive 
appreciation, that the memory afterward will 
seem to bear the stamp of its own imagination. Il 

It is impossible to pass final judgement on the 

case since the actual circumstances in cOLnection with 

this story "",Jill always remain a mystery. Miss Schneider 

seems, however,to have grounds for her o?inion, and it 

appears to me that Katherine Mansfield's use of the name · 

Anton might be œ ed to support her suggestion. 

In the case of The Tiredness of Rosabel, Alpers 

t ~o tOf' d ~n h' i 0 b t h Id h k seems o~Jus ~ ~e • ~s op n~ons, u e cou ave spo en 

mere fully. This story tells of a young girl who serves in 

a hat store. During the course of her working day, a man 

has happened to pay her a compliment, and she, when at home 

in her roam, day-dreams of a romance and marriage with the 

man as a partner. This story has mmy of the characteristics 

of a Jvlansfield story as Alpers has fOinted out. Mcreover, 

like The Child-Who-Was-Tired, it is highly subjective. The 

girl in the story is obviously the nineteen~year-old Katherine 

Mansfield who ""'Jas living in a room in London during the latter 

part of 1908. 

Il' Elisabeth Schneider, "Katherine Mansfield and Chekhov." 
Modern Language Notes, L (June, 1935).pp. 3s4-396. 



The Tiredness of Rosabel, hOHever, dces not succeed 

in causing the roader to feel any emotion. It is weIl written 

and entertaining, but one is inclined to think after reading 

it, "Here 1s a lonely girl dreaming of roma:.<1ce. So II'Jhat?" 

This story undoubtedly foreshadows many of the teclmiaues 

VJhich Mansfield 1.,ras to employ later. As a matter of fact, these 

very technicues mentioned by Alpers: imoersonation, focus on · a 

single moment, idealis tic day-dreamir~ g, arc in part the things 

which distinguish The Child-Who-Ù'Jas-Tired and Chekhov's Sleepy. 

There is no question, then, of Mansfield' s indebtedness to 

Chekhov for these aspects of her style; for not only are they 

not characteristic of Chekhov, therefore not v:hat he could teach 

a disciple, but she had developed them before there is ruly 

likelihood of her having read Chekhov. 

The Tiredness of Rosabel does not fully establish 

Kath e.'rine Hansfield' s freedom from debt to Chekhov, as Alper.s 

seems to imply. It holps to define 1rJhat 'ltJas individually her 

OVIn. But tha t can be as weIl established by comparis on of her 

la ter \-l crk wi th the i.fork of Chekhcv. Ccnsequently, if Ka therine 

Mansfield is indebted to Chekhcv, i t must be for something else. 

There is a much more intense sense of tragedy 

cOn1municated to the reader in The Child-Who-Was-Tired than in 

The Tiredness of Rosabel. It can be suggested that if Mansfield 

did learn anything from Chekhov bctween the composition of these 



two stories, it was the sense of a situation's potentiality for 

tragedy and emotion'\intensi ty. Even then, l have already 

shov.'lî. how, in the tvJO stcries ccmpared earlier, Mansfield f -alls 

short cf Chekhov in the matter of tragic intensity. We "lrlill 

see la ter, when Marriage à La Mode and Not V:anted are compared, 

hcw she eventually produces strongor emotional intensity than 

Chekhov. 

The T:i.redness of Rosabel, then, simply proves 'What 

comparison of aIl Katherine NansfieId' s work with that of Chekhov 

proves, which is that she was an idcalistic, romantic and 

subjective writer, while he was analytical and objective. The 

difference between it and her later storie s is one of degree of 

emotional cormnunication and development of ski1l in choosing and 

handling material. One feels that this story cou1d have been 

handled 1tJith greater effectiveness by an older I1ansfield. Miss 

Brill is a example of how the older Katherine Mansfield could 

more effectively sele ct and haEdIe the same general sort of raw 

material. 

Antony Alpers has mentioned t1.110 other stories, one by 

Chekhov é'.nd one by Mansfield which we must considere l sha1l 

allow his words to introduce them: 

"In nature everything has a rœaning, Il Ant cn 
Chekhov OEce wrote, "and everythirlg is forgiven, 
and :Lt wou1d be str8.nge n e t to forgive. Il The 



attitude is that cf Preludels auther at Bandol. 
Yet Prelude' s rnethod o1:~ed nothing to Chekhov. 
There 1:Jas a de ceptively clese resemblance 
between the two writer's views of life, and 
hence betlrJeen the forms they evolved to express 
them., but at the pCjint of actual creation there 
was a fundamental differ.once of attack. This 
difference becornes apparent at once if the 
opening paragraphs of Prelude, are compared wi th 
those of Che;chov' s story, The Steppe which also 
describes a childls journey to a ne'VJ hOl1te. 
Chekhcv begins his story with a statement. He, 
the au thor, admit ting his j,)res <snce from the 
outset, is giving an extericr description, 
,roviding the reader with certain facts that will 
be needed if only for conv enience, in the 
narrative that follows: 
'Early one morning in July a shabby covered 
chaise, one of those antedil\l.vian chaises l'>Jithout 
springs in v-Jhich no one travels in Russia 
n01:Jadays, except merchan t 1 s clerks, dealers and 
the less well-to-do among priests, drove out of 
N., the principal tm,rn of the province of Z., and 
rumbled nooily along the posting track. It rattled 
and creaked at every moment; the pail, hanging on 
behind, chimed in gruffly, and from these sounds 
alone and frorn the wretched rags of leather hanging 
loose aboat its peeling body one could judge of its 
decrepit age and readiness to drop to pieces. 
Two of the inhabi tants of N •• !ere sitting in the 
chaise; they wer-e a merchant of N. called Ivan 
Ivanitch Ku~mitchov, a man with a shaven face, 
wearing glasses and Il straw hat, more like a govern
ment clerk than a merchant, and Father Christopher 
Sireysky , the priest of the church cf St. NikCllay 
at N., a little old man with long hair, in a grey 
canvas cassock, a wide brimmed top hat and a 
coloured embroidered girdle. The former was absorbed 
in thought, and kept tossing his head to shal{e off 
dr01"rsiness; in his countenance an habituaI business
lilre reserve was struggling wi th the genial 
expression of a man who has just said good-bye to 
his relatives and has had a g ood drink at parting. 
The latter gazed l.dth moist eyes wonderL:.gly at 
God 1 s w ord ••• 1 

Katherine Mansfield drops the reader suddenly and 
surprisingly into the middle of a scene and situation 
which he must interpret for himself as if he had hap
pened on it by accident in real life: 

IThere was not an inch of roam for Lottie and Kezia 

1 

~ 
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in the buggy. When Pat swung them on top of the luggage 
they wobbled; the grandmotherls lap was full and Linda 
Burnell could not possibl, have held a lump of a child 
on hers for any distance. Isahel, very superior, was 
perched bes~de the new handy-man on the driver's seat. 
HOldalls, bags and boxes were piled upon the floor. 
"These are absolute necessities that l will not let out 
of my sight for one .instant," said Linda Bumell, her 
voice trembling with fatigue and excitment. 

Lottie and Kezia stood on the patch of lawn just in
side the gate aIl ready for the fray in their coats with 
brass anchor buttons and li ttle :bound caps wi th battle
ship ribbons. Hand in hand, they stared with round sol
e.mn eyes, fiDst at the absolute ne~essities and then at 
their mother. 

"We shall simpl,! have to leave them. That is aIl. We 
sh@.ll simpl,. have to cast them off," said Linda Burnell'. 
A strange little laugh flew fram her lips: she leaned 
back against the buttoned leather cushions and shut her 
eyes, her lips trembling with laughter. Happily at that 
marnent Mrs. Samuel Josephs, who had been watching the 
scene fram behind her d:bawing room blind, waddled down 
the garden path. 

"Why nod leave the chudren wi th be for the after:doon, 
Bis Burnell? They could go on the dray with the storeban 
when he cames in the eveding •••• " 1 

This is the method of The Tiredness of Rosabel, the 
method of oblique impe~sonation, extende~fram a single 
character to a group. Unpredictable, the author moves 
fram one character's mind to anotherls, now to Linda's, 
now to Kezia's, now to her own, detached, observing. And 
the reader, treated fram the ~eginning as one who already 
knows the scene and the people weIl, is tricked into fam
iliarity with them before he has time to feel lost~ 

Chekhov, having introduced( in translation) la merchant 
of N. called Ivan Ivanitch Kazmitchov,' proceeds to a full 
exterior description of him. 

Katherine Mansfield, introducing Pat as if by accident 
in the headlong course of two sentences about the chi ld
ren, contrives to intimate that there is aman on the scene; 
that he is probablV Irish; that he is Ithe new handy-man' 
who will drive the buggy; and that he is good with children. 
But aIl this is merely counterpoint to an ~xposition of 
the motherls attitude to her children, and of their be
wilder.ment in the great upheaval. 

Chekhov, of course, ~d not always write as leisurely 
as in The Steppe. But he did consistently use the external 
method-of âiscrlption, relying to a great extent on refer
ence to known types, and Katherine Mansfield, the New 
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Zealander, could not refer to types. 
She could never have described her buggy as " one 

of those buggies with buttoned-leather cushions in 
which no one travelled in New Zealand in those days except 
certain merchant' s families. Il It would have had no 
meaning; for Hew Zealanders or anyone else. She could 
not have described Stanley Burnell, on his subsequent 
appearance in the story, by saying whether or not he 
looked like a typical New Zealand merchant. There is 
no such thing. 

In other words, she could not assume her read
er's ramiliarity with any containing society or class. 
Chekhov not omly could byt had to do this, since it is 
in the nature of his medüum that the short-story writ
er must assume the reader's familiarity with SOHETHING, 
and Chekhov wrote for the readers of Russian magazines; 
he had his serfs and his merchants, sChoolteachers, 
priests, and monks, his 110ther RussiE:..!,' "and aIl the 
rest or it." Katherine Hansfield had nothing of the 
sort ( in dealing with a London shopgirl it was her
self who was in v~cuo). She must need assume her 
reader's familiarity with 'her people' and her 'un
discovered country'- and having done so, hasten to 
establish it ••••• 

•••• Prelude drew together everything that 
Katherine Mansfield had learned about her craft, 
from fhe Tiredness of Rosabel onwards, and was the 
first~anplete exprëSsi&n ot the attitude of life 
that had been her goal, in spite of aIl her wand
erings fram the path, these last seven years. In 
Saint Beuve's phrase, it was her first significant 
work. It marks the region where her genius rrrst 
took up its abode and thrived. 

It owed its origin and its character, not 
to any Russian writer, but to the fact that a spir
itual and emotiona1 crisis occur~ed at a critical 
moment in i ts author' s life which made her aware 
of her vocation, achieved her reconci1iation with 
her country, gave her emotiona1 stability through 
her love for her husband, took her southwards to 
the sun, and restored the power of detailed vision, 
in short, which provided aIl the conditions necessary 
for the fusion of her genius and her talents. 12 

12 Antony Alpers, pp. 214-219. 
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Agaln it seems ta me that Alpers is justified in 

his views, but could have been more explicite Fer one thing, 

l cannot ~~derstand why he chose to compare The Steppe and 

Prelude. These stories are entirely different hlhen regarded 

as complete compositions. The only faint hint of similarity 

between them is the fact that in each story, someone is 

moving to a new home. But in each story, this plot detail is 

made insignificant by the subsequent characterizaticns which 

owe nothing to it and could have been developed in a 

multitude of other circumstances. Katherine I1ansfield, in the 

Prelude, ls primarily interested in the inner lives and 

emctions of her four main characters, Kezia, Linda R:trnell, 

Stanley Burnell and Beryl Fairfield. She chcse to develop 

these characters while she has tham move to a new home. In The 

Steppe, Chekhov is giving his readers a panoramic vision of the 

whole cf Russia, the peasants, the country:side, the innkeepers 

and the higher classes. The device cf a child travelling 

across this Russia is an adrnirably convenient manner in ~Jhich to 

do this. In The Steppe, Chekhov is interested in TIluch greater 

forces than the particular idiosyncrasies and emotions of 

particular people. Like Shakespeare, he uses particular people 

simply to rev::;al general truths about human nature. This is not 

to say that his characters cannot be individuals. They are, 

Solomon in The Steppe ls completely an~ individual. But he is 
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also a means to provide a clearer realization of the genera1 

disease in Russian society. It seems strange to me that 

Alpers did not choose to compare The Prelude to one of 

Chekhov's many stories and character studies about wamen, 

since Prelude is essential1y the portrait of two women and 

a 1itt1e girl with the character of a man developed in 

relation to these. Thus it can be seen that the authors of 

Prelude and The Steppe set out to do entirely different 

things. 

However, the relationship of these two stories, one 

to the other, does serve further to illustrate the 

distinguishing marks between Mansfield and Chekhov. In the 

first place, l be1ieve that Alpers is absolutely correct in 

stating that the method of Mansfield in Prelude owed nothing 

to Chekhov. It i8 of interest to ccnsider the circumstances 

connected with this story às cited by John Middleton Murry: 

She stayed there (In France),some five weeks 
during which the novel, after a number of false 
starts, took a more de~inite shape. Its name 
was settled: i t was to be 1 The Aloe', for l 
have late1y discovered a 1etter of mine to her 
of May Il which refers to it under that name, as 
a matter of fami1iar knowledge between us. 
Hitherto l had been under the impression that 
'The Aloe' was not conceived unti1 after the 
death of he~rother October, 1915. Whether she 
actual1y wrote any considerable porticn of it 
in Paris between May 5 and May 19 is doubtful, 
but l think that there can be no doubt that it 
is to 'The Aloe' she refers when she says 'Ca 
marche, ça va, qa se dessire.' (May 8, 1915) 
But the emotional tur.moil did not subsideeasily, 



and so long as it existed Katherine was unable 
to realize 'The Aloe'. For that she depended 
upon imJard peace - on 'beine; in some perfectly 
blissful way at peace.' (letter of February 
3, 1918). She used that phrase to describe 
her condition while she I·las actually wri ting 
'The Aloe' in the early spring of lSl6 ~ the 
Villa Pauline, Bandol. Nor "lriaS it till"i'that 
her emotional turmoil irJas fully resolved. 

'Prelude' - Hhich "\rJas the final fonn of 'The 
Aloe' is nOir! an accepted classic. Its
revolutionary novelty, thirty years ago, is 
easily forgotten. Thorefore it has seemed to 
be Horth emphasizing that it was the final out
came of a prolonged period of gestation which 
probably lasted a full year. 13 

We have thus 2m ides. of the conditions in which 

Prelude Has written and the time taken to write it. 

6l 

As l have pointed out earlier, there Has a volume 

of Chekhcv's works called The steppe and Other Stories 

translated by Adeline Lister Kaye and published in 1915. 

But there is no evidence that Katherine Nansfield read 

this book. Moreov er, as l have intimated, there is only 

the slightest suggestion of similari ty between the hw 

stories in question. It is hard to understand vJhy A1pers 

has chosen these two stories to point out the fundamenta1 

difference of attack used by each auth cr. It seems to 

intimate that the y v-ler'e using different approaches to the 

sarne subject, whereas the purpose of each involved tHO 

entirely different themes. 

13 
Letters 

l 

J.M. Murry in comments contained in Katherine Mansfield's 
p. 14-15, 
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In any event, it is a fact that Katherine Mansfield 

in the greater part of her stories does employ the method 

of "dropping in on the scene." Many stories can be cited in 

evidence of this. For instance, in the Man Without a 

Temperament, she begins: 

He stood at the hall door turning the ring, 
turning the heavy signet ring upon his little 
finger vfhile his glance travelled coclly, 
delibera tely over the round tables •••• 14. 

cr in The Garden Party 

And after aIl the weather was ideal. They 
could not have had a more peri'ect day for a 
garden-party if they had ordered it. Windless, 
warm, ••• 15. 

Chekhov has a tendency in rnany of his stories to 

adopt th(c sinplest and most traditicnal narra.tive method of 

introducing a 3tory. Consider the tale, Excellent People 
\ 

which begins, "Once upon a time there lived in Hoscow a 

man called Vladimir Semyovi tch Liadovsky, " ••• , · 16. or 

The Lady Wi th The Dog which comrnence s, "It vJas said tha t 

a new person had appeared on the sea-front: a lady v-rith a 

dog ••• " One can continue endlessly producing evidence that 

Chekhov, in the greater pcrtion of his stories, begins with 

a simple description of the characters or character. In 

1L1 Ka therine Mansfi.eld, "Han Wi thout a Temperament;' 
Collected Stcries, p. 129. 

15 Katherine Mansfield, "The Garden Pa.rty: 
Stories, p. 24.5. 

Collected 

16 Anton Chekhov,"EXcellent People", 'l'he Duel etc., p. 165. 



An Anonymous Story, he actually spends three separate 

and ccnsecutive paragraphs to describe the three friends 

of the protagoniste It is thus obvious,as Alpers has 

pointed out, comparison of Prelude and 'l'he Steppe 

illustrates, and general examination of each author will 

corrobora te, that Katherine Mansfield owed nothing to 

Chekhov in regard to methods of approaching a story. 

Alpers is also correct in his statcment about 

Chekhov referring to types. l feel that he could have 

pointed out more convincingly that this was a perfectly 

natural thing for Chekhov to do and Katherine Mansfield 

not to do. Each writer had to communicate with the public 

by means of the symbols that public could understand, for 

each depended upon selling stories to magazines and 

periodicals. In Russia, the population was divided c;ui te 

neatly into certain classes. Certain rôles were demanded 

by society fram certain people. Even the thoughts of 

persons in a certain group were conditioned by that group. 

AIl through his stories, Chekhov makes us aware of the pOVJer 

of society to induce conformityand smother individualisme 

This was part of the sociological disease in Russia. In 

The Steppe, Chekhov tells us of Solomon who did not wish to 



play his ordained rôle of a commercial Jew. He contrasts 

Solomon to his brother 'VJho was happy to do, say, and think 

the right things, despising his brother for doing otherwise. 

Chekhov displays to us the censure and pressures directed 

at this man b ecause of his will to b e different. It was 

Chekhov's purpose to make the r eader aware of the ty) es in 

Russian society. His storie s are an outcry a e;ainst the 

molding and conditicning of a man's life by external forces. 

The story,Peasants, is a perfect example of this. Katherine 

Mansfield had no such purpose. Ccnseouently she did not find 

herself in the same position as Chekhov~ Hcreov cr, the 

society she was dealing with had a diffe r en t makeup, lending 

to grea ter individualisme It does not se em that Katherine 

"Mansfield was concerned with any general sociological 

problems. In Prelude, she writes of ~ articular people, and 

in her other works , she does likewise. As l have already 

intimated, Chekhov was interested in particular peo~le chiefly 

b ecause of the light they threw on general truths about life -

particularly Russian Life. 

One is able to e quate each major cha racter in Prelude 

to real people in the life of Katherine M~~ sfield~Stanley 

Burnell ls her father and Linda Burnell, h e r mother. Beryl 

Fairfield is her aunt. Kezia, of course, is Katherine 

Mansfield herself. The incident itself ls drawn from a real 



life adventure. When Katherine Mansfield was a child, her 

family did move in much the way described in Prelude. 

Mantz and Murry, in their biography of Katherine Mansfield, 

describe~ the relation of real facts to thore spoken of in 

Prelude in The Life of Katherine Mansfield. 17 

It is obvious, therefore, that the authoress of 

Prelude is dravJing from her own pers onal experieD.ce. She 

is not trying to establish any general truths but is 

dealing with the private emotions she has felt and feels 

that thcse vJho have lived close to her have known. Again 

we see that the story, Prelude, like The Child-Who-Was-Tired 

and The Tiredness of Rosabel, is highly subjective and 

describes sensuous experieLce. This is in marked contrast 

to The Steppe by Anton Chekhov. In this story, as in aIl 

his stories, Chekhov is the physician diagnosing a disease. 

He succeeds in making the reader keenly a\-Jare of the sfck 

Russia: 

'What am l doing?' Salomon repeated, and 
he shrugged his shoulders. 'The srune as 
everyone else ••• You see, l am a menial, 
l am my brother' s servant, my brother' s 
the servant of the visitors; the visitors 
are Varlamov's servants; and if l had ten 
millions, Varlamov would by my servant.' 18 

Everyone is hrunmered into servility by the forces 

of Russian life. The pOv-Jer of moneyand the worship of false 

17 11antz and Murry, -Chapter .Four. 

18 Anton Chekhov, "The Steppe", The Bishop and Other Stories 
-frntJS-t..A:u-ü by C. Garnett (London 19l9),P. 209. \ 



values are brilliantly illustrated in The Steppe. AlI 

through the story, one feels the presence and force of the 

countrY:side and realizes that the people of Russia are 

less fortunate than the animals on the steppe; yet they 

have the power to 1<:111 these animaIs as the forces of 

society have the power to crush them. 

The solita.ry e1m stands alone, tOvlering over the 

surrounding steppe, as he who advances higher than his 

fellow men stands alone. The Steppe revea1s to us hovJ 

Chekhov could see the things which the ordinary man had 

not the Dower to see. He is 1ike the man cal1ed Vassya: 

Everyone began staring into the distance, 
looking for the fox, but no one cou1d see 
it, only Vassya with his grey muddy -
looking eyes, and he was enchanted by it. 
His sight was extraordinari1y keen... He 
was so long-sighted that the brown steppe 
was for him always full of life and 
interest ••• 19 

Chekhov was also enchanted by the wcr1d he saw, 

and for him it was always full of life and interest. 

Essentially the difference between Mansfield and Chekhov as 

particularly illustrated in the Prelude and The Step~e is 

that Katherine Mansfield depended on her extraordinary 

sensitivity, and Chekhov depended on his extraordinary vision. 

Chekhov felt because he saw; Mansfield saw because she felt 

19 Anton Chekhov, "The Steppe", p. 235. 
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- with aIl the limitations that implies. Chekhov's work 

can be properly termed intellectual evaluation, while that 

of Mansfield can justly be considered emotional representa-

tion. 

Further study of these two stories, the Prelude 

and The Ste-oDe ,provides us "I.Ji th an excellent opportuni ty 

to compare certain aspects of their author's styles. Here 

is Katherine Mansfield describing dawn: 

20 

Dawn came sharp and chilI wi th red clcuds on 
a faint green sky and drops of via ter on every 
leaf and blade. A breeze blew over the garden, 
dropping d ew and dropping petaIs, shivered over 
the drenched paddocks, and was lost in the 
sombre bush. In the sky some tiny stars 
floated for a moment and then they were gone -
they were dissolved like bubbles. And plain 
to be heard in the early quiet was the sound 
of the creek in the padd ock running ov e r the 
brown stones, running in and out of the sandy 
hollol\'s, hiding under chunps of da rk berry bushes, 
spilling into a swamp of yellow water flowers 
and cresses. 
And then at the first beam of sun the birds began. 20 

Chekhov also described the rising of the sun: 

••• The sun had already peeped out tram beyond 
the town behind them, and quietly, without fuss, 
set to its accustomed task. At first in the 
distance before them a broad, bright, yellow 
streak of light crept over the ground where the 
earth met the sky, near the little barrows and 
the windmills, which in the distance looked like 
tiny men waving their arrns. li. minute la ter a 
similar streak gleamed a little nearer, crept 
to the right and embraced the hills. Something 

Katherine Mansfieldl"Prelude~t Collected Stories p. 24r 
\ 



warm touched Yekirushka's spine; the streak 
of light, stealing up from behind, darted 
between the chaise and the horses, moved to 
meet the other streak a.nd soen the whole wide 
steppe flung off the twilight of early morning, 
and was smi1ing and spark1ing with dew. -21 

Wi th these two descriptions of dmm we have a 

unique opportunity to realize the wonderfu1 skil1 "Thich 

both Nansfie1d and Chekhov possessed, and yet how differently 

they painted their pictures. Chekhov's sunrise is much 

more genera1 than Katherine Mansfie1d's. He delights the 

reader with skillful metaph crs as he personifies both the 

sun and the steppe. When one has read his words, one 

rea1izes that they are also accurate; that is, naturalistic. 

The first rays of the sun do creep and dart. His sunrise is 

everyone's sunrise; it is univers al. Just as he provides 

us with the broadest insight into hQman nature, he also 

provides us with a picture of the sun rising as it does in 

every one 's 'back yard. One is reminded of Shakespeare. 

Katherine Mansfield's sunrise is a particular one 

in a particular place, although described with universal 

syrnbols. There i8 a breeze blowi ng, a creek fl cMing into a 

swamp, and clumps of IIdark berry bushes" nearby. Just as her 

staries concern particular moments for particular people, this 

description seems to embrace the sarne principles. Perhaps it 

21 Anton Chekhov, "The Steppe~ p. 172. 



is not as powerful as Chekhov's description, but it has 

more colour. There are IIre~! clouds" and a IIfaint green 

sky"; "brc\-m st ones" and "yellow water flb"\.~ers." Katherine 

Mansfield uses metaphorical language (The breeze and brook . 

are personified) but not as consistently as Chekhov does. 

One is much more arrested by the rays embracing the hills, 

Ifstealing '.lp from behind,1f than by the breeze shivering. 

Yet her picture is pretty ac d more sensuovs. There is a 

certain delicacy of detail which causes one to feel 

Mansfield's description to be peculiar~ly feminine, as one 

also feels Chekhov's to be peculiarly masculine. The French 

say, "Vive la Différence." It is a good thing to have both. 

Chekhov has painted a TIluch broader picture than 

Katherine :r-~ansfield. She has selected certain minute details 

wi th 1r!hich to fashion her description. There is a grea ter 

abundar:.ce of colourful adject:i..ves in Ka therine Mansfield' s 

description; she employs three more than the thirteen ih 

Chekhov' s sl ightly longer passage. Moreover, there are four 

significant and independent actions taking place in 

Ka therine Mansfield' s illustration. The sun i8 r.I_8ing, the 

breeze is shivering, the stars are floating, and the creek 

i8 flO1...ring. The activi ty of the sun i8 the only significant 

action in Anton Chekhov's wcrk. Consequently, the Russian is 

enabled to focus the reader' s mind 1..JÎ th more concentration. 

'r-, 
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It seems to me that it is possible to trace this aspect 

of the difference between the methods of Ghekhov and 

Mansfield througtcut aIl their works. We have seen 

in Sleepy and The Child-Who-Was-Tired that Chekhov 

concentrates on Varka and the forces which have affected 

her, while Katherine Nansfield introduces three extra 

characters with the corresponding descriptions of these 

characters. But we have also seen that Iv!ansfield dues not 

do thj.s irrelevantly and makes excellent use of her extra 

material. Similarly she makes excellent use of the extra 

material in the passage l have quoted above. \ve can see 

clearly that Katherine Mansfield had different methods 

from those of Chekhov, and tha t she '\tJas as skilled in the 

employment of her devices as Chekhov was in the use of his 

own. 

In conclusion, l might add that Alpers is correct 

in his statement that Katherine Nansfield, through her 

method of obliC'ue impersonation, Has able to extend her 

aHareness from a single character to a group. 'l'hroughout 

the Prelude, she shifts skillfully from one character's 

mind to that of another. At one moment the reader is 

sharing the inner emctions of Linda Burnell, at the next 

moment, those of Kezia or Beryl. In Chekhov's sto~J, there 
, 
vl' 

i8 no shifting into the minds of different characters~the 
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way employed by Katherine Mansfield. \'le are able to 

tell the points of view of different characters by 

their conversation and the author's external descriptions, 

but we are not carried suddenly fram one character's mind 

to that of another. The story flows frcm ev ent to event 

and character ta character by the simple narrative means 

of the boy' s movemen ts and consciousness. 1tJe are also 

aware of the author's presence at all times; as he 

repeatedlYJ interjects philosophical statements and 

observations which are independen t of the boy' s awareness. 

But these are parallel to the boy's awareness and are 

presented at the times when Yeg orushka is observing the 

subject in question. Consider this passage from 

The StepDe: , 

••• Yegorus~ka saw the sky by degrees 
grow dark and the mist fall over the 
earth - saw the stars light up, one 
after another ••• 
l~en you gaze a long while fixedly 
at the deep sky,thoughts and feelings 
for s eme reason merge in a sense of 
loneliness. One begins ta feel 
hopelessly solitary, and everything one 
used to look upon as near and akin 
bece~ infinitely remote and value
less ••• .22 

1tlhile this type of authorial comment is to be 

found obtrusively sprinkled through the works of 

Chekhov, it is relatively inconspicuous in Mansfield's 

22 Anton Chekhov, "The Step~~ p. 2511 



vwrks. She does inter ject various cormnents i'rom time to 

time, but the r eader is hardly aware of the aut hor' s 

presence. She also describes her charact e rs often "d th 

the external method but never interj e cts the Henry 

Fielding c.r William Thackeray type oi' isolated commEnt. 

In this sense Mansfield was more modern than Chekhov. 

At t h is p oint, h aving compared a small portion 

cf each author's work, it seems tha t we must conclude 

tha t Chekhov had little or no a9preciable influence on 

the farm of Katherine Mansfield' s work. The Child-Who-1rlas-

Tired, as we "Jill see, stands as an uni c.ue c a se which needs 

no more explanation. 
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In comparing the stories or Chekhov and Mansrield, 

l have discovered what appears to be a striking resemblance 

between another of the latterts compositions, Marriage à la 

Mode, and Not Wanted by Anton Chekhov. Not Wanted exists 

in two different English translations. It is contained in 

Stories of Russian Lire, translated by Marian Fell and 
.1 

published in lS15; and appears again in The Party and Other 

Stories, volume rour in the series of compositions 

translated by Constance Garnett. The Party and Other Stories, 

was first published in 1917 and reprinted in 1919. 

Katherine Mansfield completed the story, Marriage à la Mode 

between July, 1921 and January, 1922. There is thus no 

reason why she could not have read Chelchov 1 s Not Wanted 
, 

before she wrote her Narriage a la Mode. H01,-Jever, according 

to her private papers, there is no positive evidence that 

she did in ract read that story. l'le do know tha t she was 

rond of Garnett's translations and had read volumes one and 

tvw, appearing immediately berore The Party and Other Stories. 

Not Wanted begins with the description of a man, 

Pavel Zaikin, travelling to his summer home for a week-end 

visite His wife and ramily are living in this summer home, 

Hhile he lives in the city and commutes on week-ends. The 

l Anton Tchekorf, Stories or Russian Life, transe 
Marian FeIl (New York, 1915), p. 167. 
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man is a member of the Circuit Ccurt. While one the train, 

Pavel Zaikin meets another man \,Jho is on a similar trip to 

the suburbs. They talk and commiserate with each other. 

When Zaikin eventually arrives at his home, he finds only 

his six-year-old son is there. His wife i3 out with some 

friends, rehearsing a play. The man talks vJith his son, 

somewhat unjustly chides the boy, then finally feels a little 

ashamed and treats him with more war.mth. The wife then 

returns with three friends, two men and a woman. These 

people are shown to be BohemJan types who are obviously friendly 

with the w:i.fe fer their own advantage. Although there is 

no supper ready for Zaikin, his vlife, Nadyezhda, quiclcly asks 

him. f or mcney to buy food for her friends. She has no time 

for convers a ti on 1rJÎ th him as her friends occupy every minute. 

When night comes, Nadyezhda asks these thrce people to stay 

over-night at her home, and ZaikiniS told to sleep in the 

study so tha t his bed can be used by one of them. The story 

ends wlth the husband going out for a walk and meeting his 

acquaintance from the train, who has also encountered a 

"not 1rJanted" situation. 

Marriage à la Mode begins with a lawyer, William, 

also paying a visit to his family 1rJhich is living in the 

country for the summer. While on the train, William thinks 

about his wife and ls agitated by t he change that has taken 



place in her. When he arrives at the country hcme, his 

wife is 1tJith two men and t~'JO women. These people are of 

the same type as the wife 1 s friends in Chekhovts story. 

They ar e obviously sponging on William 1 s wife, Isabel, 

end have little or no regard for him. They eat the fruit 

which \'lilliam has brought for his children. After the 

company has had tea, everyone except William goes bathing. 

He stays at home. When the bathers have returned, there 

is a lot of small talk, and we disccver that one of the 

party is an alle~ged artist; another, a poet. Eventually, 

William departs again for the city and while on the train, 

he writes a letter telling Isabel of his dissatisfaction 
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with the situation he had encountered at their country home. 

He does not do this 1tJith words of criticism but very warmly 

indicates that he is u..'1.happy. The messaé,:e could be 

considered a lov 2 letter. Isabel reads this letter to the 

people at her home, and everyone takes gre.at delight in it. 

For a moment, she feels remorseful and ashamed, but 

eventually she pûts away the letter and joins her friends. 

We ma '; readily see that the plot in each of these 
.. 

two stories, Not Wanted and Marr1age a la Mode )1s fundament-

ally the sarne except for an additional twist at the end of 

the latter. Both stories begin with a husband returning 

to his family fer a week-end visite The initial paragraph 

in Not Wanted i~this: 



Between six and seven o'clcck on a July 
evening, a crOl.Jd of summer visitors -
mostly fachers of families - burdened 
with parcels, port-folios, and ladies' 
ha t boxes, was trailing along from 
the little station o~elkovo, in the 
direction of the summer villas. They 
aIl looked exhausted, hungry, and ill
humoured, as though the sun were not 
shining and the grass were not green 
for them. Trudging along among the 
others '\-Jas Pavel Ma tveyi tch Zaikin, a 
member of the Circuit Court, a tall, 
stooping man, in a cheap cotton dust 
coat and with a cockade on his faded cap.~ 

Marriage à la Mode begins: 

On his way to the station William 
rememb cred with a fre~sh pang of dis
appointment that he was taking nothing 
dovm to the kiddies. Poor li ttle chaps! 
It was hard lines on them. Their first 
Hords ahlays were as they ran to greet 
him. 'What have you got for me, daddy?' 
and hehad nothing. He would have to buy 
them some sweets at the station. But that 
was what he had done for the past four 
Saturdays; their faces had fallen last 
t,ime when they s aw the sarne old boxes 
produced again. 
And Paddy had said, 'I h lic\ red ribbing 
on TIine bee-fore! ' 
And Johnny had said, 'It's ahmys pinl{ on 
mine. l ha t e pink!' .3 

We see that the dismal tone created in each of these 

passages is almost identical. Even the factual details are 

simila~ Each man is a member o~the legal profession and in a 

gloom:r rocod. 

2 Anton Chekhov, The Party and Other Stories, trans. 
Ccnstal~' ce Garret (London, 1919 ), p. 247. 

.. 
Katherine Mansfield, "Marriage a la Mode," Collected 

, p. 30S. 
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In these two passages, we again see the habituaI tendency 

of Katherine Hansfield to present the particular... the 

s\rJeets for the kiddie s, "re d ribbing"; while Chekhov deals 

v'ÎÏ th the more general ••• a crm-.;rd of summer visi tors 

burdened with parcels. As the two stories unfold, we see 

that both Chekhov and Mansfield are relating the emotional 

exhaustion of.their husband characters to the general physical 

exhaustion occasioned by the intense summer heat. KathE,rine 

Mar~sfield uses her familiar device of a shift in time \rJhile 

Chekhov introduces a new passenger on the train to talk to 

Zaikin. William thinks of the days when his wife was wholly 

his O\rJn, and this increases the tragedy of the situation. 

In Chekhov's story, the tragic intensity i3 mitigated by the 

fact that the other passenger is also suffering and that they 

can compare complaints and find solace in each other. Wnen 

Zaikin and his travelling acq~aintance meet again at the end 

of the story, the reader is somewhat amused and sympathizes 

\-Ji thout being outraged. l have pcinted out earlü,; r that in 

The Child-i'Jho-\1as-Tired, "Hansfield Cl'sa ted les s emotional 

intensity than Chekhov in Sleepy. The situation is now 

reversed. It can casily be scen that in the later story, 

M . .. 'M l dh ' arrHl.ge a la l"lode, the reader is a most outrage y tne 

ccnscious and unconscious suffering of William. The situation 

becœles particularly intense when Isabel reads his letter, and 
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her :parasitic friends make fun of the man whose money is 

feeding them. We will see, when more of her work is 

considered, that Katherine Mansfield produced stories which 

were increasingly i n tense as she grew older. It might be 

that she was influenced in this connection by the work of 

Chekhov. 

One is inclined to think that Chekhov's story, 

. ' Not Wanted, is more plausible than Marrlage a la Mode. The 

husband, Zaikin, ep-dures a~ot, yet he has companion sufferers 

in his son and also the man on the train. Moreover, there 

is an incident where his son brings in a number of insects 

in a box. AlI these insects are pinned to the box, yet are 
vi 1'1'1 

still living and scratching~their legs desperately. It could 

be that Chekhov meant to tell us symbolically that there are 

actually numArous peo1)le who are "not wanted ll
, but trapped. 

·In any event, 1"'e realize that he is again attempting to convey, 

not a particular situation of unioue suffering, bLlt an example 

of something -vihich is common in Russia and probably in all 

the world. "People are like the insects, pinned in a box so 

that their futile struggling might serve to amuse," is what 

Chekhov seems to be saying. There is an undertone of humour 

throughout the story. The passenger on the train is referred 

to s imply as "the mQn wi th red trousers Il ltJhich seems t 0 help 

produce this light undertone. 
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Chekhov also makes the reader aware of the infinite chain 

of relationships as he has the suffering husband become 

angered with the boy, who in turn has pinned the insects. 

In ccntrast to the general implications of 

Chelchov's story, Hansfield in Marriage à la Mode seems 

largely to particulari~e. Her fundamental idea of a 

husball.d visi ting hi s almos t- estrangGd w ife a n d farnily is 

identical to Chekhov's idea. Yet she introduces the letter 

which the husband sends at the end, the group laughing at 

the letter, and the wife's final brutality in abandoning 

the letter and going off with her friends. These extra 

incidents cause the story to become more intensely pathetic 

but also detract from the plausibili t~r, for i t is difficul t 

to believe that people are capable of such actions; and 

even if we grant that they are, Katherine Mansfield somehow 

does Dot cause us to want to believe. William is portrayed 

to be the Most tender and weIl meaning of men. He grieves 

because he has to take his children the sarne presents again. 

His letter at the end c cntains not even harshness. It is 

difficult to believe that Isabel could be so cruel to such 

a good man. The reader is dissatisfied when Isabel finally 

jOiES her friends, and the story terminates. 

We have seen, then, that the frameworks of 

Harriage à la Mode and Not Wanted are very much the same. Afso, 

-i:he artist typ es in bath tales are largely alike. Chekhov 



describes the wifels friends as follows: 

••• Nadyezhda Stepanovna and her visitors, 
",Ji th much noise and laughter set to work to 
rehearse their parts. Fc,r a long time Pavel 
Hatveyi tth .- heard Korcmyslov 1 s nasal recl ting 
and Smerkalovls theatrical exclamations. 

The rehearsal was followed by a long 
conversation, interrupted by the shrill 
laughter of Olga Kirillovna. Smerkalov, as 
a real actor, explained the parts with aplomb 
and hea t. 1.~ . 

Katherine Mansfield provides us with this description: 

There in the glare waited the taxi, with Bill 
Hunt and .Dennis Green sprawling on on e side, 
their hats tilted over their faces, .,lhile on 
the other, Moira Horrison, in a bonnet like a 
hugs strawberry, jumped up and down. 
"No ice! No icel No icel" she shouted gaily. 
And Dennis chimed in from under his hat. "Gnly 
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to be had from the fish monger 1 s. t! And Bill 
Hunt, emergiEg, added, "\rJith whole fish in it." S 

vJe can see tha t both Nansfield and Chekhov are 

satirizing the friends of the wife in each story. A more 

complet e examination of aIl the material in each story will 

reveal how closely parallel are the complete pictures of 

these p eople in Not Wanted and Marriage à la Mode. 

\fuile consi dering the hJO ~') assage s above, \,Je may 

also notice hm·] much more detached and generali zed Chekhov is 

in his descriptions and representati Gns. He ) rovides us with 

4 Anton Chekhov, "N et \;fanted" , The Party, et c • , p. 2S~-. 

5 Katherine Mansfield,nMarriage à la lJIode,1I 
Stories~:, p. 314. 

. Collect ed 
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external description in the case above and also throughout 

aIl his worJ.c. Mansfield' s method seems to be more personal 

and vivid. Instead of s u.mming up in expressions like 

"s- h,.. 1 Il laughter," "theatrical exclamations, Il she ~:Jrcvides 

us with their c cnversati on and allows us to make our own 

decisions. 

There is a pcssibility that Katherine Mansfield, as 

sug[ested by the similarities l have pointed out and the 

identical frameworks of each story, did owe the idea of 

Marriage à la Mode to Chekhov's Not Wanted. This is, however, , 

of less significance than the fact that here again we have 

J-1ansfield a:1d Chekhov each giving independent and personal 

treatment tO similar ideas. On examination, we discover that 

these separate treatments are also characteristic cf each 

author. 

There is another parallel involving a story by 

Chekhov and cne by Nansfield which l have found to be 

particularly interesting. The tvJO stories concerned are 

Chekhov's The Looking Glass and NJUlsfield' s Taking the Veil. 

The Looking Glass is contained in The Horse Stealers and Other 

Stories which was translated by Constance Garrett and 

published in 1921. As l have mentioned in section (H) for lS'21, 

in Chapter Two of this thesis, l'Je are sure that Katherine Mansfj_eld 

read The Horse Stealers illld Other Stories. Conc erning the date 

of Taking the Veills compositic-n, J.M. Murry writes this: 



Between Octob er 1921, when the original plan 
of this volume (The Garden Party) was 
sketched, ~nd the end of January 1922, she 
finished other stories which she had not 
foreseen. These were,A cupof Tea, 
Hone:ymoon, Taking the veil... ',6 , 

There is consequently a sound possibility that 

Katherine Mansfield wrote Taking the Veil shortly after 

reading The Looking Glass. 

Both of these stories are very short. In regard 

to detail, they are very different, but the idea which i8 

basic in both is precisely the srume. In each story we 

have a young girl dissatisfied with her present condition 

and musing or day~dreaming about the futur.. Each girl 

visuali zes the outcame of a step which might be taken and 

discovers it to be so disheartening that she finally 

becames completely satisfied with her present condition. 

In Taking the Veil, the girl, Edna, i8 engaged to 

be married to a young man called Jimmy. They g0 to a 

theatre together, and she imagines that she has ,fallen in 

love with an actor. She decides that she cannot really be in 

love with Jlimny and that she should terminate her romance 

with hill. However, Edna realizes that she cannot marry the 

actor, and thüs she concludes that she must marry no-one and 

become a nUIt. She muses about the life of "cl oister'd virtuel! 

6 J .M. Murry in the Introduction to "Garden Party:l 
Collected Stories, p. 385. 
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and finally imagines her own death and her parents, with a 

whit~aired Jimmy, visitingper grave. At that point, a 

frightened Edna returns to the present and realizes that she 

is really in love vJith Jïmmy and tha t she will find a 

satisfactory life with him. The tone of the story is light, 

yet there is an undertone of:. serlousnesi. 

In The Looking Glass, Chekhov presents us with a 

young and pretty girl, Nellie. This girl is constantly 

dreaming of marri age and is anxious to find a suitable husband. 

She is sitting before~looking-glass and falls into a day. drerun • ....... 

She envisions a wonderful husband; then in her dream he falls 

ill. Nellie rushes frantically in search of a doctor. She 

encounters many difficulties in her quest and 

Then she saw against the grey background how 
her husband was in straits every spring for 
money to pay the interest for the mortgage to 
the bank. '.He could not sleep, she could not 
sleep, and both racked their brains until 
their heads ached, thinking of hew to avoid 
being visited hy the clerk of : the Court. 
She saw her children: the everlasting 
apprehension of cOlds, scarlet fever, diphtheria 
bad marks at school, separation. Out of a 
brood of five or six one was sure to dieC •• 
••• ) Samething fell from Nellie's hand and 
k~~cked on the floor. She started, jumped up, 
and opened her eyes wide. One looking-glass 
she saw was lying at her feet. The other was 
standing as before on the table. 
She looked into the looking-glass and saw a 
pale, tear-stained face. There was no grey 
background now. 
'1 must have fallen asleep," she thcught with a 
sigh of relief. 7 ,' 

7 Anton Chekhov, "The Looking Glass", : The Horse 
Stealers, etc., pp. 156-7. 



The tone of Chekhovts story is as light~ as 

Mansfield 1 s)but there seems also to be an undertone of 

seriousness. There is mention of death in both Chekhov's 

and Mansfield's story. When Edna in Taking the Veil 

envisions a vlhite-haired J:i.m.my visiting her grave, this i8 

what ensues: 

Edna's black book fell with a thud to the 
garden path. She jumped up, her heart 
beating. My darlingl No, it's not too 
late. It's aIl been a mistake, a terrible 
dream. Oh, that white hair! How could 
she have done it? She has not dene it. Oh, 
heavensl Oh, what happinessl She is free, 
young, and ncbody knows her secret. Every
thi~g is still possible forher and JDmmy. 
The house they have planned may still be 
built, the little sole.mn boy with his 
hands behind his back watching them plant 
the standard roses may still be borne His 
baby sister ••• But when Edna got as far as 
his baby sister, she stretched out her arms 
as though the little love came flying 
through the air to her •••• . 8.. 

We can see how different these two stories are iD 

much of their detail, how one deals with a girl and her 

visions of marriage and its troubles; and how the other 

deals with a girl and her visions of a solitary life and 

death. Yet there are seme details which correspond. 

Consider "Sornething fell fram Nelliets hand and knocked 

on the floor. She started, jumped up, and opened her eyes 
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wide." and "Edna's black book fell with a thud to the garden 

8 Katherine Mansfield, "Taking the Veil", '. Collected Storie s, 
pp. ~2l-422. 
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pa th. She jumped up, her heart bea ting. " Both girls are 

revived by something falling. They react in almost identical 

ways. The object which falls in each case is symbolic of the 

dark vision that the girl has Just experienced,i.e., "the 

black book" and "the looking-glass". 

Here again, we may say that there is a possibility 

that Katherine Mansfield either ccnsciously or unconsciously 

received the idea for her story fram Chekhov. The great 

difference of detail in general frees her from any hint of 

plagi~rism. Yet here again we have an excellent example of 

how differently Mansfield and Ghekhov chose to approach and 

handle the same idea. In the passage l have quoted, we see 

Katherine Mansfield employing her typical touches of detail. 

While Chekhov concludes wi th a simple, trshe thought wi th a 

sigh of relief", Mansfield intrcduces a whole new vision of 

standard roses, houses, babies, pigeons, etc. This ls 

entirely in keeping with the characteristics we have already 

discovered to be associated with each author. Moreover, the 

actual details of the dream are Just what we would expect from 

earlier exarnination of their individual techniques. Chekhov 

provides us with a realistic, generalized picture of marriage 

troubles. He has an eye for the practical detail)i.e., 

,"scarlet fever," IIbad marks at school", financial difficulties. 

This picture is universal. It could apply to any Canadian 

j 



family as weIl as to a Rus sian one. Little girls dreaming 

of marriage are as natural and universal aslittle girls. 

Like each previou~ansfield story exrunined, Taking the Veil 

describes a particular pers on in a particular situation. 

Edna's vision dces not introduce bare, practical facts about 

every day life. It is more ramantic. It concerns idealistic 

preservati on of purity and abounds with minute.particular 

descriptions. 
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In regard to style, we can see in the two passages 

immediately above that just as in the two previous descriptions 

of s~rise, Mansfield has added more pictorial detail and 
'J 

colour to the picture, while Chekhov has painted with broad, 

smooth strokes. The results are the srune. 

There are two more stories which are of pertinent 

interest when considered side by side. One of them is 

Katherine Mansfield's The Fly which was written in February of 

1922. ~ . ... The other is Chekhov's Small Fry which appeared 

in The School Mlstress and Other Stories published in 1920. 

This book was volume nine in the series of Constance Garnettts 

translations and, as l have shc·wn in Chapter Two of this thesis, 

we can be almost certain that Katherine Mansfield read the 

book. Sylvia Berkman has written: 

9 J.M. Murry in the Introduction to IIGarden Party;' 
Collected Stories •• , P. 385. 



Perhaps the image was refreshed in her mind 
during her r eading of Shakespeare at the end 
of 1921, shortly before she wrote The Fly by 
the lines cf Lear: 

'As flies to wanton boys are we to th' gods. 
They kill us f or their sport.' 

Or she may have came upon Chekhov's Small Fry 
with which her story has several clcse 
similarities. 10 

Unfortunately, Sylvia Berkman does not elabcrate 

on these similarities. However, it see.ms more than likely 

that Katherine Mansfield did derive the idea of The Fly 

fram Chekhov. We can be almost certain that she read 

Small Fry, and the situation could well be as Berkman 

suggests. But there is another passage in the wcrk of 

Anton Chekhov which might easily have inspired the authcr 

of The Fly. l have indicated in chapter two that Katherine 

Mansfield had read The Duel and Other Stories byChekhov, 

and in section (G) for lS20, l pointed out that the sarne 

book probably received by her in 1916 was almost 'certainly 

still in her possession in 1920. Katherine Mansfield quotes 

from the story, The Duel "in 1916 and :t.n 1920. Consequently, 

it is reasonable to assume that Katherine Mansfield was fond 

of that book and particularly of the story called The Duel. 

Now in The Duel we find the following passage: 

10 Sylvia Berkman, p. 194·, 
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There were ) ale stre&ks of light here and 
there on the pavement, fram the lightGd 
windows, and it seemed to her that like a 
fly, she kept falling into the ink and 
crawling out into the light again. .11 
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The latter half of Katherine MansfieId's story, 

The Fly, deals with a fly falling into i nk, and it seem3 

possible that the passage l have qucted fram The Duel 

might have given her that idea. Yet the j.oe is an equally 

good possibility that she was inspired by Shakespeare or 

Small Fry~ as Berkman has pointed out. There certainly 

are significant sbnilarities between The Fly and Small Fry. 

Katherine Mansfield's story begins with the 

description of Old Woodifield, an elderly man who is in 

retirement and dominated by his well-meaning family. This 

old man pa7S a visi t to the office of one of his friends, 
Il 'l' another old man, who is a boss. The two talk for a while, 

and we discover that the boss has lost an only son in the war. 

Old Woodifield has also lost a son, and describes how his 

family, while visiting the Woodrield grave in France, has 

happened to came upon the grave of the boss' sen, Reggie. 

Eventually Old Woedifield leaves the boss t office. We are 

shown that the boss has been deeply affected by the reminder 

of his dead.~on. The boss actually cries, and we discover 

that Reggie was greatly laved and the subject of aIl the boss' 

Il Anton Ghekhov, "The Duel r; The Duel etc., p. 108, 
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hopes and plans for the future. The old man goes through 

some agonizing moments; then he is distracted by a fly which 

has fallen into his in~ot. He watches the fly struggle 

until he decides to lift it out onto a blotter. He watches 

the insect laboriously clean its wings; then just as the 

fly is ready to take off, he drops another blot of ink over 

it. The process is repeated three times until the fly is 

dead. This diversion has caused the old boss ta forget what 

he was thinking abou~ and when he tries to recall it, he is 

unable to do so. 

Small Fry is a simpJe, yet impressive story. It •. 

tells of a minor clerk who is 1,.Torking· OIl' a holiday for extra 

money to alleviate his poverty. At the beginning of the 

campoSi tion, we are told of a cockroach 1.-Jhich is running 

about the table \-Jhere the clerk is working. Chekhov does this 

very artfully and in such a matter-of-fact .·fashion that we 

give the cockroach no more thought as the clerk begins to talk 

to another man. He complains of the misery of his existence 

and muses on different schemes which might brighten his 

position. Chekhov handles the clerk's thcughts and words so 

that we also feel the miser~ and futility of thelife he is 

leading. The final passage, as the clerk notices the cock

roach again, is this: 



'A_h, l'Il teach you to run here , you devill' 
he viciously slapped the palm of his hand on 
the cockroach, who had the misfortune to 
catch his eye. 'Nasty thingl' 
The cockroach fell on its back and wiggled 
i t " s legs in despair. Nevyrazimov took i t 
by one leg and threw it into the lampe The 
Iamp flared up and spluttered. 
And Nevyrazirnov felt better. IR ,':: 

The final passage in Katherine Mansfield's story, 

after the boss has killed the fly, is as follows: 

The boss lifted the ~orpse on the end of the 
paperknife and flung~into the waste paper 
basket. But such a grinding feeling of 
wretchedness seized him that he felt 
positively frightened. He started forward 
and pressed the bell for Macey. 
'Bring me sorne fresh blot ting, ·paper,' he said 
sternIy, 'and look sharp about it.' And 
while the old dog paddled away he fell to 
wondering what it was he had been thinking 
about b efore. What was it? It was ••• He 
took out his h~~dkerchief and passed it inside 
his collar. For the life of him he could 
not remember. 13 

A camparison of these two endings brings to mind 

the earlier c cmparison of the endings of The Looking Gla.ss 

and Taking the Veil. There we saw how Chekhov concluded 

with the simple, "she thought wi th a sigh of relief," 

while Mansfield expanded the sam~eneral idea into a 

substantial passage. In comparing the tHO endings Quoted 
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immediately above, we see the sarne me th cds repeated. Chekhov 

12 Anton Chekhov, "Small Fry~ The School Mistress ,etc., 
pp. 221-222. 

13 Katherine Mansfield, "The Fly", 
P. 428, 

Collected Stories ,', ', ' 
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writes,"And Nevyrazimov felt better," while Mansfield 

writes aIl that is contained fram "But such a grinding 

feeling, Il to the end of her st ory. Here again the 

conclusions arrived at fram previous investigations hold 

true. Mansfield brings in much more detail than Chekhov. 

She does not allow her character simply to"feel better," 

but introduces the ngrinding feeling of wretchedness" and 

other details. We are not told that the boss feels any 

relief,but the light, happier tone produced by IIwhile the 

old dog padded av-jay he fell to wondering" allows us to 

speculate that he is soon feeling better after the fly 

incident than he felt immediately before it. 

Considering The Fly and Smal1 Fry in general, it 

is readily seen that they are completely different in 

detail. In both stcries the protagonist is the counter-

part to the ins ect and initially seems to feel sorry for 

it; but from that point on, the stories are wholly 

dissimilar. Katherine Mansfield's story introduces many 

extra characters. Reggie, although dead, plays an important 

part. The Wcodifield family, as weIl as Old vJoodifield, has 

a prominent function in the tale. Chekhov concentrates on 

the clerk and the man to wham the clerk talks. Once again it 

can be seen that Mansfield and Chekhov are holding true to 

their distinctive techniques. lm The Fly, there are more 

.J 



characters th an in Chekhov ' s story, just as there were 

more characters in each of Mansfield ' s stories which we 

campared with one of Chekhov ' s. 

When applying the formula developed from preceding 

examinations, 'iJe also see that Chekhov in Small Fry is 

universal while Mansfield is painting unique scenes in 

The Fly. The clerk in Chekhov's stüry is typical of clerks 

in general and also typical of aIl "small fry" in general. 

Any person held down to a tedious job must naturally.wish 

for better things. Katherine Mansfield, on the other hand, 

shows us two old men with their idiosyncrasies. They are 

different from each other and net typical of aIl old men. 

The situation of having sons killed and buried in the same 

graveyard in France is certainly not a common situation. 

Camparison of The Fly and Small Fry leads us to , 
another distinction between the art of Mansfidm and that 

of Chekhov which seems to exist in varying degrees through

out aIl the works of each author. It is true that fate bas 

played tricks on the old men in The Fly, yet we are not 

caused to feel that either the boss or Woodifield has been 

molded by an irresistable excernal force. On the contrary, 

we feel that they are self-made men who have fashioned their 

own lives and given fate a good fight. We are definitely 

net made to feel that situations and circumstances have 
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~ smothered either the life of the boss cr that of 

Woodifield. However, in Small Fry, the reader is aware 

at all times of a mysterious, compelling force which is 

prohibiting the clerk frc.m ever being anything else but a 

clerk. Chekhov writes: "It's a hopeless position, in 
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fact. One may go on as one is, or one may hang oneself ••• " .14 , 

Mansfield does not have this maddening sense of the futility of 

human endeavour in her work. One seems to be more aware of 

Katherine Mansfield's people shaping the situations. 

It can be observed in aIl of Chekhov's work that 

the situations he describes co:-.dition and shape his 

characters. This is a reverse of the process :~ in Mansfield's 

compositions. In Chekhov's The steppe or The Peasants, we 

have many striking examples of people who have been mdded 

and shaped by their environment and social situation. Through 

all his stories runs the theme of a man 10jith great potent-

iali ties who is stunted and smcthered by the circums tances 

cf life. Consider the case of Kovrin in The Black Monk. 

He is a man whose whole life i8 ruined due to various events 

which seem unavoidably to occur. In the story Easter Eve, we 

are presented -vlith a monk known as Nikolay. This monk, we 

discover, i8 a poet and has had a dcep influence on sane 

of thoœaround him. The readeris made to feel that Nikolay 

14 Anton Chekhov "Small Fry" , , The School Mistress etc., 
p. 219. 



had genuine talent, but has been sa.mehow smothered by an 

overwhelming external force of some sort. This theme recurs 
antl ot .. ·1'\ 

again~among Chekhov's stories. l believe that it was his 

purpose to show how much human ability and endeavcur were 

ccnditioned by external circumstances and social pressures. 

We have a man called Ogneff in the story Verotchka. This 

man has been shaped by life in such a way that he does not 
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know even hcw to accept the natural, simple lave of a sincere 

girl. A~thekhov writes in connection with Ogneff: tit was] 

"s:i1nply impotence of soul, dull insensibility to aIl that is 

beautiful, old age before its day - the fruit, perhaps, of 

his training, his grim struggle f or bread, his friendless, 

bachelor life." 

There are more results of private human endeavour 

in Katherine Mansfield's work. Her characters, through their 

own actions and thoughts, condition the situations. Bertha 

Young in Bliss, for example~seems wholly responsible for 

the events vJhich take place in that story. 
e: 

stan~y Burnell 

in Prelude and At the Bay does not see.m to give one the 

impression that he has been involuntalrly and hopelessly 

molded by circ~~stances. In Psychology we are shown a 

woman who was actually yearning for physical embrace yet 

denied it to herself. AlI through the work of Katherine 

Mansfield there are people who cling to false values and 
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shape their existences by their cwn mistakes and faults. 

Consider one cf her early stories, The Swing of the Pendulum • 

This story r evolves around the poor decisi cns and foolish 

illusions of its heroine. Here, as elsewhere, the characters 

make the situations, whereas in thE\w crk of Anton Chekhov, 

the situations make the characters. This is a significant 

distinction which seems to me to be consistent throughout 

ths ir work and another index of Katherine Mansfield's 

independent creativeness. 

Keeping in mind the purpose of this thesis, there 

are certain general remarks which can be made conc erning 

the stories of Chekhov and Katherine Mansfield. Both of these 

writers l-.:ere primarily interested in the inner lives of 

their characters. Neither was concerned with physical action 

to any extent. Chekhov focused his attention cn the mental 

inner lives of his characters, while Mansfield explored the 

emotional. Beryl Fairfield in Prelude and At the Bay 

provides us with an excellent example of Mansfield's interest 

in emotional i riller lives. Kovrin in The Black ~, Gurov 

in The Lady with The Dog and countless other of his characters 

illustrate Chekhov's desire to analyze the functions of the 

mind. 

In regard to the purpcse and subject ma tter of 

Chekhov's work, William Lyon Phelps has written this: 



For Chekhovls stories are exclusively 
intellectual ar-d .subtle. They appeal\>nIy 
to the mind, not~"the' passions nor to any 
love of sensation. In many of them he 
deliberately avcids climaxes and artificial 
effect. qS " 

This a)pears to be an accurate commentary on the 

work of the Russian ~riter. Yet it ~ould be ridiculous 

to apply these ~ords to Katherine Mansfieldls short stories. 

It i~rue that she did try to avoid artificial effects in 

aIl but her earliest work, but we cannot say that her 

stories apDeal only to the mind. l have mentioned that she 
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was interested in the emotional ir~er lives of her characters. 

Correspondingly her stories appeal -to the emotions more than 

to the mind. Consider Ma Parker, The Dollls Rouse, or The 

Garden Party. These stories depend upon their emotional 

effect. Mr. Reginald Peacockls Day and The Wind Blows are 

t~o examples of impressionistic stories written in the stream 

of consciousness manner. 

In further consideration of the subject matter and 

purpose of each of these writers, ~e must examine the develop-

ment cf Hansfield from the time of her earlier atteml)ts at 

creative writing. There are four Mansfield stories which we 

can be reasonably sure y.)ere "i.--ïri tten before she read Chekhov. <16 -

lS William Lyon Phelps, p. 2~.o 1 

16 J .11. Murry in the Introduction to -"Something Childish 
'O.:I'Jd. Other Stories'~ ~d Collected Stories;>,~ p. 523. 



These are contained in Something Childish and Other Stories 

which was posthumously published in 1924 for the first time. 

The titI es are The Tiredness of Rosabel, How Pearl Button Was 

Kidnapped, The Journey to Bouges, and A Truthful Adventure. 

Of these four, the last two are merely sketches with no 

attempt nt plot or characterization. Katherine Mansfield 

apparently destroyed mest of the previous sketches she had 

written. The first is an imaginatj.ve) subjective story which 

l have already discussed. The second story, How Pearl Button 

Was Kidnap-?ed is another imaginative and also semi-fantastical 

story. It describes the kidnapping of a girl by some gypsies 

and her final r ecapture by policemen<. When we compare these 

four staries with those written after the time when Katherine 

Mansfield could have read Chekhov, that is, with the bulk of 

her stories, the first obvious difference is the fa ct -Chat 

Katherine Mansfield began to chc ose more serious prablerns of 

human life ta write about. In In a German Pension she is 

still ltlriting light sketches, but the stories are generally 

concerned with mcre serious, down-to-earth human problerns. 

Frau Brechnmacher Attends a Wedding is a story about a waman 

who is dissatisfied and bored with life. This story might 

be said to hint at Chekhovls influence in so far as he wrote 

many staries about people dissatisfied 1.Ji th inadequate lives. 

The Ncdern Soul is also along these lines. At Lehmann's is 
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an interesting story about a girl who is campletely ignorant 

of the facts of life. With a great deal of delicacy, 

Katherine Mansfield describGs this girl's reaction to various 

event s. The Swing of the Pendulum and The Child-Wbo-vJas-Tired 

also appear in the first b(ok published by Katherine Mansfieli, 

l have already commented on them. 

It is, of course, impossible to attribute Katherine 

Mansfield's shift to more serious and realistic human problems 

sole1y to the influence of Anton Chekhov. It could be that it 

"Ja.s the natural development of a person growing older. However, 

we can see that after she had r~"ad Chekhcv' s work in 1910, if 

she did first read it then, there is generally a trend tewards 

the selection of less frivolous themes in her subject matter. 

Wben l spealc of subject matter, l mean the :i.mmediate 

and primary ma.tcrials fram which the theme for a story · can be 

chosen. (This i8 known as the secondary artistic medium of 

Literature,!!. 16a·, the primary artistic me<;lium being the wcrds 

chosen by an author in a particular story.) In regard to 

choosir:.g from materials or the general matter from which the 

secondary artistic medium or subject matter is selected, which 

in the case of literature includes aIl a~pects of human existence 
~I\$ 

and imagination and more, Katherine Mansfield~limited. Her 

subj eet matter ,,-Jas se1eeted fram secondary raw materia1 for the 

16a These definitions are given by T.M. Greene, The Arts 
and the Art of Critieism (Princeton \ 1952 ), pp. 37-40. . 
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most part concerned with girls and women, rrany o~these very 

much like herself. Her own family served as a forest of ~ 

raw materials for at least ten of her stories a:::d probably rr.any 

mere. As l have pointed out earlicr, one can ~race the 

similarity of crlliracters in a number of her stories to those 

of her actual family. Beryl Fairfield, for exampl~, who in 

Prelude ~na At the Bay is a single waman living with a 

married sister, is drawn fram Katherine Mansfieldls Aunt Bell. 

Many cri tics have pointed out these associations, so there is 

no need here to say more than that they do existe Chekhov 

had a ~ much broader field of raw materials. He wrote 

about every 'Jos sible representative of Russian life tha t 

could be imagined, from peasant boys to old noblemen and 

princesses, fram the lowest parish priests to bishops and 

archbishops. His art was impersonal and broad in striking 

contrast to the subjectivity and narrowness of Katherine 

Mansfieldls art. 

In respect to the general principlcs governing the 

methods of each of these authors, this can be said. Katherine 

Mansfield's work does not at aIl resemble the work of Anton 

Chekhov in regard to plot structure. Her t1olO longest published 

stories are Prelude and At the Bay. These do not contain a 

unifying plot but consist of\!. series of character sketches 
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knitted togeth2r by family interaction. It is quite possible 

to extract an~ne of the sections fram Prelude or At the Bay 

and have a perfectly intelligible and almost as s1gnificant 

character sketch. To a c.:::rtain extent, it is also possible 

to rearrange t~~ sections in the first of these stories 

wi thout seriously damaging the significance of the whole. 

It is more difficult to attemiJ t this in the case of 

At the Bay which represents the progression of a day. One 

could perhaps cha::::1ge the pos i tions of the two, afternoon 

sketches without altering the movement of the story. It would 

be ridiculous to attempt any such rearrangement of Chekhovts 

work. He wrote numerous lengthly novellas: The Duel, Ward No.6 

An Anonyœous St ory, In a Ravine and The Steppe are only a few 

of them. Each of these long stories has a skillfully developed 

plot. Chekhov,>as a dramatist as wellas a short story Hriter, 

was extreFlely talented in the evolution cf imperso:r-.al plots, 

In this respect, Hansfield and Chekhov are at the opposite ends 

of the shelf. It is undoubtedly tr~e that the influence of 

Chekhov on Katherine Mansfield did not cause her to attempt 

anything which faintly resembles the numerous, intricately 

developed plots so characterist,i c of the Russian writer. ;Both 

Chekhov and Mansfield were skilled in the treatment of material 

and th~adding of delicate touches of detail to produce stories 

and passages 1tJhich are realistic and impressively hurnan • .' 
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Perhaps Katherine Mansfield, through more numerous and 

minute t ouches of detail, was more successful th an Chekhov 

in this respect. Both writers were able to deli ght and 

amuse by the skill and accuracy with "\-Jhich they represented 

hVJaan nature. Wefan best appreciate this by looking at 

two similar passages from the actual 'VJOrks of Chekhov and 

Mansfield. In At the Bay, Katherine Mansfield has a small 

girl holding a c onversation with her grandmother. The 

grandmother is attempting to explain something vJhich the 

child doe s net understand. 

Kezia lay still thinking this over. She didn't 
warlt to die. It meant she 'l.,Jould have to leave 
here , leave everywhere, for ever, leave-leave 

'her grandma. She rol1ed over quickly. ' 
!!Grandm.a,!! she said in a startled v oice. 
!!Wha t, my pet!" 
"You're not to die." Kezia was v ery decided. 
"Oh, Kezia ll 

- her grandma looked up and smi1ed 
and shook her head - "don't let's talk about it." 
IIBl.;,t you' re not to. You couldnrt leaveme. 
You couldn't n ot be th ere." This was awful. 
"Promise me you wcn't ever do it, grandma, n 
p1eaded Kezia. The old woman went on knitting. 
"Promise mel Say neverI n 

But still h er grandma 111las silent. 17 : . , 

Nmv let us look at a la"Jyer in Chekhov's story 

At Home who is trying to explain samethin~o his little son 

which the son, like Kezia, does not understand . 

17 
p. 227. 

Katherine Mansfield, "At the Bay;' •. .. ' Collected Storie s ~ ~, :,,_ 



Bikapki sat dcwn at the table and drew toward 
him one of Seriozha's drawings. The picture 
represented a crooked-roofed little house with 
smoke coming in ~gaags, like lightning, out 
of the chimneys and rising to the edge of the 
paper. Near the house stood a soldier with 
dots for eyes and a bayonet that resembled the 
figure 4. 
"A man cannot possibly be higher than a house," 
said - the lawyer. "See here, your roof only 
reachBs up to the soldier's shoulders." 
Seriozha' climbed O:l'l to his father' s lap and 
wiggled there a long time trying to get h~lself 
comfortably settled. 
"No, papa," he said, contemplating his drawing. 
"If you made the soldier little, his eyes 
wouldn 1 t show." ,18 ',: 

We can see how each passage succeeds in charming 

the reader. Both Chekhov and Mansfield use the sarne general 

method, painting a realistic and human picture by delicate 

accuracy in representation and capitalizing on the child's 

natural ignorance. However, these passages are distinctive 

.LU.) 

and independent. The first is subjective, while the second 

is analytical. The distinguishin~haracteristics between 

Chekhov and Mansfield still ho Id true, although there is sorne 

similarity in general trea tment. 

Katherine Mansfield's technique appears to be more 

modern than Chekhov's in that she made her presence as the 

author less felt than was Chekhov's presence. Chekhov often 

sald things which Mansfield-would leave unsaid. Consider the 

passage at the end o~sychology by Mansfield. The waman in 

18 Anton Chekhov, "At Home~ _ 
pp. 35-36. 

Stories of Russian Life l." 
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the st cry has just waved good-bye to a male friend who comes 

over regularly to talk ,,··Jith her. They have a platonic 

friendship and each tells the other that it i8 a beautiful 

and satisfying relationship. But the waman would like 

nothing better than to smash the platonic relationship and 

be physically embraced. Mansfield does not tell the reader 

this, but she writes: 

"You've hurt me - hurt me," said her heart. 
"Why don' t you go? No, don 1 t go. Stay. No
gol" And she looked out upon the night. 
She saw the beaut ifulfall of the steps, 
the dark garden ringed with glittering ivy, 
on the othe~ide of the road with the huge 
bare willows and above them the sky big 
and bright with stars. But of course he 
would see not~lng of all this. He was superior 
to it all. He - with his wonderful 's]iritual t 

visionl 1S; 

These lines along with other phrases and bits of 

dialogue convey to us vrhat the author does not open1y 

announce. 

There are man y passages in Chekhov 1 s work which may 

be cited to show how the author causes one t o feel his 

presence and also says what Mansfield would probab1y 1eave 

unsaid. For example, consider this section from the story, 

In Trouble: 

19 
p. 117\ 

Katherine Mansfield, "psychology'; " Collected Stories,h" 



Only six months lat er, when his wif e and 
his son, Vassily came to say good-bye to 
him, and when in the wa:s't·ed, wretchedly 
dressed old woman he scarce1y r e cognized 
his once fat and dignified Elizaveta 
Trofimovna, and when he saw his son 
wearing a short, shabby reefer jacket and 
cotton trous ers instead of the high-school 
unifonn, he realized that hls fate was 
decided, and that whatever new "decision" 
there might be, his pest viould never come 
back to him. And for the first time since 
the trial and his imprisonment the angry 
expressicn 1eft his face, and he wept 
bi tterly. 20 
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l doubt i~a therine Mansfield v10uld have explained 

the above so simply and undramatica11y. She wou1d probably 

have had the scene acted out by her characters and let the 

reader decide whether the man concerned "realized" or note 

Chekhov generally was quite direct and tUlcamplex in his 

descriptions of people or events. Katherine Mansfield often 

used~direct methods and implications, and she liked to write 

dramatically. 

There is one more aspect of Mansfield's technique 

which distinguishes her fram Chekhov. She often experimented 

with different levels o~ime, darting into the past to 

convey her theme. In The Daughters of the Late Colonel, three 

levels of time are deftly handled. The scene shifts from 

20 Ant on Chekhov, "In Trouble", The Borse Stealers etc., 
P. 206. 



past to present to distant past, in delicately manoeuvred 

fashion. Chekhov' s storie s move steadily frorn one point 

in time to a future point. Shifts are sametimes made, as 

in the case of Varka in Sleepy, when the protagonist 

remembera something in the past, but Chekhov certain~ did 

not wri te any story '-'lhich could have taught Ka therine 

Mansfield how to shift through different levels of time 

so dexterously. 
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l have already considered the different styles of 

Chekhov .' and Mansfield in examina tions of vari ous parallel 

passages. Hm'Jever, there is one more point 'j,-jhich might be 

added. It is of interest to note the number of times 

Katherine Mansfield repeats the sarne words and phrases in 

immediate succession for emotional effect. In The Man 

Without a Temperament, for examp1e, she employs this 

repetitive device fourteen different times. She writes: 

"ButVhe ••• sipped, sipped, drank ••• drank ll
; "then carne up 

laughing, laughing ll
; "Back, back", etc. She could not have 

learned this device from Chekhov, for he hardly ever repeated 

the sarne word twice in juxtaposition, and certainly not in an 

obtrusive way. In regard to this aspect of Katherine Mansfield's 
~ style-also her technique of shifting in time, there may be 

sorne connection between Mansfield and D·R. La'VJrence. 21 

21 We know that D.R. Lawrence and Katherine Hansfie1d were 
close friends and spent much time together. He oftèn used repetitioné 
such as we have seen in Katherine Mansfield's work. He a1so used 
shifts in time. Consider The Rainbow> p. 192. 
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We have already considered the features of Chekhov's 

and Mansfield's initial approach to their subject matter in 

connection with Sleepy and The Child-Who-Was-Tired. We have 

also examined this matter of story openings in general in 

chapter three. To repeat what was there ascertained, 

Mansfield almost always drops in upon a scene that has already 

commenced, while Chekhov uses the traditional narrative 

approach to his material1 usually beginning with a description 

of the scene and characters to be contained in his story. 

It is difficult to differentiate between Chekhov and 

Mansfield in regard to tone. Each writer was as capable as 

the other in expressing his or her opinion through tone, and 

each handles the material~skillfully as the other in order to 

produce the desired effect. In La Cigale, Chekhov clearly 

indicates by the tone of the story that his sympathies are 

with Dymov and that he is critical of the artists and Olga. 

In The Man Without a Temperament, Mansfield conveys her 

disapproval of the protagonist's attitude by means of tone. 

We have already seen how in Not Wanted and Marriageà la Mode, 

both writers express a satiric attitude towards the friends 

of each wife through tone. Perhaps Mansfield depended more on 

tone to convey her theme than did Chekhov. l have shown how 

she leaves more unsaid than Chekhov. In any event, we can safely 

assume that Katherine Mansfield was a capable artist and produced 

the varying tones of her stories with no serious influence fram 

Chekhov. 
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In regard to atmosphere, it also se~s likely that 

Mansfield was~wholly independent artiste Antony Alpers has 

written this commentary which seems to fit in here. 

V.S. Pritchett has complained that 'an indispensable 
element' of short stories, whi~he defines as 'the 
sense of a country, a place; the sense of the unseen 
characters, the anonymous people, what we may calI 
"the others",' is as weak in Katherine Mansfield's 
l,vriting as it is strong -in Chekhov's. 'At the Bay', 
he says, lis one of the minor masterpieces of our 
langJage, but who are these people who are our 
neighbours, what is the world they belong tô? ,IWe 
can scarcely guess. Tooself-sufficiently, they 
drop out of the sky and féll the little canvas. 
There is no silent character in the background.' 
He concedes that At the Bay has its background of 
the mystery of life and death - 'But in a story like 
Chekhov's The steppe there is something else besides 
the mystery of life and death. Russia, the condition 
of Russia is the silent character, always haunting 
us. ' 
A perceptive critic puts his finger on the very spot 
and misses the point. Of course there are no 'others' 
in Katherine Mansfield's New Zealand stories. The 

'silent character' she is called on to present, 
whether in At the Bay or its predecessor Prelude was 
not a human society but the lack of one. The silent 
character was the stillness of the bush, the dis
dain of the lofty islands for their huddled little 
pockets of colonial intruders, the silence of the 
vast sea - desert that encircled them. 22 

It seems that Pritchett has spoken accurately about 

the sense of "the others ll in Chekhov's work. One cannot read 

Chekhov's stories without becoming aware of the condition of 

Russia in the background. One is also aware of a mysterious 

force which seems to shape the lives of the characters,as l 

have mentioned earlier. Many people have complained of a certain 

22 Antony Alpers, p. 321. 
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gloomy atmosphere in Chekhov's canpositions. This atmosphere 

is produced by the sense of Russiats condition and the cruel, 

irresistable, intangible force which smothers human endeavour 

lurking in the background of Chekhov's stories. Katherine 

Mansfield's stories are free from this. As Alpers points out, 

one is aware of the lack of outside society in the New Zealand 

stories. But thisawareness i3 not in an;AvJay as powerful as 

the awareness of the above-mentioned atmosphere in Chekhov 1 s 

work. Katherine Mansfield vJas certainly capable of producing 

the particular atmosphere she desired for a particular story. 

The Garden Party with its atmosphere of impending tradgedy; 

The Woman at the Store with its atmosphere of unnaturalness 

and mystery - both are examples of this. But aside fram these 

and other examples, the fact remains that there is no discernible 

indication in the work of Mansfield that Chekhov influenced 

her in the creation of atmosphere. 

It can also be mentioned that both Chekhov and 

Mansfield often made use of the weather to help produce the 

atmospheres in their stories. But this is such a common device 

among v-Jriters that we can hardly consider it in connection with 

the relation between theUitwo particular authors. 

l believe that in the light of evidence examined up to 

this point, we may now forro reasonable and valid conclusions. 
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CHAPTER FIVE -
We have seen that Katherine Mansfield undoubtedly admired 

and respected the work of Anton Chekhov. We know that she 

felt a~in to him as a person and fellow sufferer. Yet we 

have also seen that except for the conscious or unconscious 

borrowing of three or four ideas for stories fram Chekhov, 

with The Child-Who-Was-Tired standing as a unique caseJ 

the work of Katherine Mansfield was not appreciably affected 

by the stories of the Russian l.~riter. By minute camparison 

of Chekhov's Not Wanted, The Lcoking Glass, and Small Fry 
, 

with Mansfield's Marriage a la Mode, Taking the Veil and 

The Fly respectively, l have illustrated that despite 

similarities between the tales, Katherine Mansfield has an 

approach, a narrative method and detailed style which were 

aIl her own. There is the possibility that by reading Chekhov, 

Katherine Mansfield learned to select more weighty problems ta 

write about. Perhaps she became more analytical by studying 

his pyschological analyses. But as l have already mentioned, 

she might weIl have developed along those lines with no external 

influence. It seems obvious from the subjective nature of 

Katherine Mansfield's work that her greatest influences were 

the experiences of her own life. By reading Chekhov she may 

have learned to respond more fully to these influences. Taking 

aIl these thin~s into consideratio~we must conclude that aside 

from the few ideas which she may have borrowed but certainly 

re-created, Katherine Mansfield was not indebted to Chekhov 
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for her creative methoo.. Howev er, there is hardly any 

doubt that Miss Mansfield was indebted to the Russian 

Hriter for inspira tion and guidance and lmowledge of the 

purpose of the short story. 
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