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ABSTRACT 

The purpose of this study is to contribute to the 

knowledge of the role of the female character in Russian 
. . 

literature through ~n exploration of U\C fcmale imil~c 1n the 

first cycle of plays by'the dissident Soviet dramatist,M. A. 

Bulgakov. Background information, provided in the first and 

second chapters, allows the reader to view Bulgakov in his 

,proper literary and historical context. In the course of the 

, 
study, sorne attention is devoted to the male characters in the 

\ 

. 
plays under consideration. This offers a contrast to and a 

reference point for discussion of the women personag?s. An 

examination of fernaie characters in two tragedies, two come-

dies, and a science fiction fantasy shows that Bulgakov's 

women are drarnatically signifi~ant. Further, they arè depicted 

with particular sensitivity and serve' as vehicles for the ex

pression of sorne of Bulgakov' B personal 'skepticism and ambi- . 
l . . 

valence towards the newly established Soviet order in Russi~.4 
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RESUME 

Le but de cette étude est de contribuer à la con-

naissance de· la femme telle qu'elle apparait flans la li ttéra-

ture russe, en explorant son image dans le premier cycle de 

pi~ces de ~éatre du dramaturge soviétique dissident, M. A. 

Bulgakov. Des renseignements donnés dans la premier et le 

second chapitre montrent Bu19akov dans son contexte littéraire 

et historique. Au cours de l'étude, on prête aussi attention 

aux personnages masculins dans les pi~ces de théatre sous con-' 

sidération, ce qui offre un co~traste aussi bien qu'un point 
( 

de référence pour la discussion des personn~qes féminins. Une 

ana~yse des femmes telles que presenté~s dans deux, tragédies, 
• 

deux comédies et une piàce de théâtre de science-fict~on, 

montre ~e les femmes, chez Bulgakov ont une importance drama

tique. De plus, elles sont présentées avec unè sensibilibé 

?articulière et elles sont des véhicules qui ~xprim~nt une 

~arre du sce~,ticisme, èt de J.' a~ivalence que Bulgakov éprou

vait envers-'le régime soviétique récemment établi eri Russie. 
l 

iii 

• 



. .. 

• \ 

. 

) • 

ACKNOWLEDGEMENTS 

l am indèbted ta my thesis advisor, Dr. J. G. Nicholson, 

"Professor of ~ussian and Slavic Studies, Chairman of the Depart-

ment, McGill Universi.y, for his encouragement, hclpful advicè 

and correction of my work. 

l also 'wish to thank Professor 1. pavilanis for her 

useful comments as l was preparing my~study and ~r proof-

reading my completed thesis. 

FinalIy, thanks must ':Jo ta my husband, Jl0rb, who ~x-

tended his generous moral support at all times. 
" 

" 
Y. K.-K • 

(' .. "/ 

~ . 
iv , 

- J . 
~ 

, .... 
.~ . 

\J 
~ 

- .. 

,-

\ 



• ,[ 

PREFACE 

The transliteration employed in- this study corresponds 

to system number II recommended by J. Thomas Shaw (see Biblio-
".. , 

graphy for ful'l reference). This sys,tem will be adhered to 

in the transliteration o~ Russian words and names both in the 

text and in the references. The name "Gogol," for example, 
, . 

will be rendered by its more accurate transliteratiol'1 "Gogol'" 

(wi th the appropria te apostrophe indicating >the Russian soft 

') sign). The names of persons and places which accur~tely end 

in "ii" will be rendered by the convcn tion;tl "y". ItcncC', 

Paustovskii will appear as Paustovsky: Alexandrinskii.will 

appear as Alexandrinsky. 
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Chapter l . 

\ INTRODUCTION " 

• 
M. A. Bùlgakov (1891-1940) was a creative writer whose 

life spanned a crucial period in the history of Russia. 

Sulgakov was a journalist, a writer of short stories, a nove-

1 
list and a pl'aywright. 'In the cOl}text of liter<lry cri..ticlsm, 

the nature of Bulgakov's ~ork--a mixture of the realistic, 
~ 

historic and fantastlc--has'provoked a great dcal of interest 

among scholars. 

In this thesis a study will be undertaken of the women 

characters in the early drama of M. A. Bu1gakov, shawing the 
.1'" 

\ major functions crf these personages. The purpose of the the-

sis is twofo"d: firstly, to determine whethcr Dulgakov, -a-mft!e 

î 

-------------------.. 
playwright, portrayed his fernale characters in a balanced, 

sensitive, and realistic manneri and secondly. ~o ~xplore 

the 'nature and development of the skeptical and ambivalent 

feelings of t~e playwright as they are reflectèd in the female 

characters ih these early plays. 

Hopefully, the study which follows will contribute to 

an undcrslandin<) oC lhe ncw nn~ Ch.III,)!n'j l'olt.' ut WOlI\c'1I 1,\ 

society, as reflected in early Soviet literature, as weIl as 
_. , fi 

offering a new insight into Bu!gakov the dramatist. In Russia 
.. 

1 
, 
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as in many other countries, the role of women has changed 

... 
signi.ficantly over the past century. Generally, nineteenth 

.century R~ssian women were cloistered and their responsibi-

lities were limited to the home and family. The 1917 Russian 
" 

Revolution attempted, in part, to liberate women by providl.ng 

them with equal social opportunity. New roles and a new sta-

/ 
tus hava had vast cmotional and psychologie"l imptlets on 
~ . 

Russian,wom~n. Nevertheless, until recently ~itt1e attention 

has been devoted to this phenomenon either by Soviet author~ 

themselves through their works, or by litcrùry erities . 
......... 

The male charaeters in Soviet literature often express 

Marxist principles and virtues. Usually, they attract more . 
critical interest than do their less pOl~7ically oriented fe-

2 
male'counterparts. The life goals of the Soviet male charac-

ter are fairly standardized: to serve the State through ~ork-

inq and fighting unselfishly in the name of the Party, and 
~~ , 

for ~re of the --Motherland. Where authors have oc ca
~ 

sionally qiven~en important roles, they are portrayed in 

a similar mold, as stereotyped Soviet ·heroines'. Quite 
f 

naturally, these characters project an alien and unconvincing 

imaqe to the Western critic. No doubt, ·this lS one importa~t 

reason for the paucity of s~udies of female characters in 

Soviet literature in the West. 

\ 
\ 
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Gasiorowska has noted that: offfcial demands and limf-
.' 1 

tations set on literature in ~e USSR were particu~a;ly 

stringent. before the beginning of the ,'thaw' in 1953.
3 

With 

de-Stalinization, many authors began «> portray soci,ety in a 

more sensitive way. Over the past two dccadûs. womûn in par-

ticular ~ave increasingly come to be depicted in a more true-

1 

to-life manner. Their emotionùl world. submcrgcd for many 
/ 

years in idealistic literature, is now being given greater 

attention. 

On examination, However, it is evldent th9t ev en before 

de-5talinization sorne authors were less inhibited by the ~ite-

rary pèlicies of the State than were others. A few of these 

writers dar~ to challenge the State through their writings. 

M. A. Bulgakov was one suéh talented author and dramatist. 

He believed in the r.ealistic l~terary portrayal of women as 

~ell as oe men. • 

No cqmprehensive attempt has yet been under~a»en·to 
< 

, 1 

,examine'tbe women characters iri, Bulgakov's drama. An a~plora-

tion of the' manner in which a pla,ywright has touchcd on th"o , , 
àition and potential of women in Soviet society woul~o 

, . 
• 

revealing and valuable. 

To date three major worka, all theses,. have been written. 
/' 

dèalLng with d:ffferent aspects' è~ 'Bulgakov as a writer., TJte 
l '\ 

, . ... ' 
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f.irst work is a Ph.D. dissertation, "Comedy in the Early 
o 4 

Works of M. A. Bulgakov" (1968). It t~kes ~-n0rq~oninn 

approach in seeking out the comic elements in situation, 

words, ~d character in a selection of Bulgakov's works. 

This study supports .the notion that behind the cQmical e.1e-
, 

ments on the surface 'of Bulgakov's literature there is a 

grim ana mocking irony directed against bpth the social con-

ditions and the character,s themselves. Sati,.rical and <]ro-

tesque el~ents are also discussed. 

The second of these is an M.A. thesis entitled 

"Elements of Satire and the Grotesque in the Prose of M. A. 

Bulgakov" (1969).5 It suggests that Bulga~ov's work is in-

fused with personal and analytic reflections. By using a 

"veiled" approach, the author was able to express his feel-. , 

4 

~ , 
ings towa~ds the new Soviet state. However, this study does. 

not diseuss the characters in Bulgakov's wo~k as vehicles 

allowing the writer to express ·himself. 

'!'he third work is a Ph.D. dissertation, "The Major 
" . 6 

Worka of M. A. Bulgakov" (1971). It aims at "elucidating 

. 7 
and not convincing." It ~plores the writer's literary 

·contributions and gives an account of his life. Bulgakov's 
\ 
\ 

themes. the charaeters, and deviees typieal of his most . 

important worka are examined. 

• , . 
j 
j. 
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The f1rst and second of these theses (by Partridge 

and by Blake) see Bulgakov's art ay convey1ng personal feel-

1ngs 1n a particular way. That is to say, they cla1m that 

Bulgakov's op1n10ns are not expressed outr1ghtly, but either 

8 

5 

under a 've11' or 'mask'. Our study al 50 assumes that there 

is more to Bulgakov's work than meets the ~y~, and that th~ 

author found spec1al ways of disgursing h1S opin1ons and 

feel1ngs. However, rather than see Bulgakov's negat1ve re-

actions as they are expressed through humour or grotesque 

elements, they are here examined through his characters, 

women in part1cular. Preliminary examination suggests that 
f 
1 

Bulgakov had a particular 1nterest in, unde~standing of, and 

atl1lity to depict the female character. For example, Proffer 

notes that Bulgakov's females are aIl basically strong charac-

9 
ters. This tendency can be detected not only in many of his 

plays (as w11l he 111ustrated in the course of this study), 

but also in other of his works such as his famous novel ~ 

Haster and·Margarita. 

J 

In addition to the abdVe mentioned materials, anec-

l 
dotal and biographical information about the author has been 

written by sorne of his colleagues such as Yermolinsky anà 

Paustovsky. 
1 

Critics such as Lakshin have al~ made important 
~ - .. ,'\ 

contrib~tions to the understandlng of B~lgakov and his worka. 

.,Ii. 
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In these artlcles sorne personal and psycholo':J~c,:ll .:lSP\)cts of 

• 
the wrlter's life are revealed. Various other ,articles of 

lesser importance have also been written about Bulgakov and 

his literatftre ~n Russian, English and French. The articles 
. 

used in th~ thesis are listed in the Blbllography (under 
f 

"Secondary Sources"). 

In ord~r to fully apprecla te the nature and s igni-

ficance of Bulgakov's characterizatlon of wornen, it is neces-

sary to set them in their proper historlcal context. Bulgakov 

was undoubtedly familiar with the drama of earlier Russian 
\ 

• 
artists. H~s female characters occasionally echo those of 

earlier playwrights. 
// 

An examination of the women characters in a selection . , 

of prorninent plays written in the latc.. l8th~ 19th and early 

20th centuries will indicate that women personàges have often 

been used in a special way to reflect social types and to 

express the ~ocial criticisms of their authors. They are 

often respoRsible for creating the nastroenie (~tmosphere) ot 

the play • 

Prostakova, in Fonvizin's Nedorosl' (The Minor) (1781), 

r 
.is probably the first prominent woman character in the his-

tory of Russian drama. She is portrayed as a member of the 

, 

.~, 

/ 

, 
If 

~. 
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landed gentry during the re1gn of Catherine the Great. 

Fonvizin caricatured Prostakova, maklng her the terror of 

her household. Her foul languùge, crude manncrs, and the wilyS 

in which she takes advantage of others have a satir1cal effect. 

Prostakova finds lt natural that she should have absolute 

power in her household. At a time when Russia was reigned --, 
over by an authoritarian female monarch, it is not surprising 

that Fonvizln chose a domineering woman figure to be his pro-

tagonist. 

Grlboedov's comedy Gore ot uma (Wit Works Woc) was 

completed one year before the Decembrist uprising of 1825. 

The political climate was ripe for a change, yet Sof'ia, the 

main woman character in this play, belonged to a traditionally 

oriented society which had taught her to be inflexible and 

non-receptive to new ideas. Although boredom and dissatis-

faction characterized her daily life, she could not think of 

casting aside what she had been taught: Gribo~dov portray~d 

Soft ia with a certain amount of understandin9, 'byt it is 

doubtful whether he sympathized wi t1\ her because he intro-

duced an avant-garde, young" protagonist in the play, Chatsky, 

who overshadowed her personality. Chatsky strove towards .... 
~ / 

attaininq a new society ahd a ne,,' "'ar of hfe, "'hereas tof' la 

sought to maintain the status quo where her place was assured, 

even thaugh she was not ne~essarily happy. , 
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The numerous women l.n Gogol"s play Rev l.zor (The 1n-

spector General) (1836) serve as background characters just 

as they do ln the author ',5 novel Mertvye dushi (Dead Souls). 

Thel.r role consists of gossiping and spreading rumours. These 

.. 
personages are part of the base, provincl.al society which 

Gogol' shunned. 

In Pushkin's drama women usually are romantic objects, 

not actlVely used to express social deficiencies. -A.t times 

Pushkin did not even find it feasl.ble to include wornen in his 

theatrlcal works. For examplc, of four Little Tragedies 

(The Covetous Knight, Mozart and Salieri, The Stone GUest and 

A Feast During the Plague), only two contain women. Even 

these serve only as socially ncccssary ornamcnLn. 

In 1850 we find a new approach to female characters. 

Turgen~v found l. t worthwhile to cons l.d0r the psychol(\~TY of 

certain wom~n. In provintsi~lka(The Provincial Lady), for 

example, he depicted the fate of an unhappy young wo~an, 

" Dar'ia, whose misfortune it was to find herself Ieading a 

monotonous life in the dull counttyside whèrè her husband 

. 
worked. Having been brought up in Petersburg, she longed 

j 

to return to the exciting life in the cap~tai. This craving 

to move to a better situation and a more enjo~'able milieu is 

repeated in many RUBsian plays, thua becoming a dominant motif. 

, 
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In Ostrovsky's trïlogy Groza (The Tl':Iunderstorm), Les 

(The Forest) and Bespridannltsa (The Girl Wlthout a Dowry), 
» 

there is a definite design on the part of the drarnatist ta 

trace the fate and development of RUSSlan womOn in ~TI1C Klng

dom of Darknessl~ver a period of twenty years, 1859-1879. 

ThIS was the perIod WhICh followed the tyrannical reign of 

Nicholas 1. People werc frl!!}htcncd and suspiciollS of the 

new ruler. They dld not know whether they could trust 

Alexander II to be any more compass lon.:\ le.:' than the prt...'\'10US 

tsar had been. Skepticism and dlstrust pervaded daily life," 

Harshness and cruelty characterized social morality. 

Young girls at this time were raised very stricfly, 

kept at home to learn household chores, and not given any 

opportunity for initia'tive. After marriage, the young woman 

mqved to her husband 1 s home, but her si,tua tion did not change. 

She remained a prisoner. Obsolete traditions and national 

superstition imprisoned her. How long would it be beiore the 

young woman would protest? How long would she.be oppressed 

by her society? These were the questions around which, 
\ 

" 
Ostrovsky's trilogy revolved. 

Ostrovsky depicted two basic types of women: the older 

/ selUsh samodur .~tyrantl 

/ who was a complete prisoner of 

and the young dependent woman 

her tyranniesl society. The 

/ 1 
/ 

, 
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ninéteenth~century critic, Dobroliubov, rernarked that the 

il . 
strict morals of society had the strongest effect on women. 

Men were able to move around at will and escape the immediate 

surroundings when the pressure became to~ great. The young 

wo~an was denied this privilege. 

ln The Thunderstorm, the matron Kabanova, made the 

sensitive young Katerina's life so miserable by her dogmatic 

and narrowrninded ways. that Katerina ultimately drowned her-

self in the Volga.\ Her action was a means of escaping from 

an anachronistic and apathetic soc~ety. 

The Forest was written ten years after The Thunderstorm. 
1 

Social conditio~s had changed somewhat, although thay st111 

had an especially negative .effect on women. The yiability of 

the 1 Kabanova 1 type domination had been called into question 

by Katerina's suicide. In The Forest, the samodur, Gurmyzh-

skaia was forced to admit that her domination of the family 
,. 

was diminishing. Gurmyzhskaia's niece, Aksiusha, was not pre-

• • 
'pared to bow to her auntls ~ishes. Nev~rtheless, she ~emained 

largely at Gurmyzhskaia's Mercy. The latter was portrayed as 

being a comical, jealous, and hypocr~tical individual. She 

'.was ob'sessed by wealth and used it to ensure that s1:\e was 

aurrounded by admirera. 

'l'en years later, in The Girl Without a Oowry, one finds 

, 
~ 

/ 

" 

1 
1 
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, 
a more passive samodur, Ogudalova, who no longer had the 

( 

matriarchal power enJoyed by Kabanova and no longer felt the 

need to be surrounded by groups of admirers as Gurmyzhska1a 

had been. Ogudalova turned aIl her energy to the accumulation 

of wealth. At this time in history, W~stern mcrchants were 

beginning to influence Russia. Trade was in progress and 

new ideas w~re penetratlng the country. The upp~r classes 

began to cast aside their superstitions and re-evaluate old 

traditions. Ogudalova, influenced by the new climate, strong-

ly believed in the pdwer of.money. She reached for it through 

flattery and hypocrisy. These were the values which she tried 

to teach her daughter, Larisa, but the young girl strove to 

remain independent. She chose to seek sympathy and love, but 

failing to End these elements in 'her world, she, like hCl" 

mother, turned,to se~king wealth. 

"What causes the downfall of women?" asked Dobroliubov 

rhetorically. His answer was: "The lack of true moral develop-

ment, no support from within and the tyrannical pressure from • 

without--these are the factors which provoke lack of moralit~ 

12 
in wornen in 'The Kingdom of Darkpess t • " 

Late in the nineteenth century a number of authors 

al'l9, dramatists. observed that Russian society ~ad become staq-

nant. The old v.alues ware fading ,.away, but new ones had not .. 

, 
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yet been formed. L. Tolsto~' s play The Power of Darkness, 

example, is a reflection of a decaying and amoral society. The 

characters in this play are simple country folk and their 

speech as weIl as their actions are boorish and lowly. The 

women in the play are anything but femininc1 their mannerisms 

and behaviour are crude. It is interesting to observe that 
{ 

in this play the women have more initlatlve and moral strength 

than the men. The latter spcnd a large p.:lrt of their time 

13 
resting on the "Gven"; the former, criticiz~ng the men and 

scheming. , 

Anton Chekhov's major plays depict the fading landed , 
nobility. A generally_gloomy atmosphere pervades these works. 

Women are obsessed with pett~daily occurrcnces. Boredom and 

monotony mark the~r days. Yet, the personages go on living 

and hoping for a better future. For e~.:1mple, in Uncl~ \'.:1lna, 

Sonia, in her depressed state finds herself'looking forward 

to death and to happier and more peaceful days beyond the 

grave. The mood of The Three Sisters is very dUll\ The 

eldest sister, Olga,rs a sçhool teacher whose life is devoid 

of romance. Masha is unhappily marricd and the youngcst, 

lrina, is enga~ed to a baron who is killed in a duel. In 

The Three Sisters we find a recurrent theme, that of trying 

to qet away fram the, tedious life in the country and ~vin9 

to the exciti(lg city of Moscow. , 
( 

1 
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, 
In consider~ng the foregoing sample of women charac-

ters in Russian drama from the late e~ghteenth to the early 

twentieth century, one finds a combinat~on of assert~veness, 

depression, boredOln, and hopc. These emotlpns serve \l8 indi-

cations of the personages' response to tpeir soc~al background. 

A certaln development can be traced in the characteri-

zation of women. From the unrestrained Prostakova, to the 

strongly influenced Sof'ia, and to the submerged women in , 
Gogol" s The Inspecto):' General and in Pushkin' s Li ttie Trage-

" 

dies. there seems to be a type of r-egression, as women are 
lf 

prog~essively less recognized as significant entities in 

" their social milieu. Then with Turgenev's Dar'ia, a new 

trend is discernible. Dar'ia e~presses her dissatisfac~ion 

with a dull life and struggles to improve it. Thé notion of 

women struggling to improve their lot ls further developed in 
l 

Ostrovsky's trilogy. In The Power of Oarkness by Tolstoi, ~e 

find women 90in9 to the extreme of exploiting men. In 
, 

ehekhov's plays women are more placid. They have, however. 

reaCh,ed the pçint where their moods anQ. desires penetrate ' 

and determine,' or at least influence, the direction of the 

play. 

'. , 
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As a resu1t of Lenin's policy of scxual cquality, 
. ( 

Russian women in the post 1917 period found thernselves sud-

denly cqnfronted by a different set e6 obligations. In com-

parison, men's lifestyles changed less radically. Women 

acquired new rights and freedoms, but in add1tion they became 

part o.f the working class. For men the concept of dut Y towùrds 

society was not a novelty, but for the woman it meant the 10ss 

.' 
of sorne àf ner former privileges of pursuing family and per-

sona1 interests, as weIl as the assumption of new responsi-

bi1ities. Sorne sources c1aim that the Revolution d1d not 

1 
. ', cd 14 u1timate1y fulfi 1 aIl its prom1se tQ RUSS1an womanho . 

Whether this is 50 or not, there is no doubt that the Revolu-

tion did effect fundamental changes in the situation of' Soviet 

women. 

Many talented artists greeted the Revolution with 
1 ,. 

en~husiasm (BLOk, Esenin, Mayakovsky), but a number of years 

passed before Russian playw~ights ~ttained sufficient persp~c-

tive to deal with the Revolution realistically. It was almost 
, 

a decade later before dramatists could present characters 

offering varying points of view on the great social upheaval 

they had experienced. It is interesting to note that one of 

the firat important plays deal~nq with the Revolutfon in a 

) -------
true-to-life way was, in fact, written by M. A. Bulgakov, 

• , 
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although his syrnpathy with the revoiutionists was quest~on-

able. Bulgakov expressed a certain amount of understanding 

for the people who, like. himseIf, unwittingly became involved 

in the Revolution. 

" Barly Soviet plays wer' often dramatizations of stories 

and novels. Bulgakov's The Days of the Turbins (1925), for 

exarnple, grew out,of his novel The White Guard. Ivanov's 
) 

"' 
plays The Armoured Train (1926) 'and The Blockade (1929) were 

i 

dramatizations of his novels by the sarne name. 

Early Soviet drarna usually rnirrored changing poiiticai 

and social preoccupations. As thé revolutionary and Civil War 

periods gave way to social and economic recons'truction and 

industriatization, playwrights increasingly keyed their plays 

to the drama of factory, mine and railroad sites. The prob-

lems involved in the establishment of collective farrns ~ere 

aiso depicted. 

Characters appearing in plays at tois time were very 
'" -

politically-oriented. They ware u,sed, to 

tools' of propaganda. Furthermore, it was the men 

who appeared in the limelight on the Russian stage. 

In the 1930's, however, some playwrights began to 

write more personal plays •. In 1938 Pogodin, a renowned 

dramatist, turned from p1ays of maS8 action to ones of 

, 

! 
i , 
, 
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\ 
private life. Thus he wrote, for e~ample, the sensitive 

Giaconda, which showed a man recuperating at a rest house 

and brought back to happiness by a woman whose smile "reminded 

him of Leonardo da Vinci's Mona Lisa. In The Moth (1930), a 

-
comedy, Pogodin depicted a negative woman who sccmcd secret:.ly 

to gnaw away at the ideals of her husband. In 1943 the play-
. t 

wr ight wrote The Boa twoman, a play cen tered around the ~ ioge 

o~ Stalingrad. Here, the heroine served her country w~th a 

strong sense of devotion by running a ferry ,transporting 

~ 

soldiers and food across the Volga to the besieged city. In 

these three plays we find Pogodin experimenting with wornen 

in. different positions--from an object of idolatry, to an 

apti-Soviet character, to a dedicated Cornrnunist fulfilling 

her\~~litical role with fervour. 

\ Another noteworthy playwr iqht, Afinogenov, also turned 

to the pe~onal play in his later work. When a male pla~right 
\ \ 

turne t~ p~~~nal or psychologica~ly oriented plays the f ale 

sex inevitably appears in some.significant role. In Mashenk 

for example,' Afinogenov depicted a fifteen year old girl 

awakening a new interest ~n'~er grandfather--~n inte~est in 

he new generation and the new Soviet country •. ," 
. 

Bulqakov's worka also reflect his concern with dif-

ferent ocial questions. The char~cter8 in his plays often 
Q 

, 
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mir.ox: reactions to the new Sovie~ society. 

This of his dràma often a110ws Bulgakov to 

draw his insight and understanding. This 

seems to 1y true of Bu1gakov's female personages. 

While the image which ~ ~ 

male characters -i1J 

largely based on their characters appear 

to have greater psychologica1 
t 

Since it is o analyse the entire reper-

toire of Bu1gakov's literature or e n his drama, to explore 

-- ------~s phenomenon our ~a\te on the fo~lowing 
, 

p1ays: 'Dni TUrbinykh (Thfi! Turbins) ~oikina kvartira 

'( Zoika's Apartment) (1926); Beg (1928): Baqrovyi 

ostrov (The .Crimson Island) 

15 
and Eve) . (19J1). 

(1928) i and ~~-:-:E~v~a (Adam 

There are several important reasons fo~ choosing to 
r . . . 

examine the female characters in the first fiV, of Bulgakov's 

major PIOys'. The';'emea of bites. tirst five PI~Y'S are bas.d 

on the Civil War or ,the immediate post-war si~~a~ion in Soviet 

Russi~, thus torming a unity. The first four of \Jlese plays 

were written in the 192·0' B. The fifth play, Adam d Eve, was 

written in ~931 and serves to complete the first 

playe. After Adam and Eve, Bulgakov m~ved~ to 
1 

themes. 

cyc e of' 
\ 

e"PI~ new 

, 

The genre of 1 th~' first group of .plays is not unifO~., 
, ~ 0 

\", 
'~ 

., 
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The first play, The Days of the Turbins, is realistic whereas 
. , 

th~ four subsequent plays are eithe~ allegorical and 'farttas-

tic', or possess sorne elements ot; the "'fantastlc·. Contern-

porary women figures appearing in the first cycle are both 

diverse and colourful individuals who form an integral part 

of the content of these works, their.themes, and their purposes. 

The female personages introduced in Bulgakov's l~ter plays seem 

\to be of far lesser significance. 

Through the women characters Bulgakov seems to be 

sear~ing for the image of the new conternporary woman. The 
", 

reader ~an easily sense a certain oscillatio~ or que~tioning 

on the par~ the.playwright in hiq varied--sometimes rea

- lis tic. someti~ obscure--ways of po~trayin9 'the ini tial 

group of WOIIII'n fi9~~ WI)':t is their new r~le in Soviet 

society? How do t.hey .ada~ to the new way of life? . ., "'-~"--

~ In his characters BulgakÔV'~~~nd a means of expre,ss;-

in9 some of.his opinions and feelings aboùt the new,regime. 

He aéhi6ved t.his- end in a subtle and. inconspicuous manner 
Q 

~rouqh the depiction of, women in partié'ular. Wpmen were , -
generally more tacit in their expressiveness. Besides; the 

censorà would be ï~ss apt to suspect women of being agents 

of Bulgakov' a rather unorthodox selt=-expreasion. 

E. Prof'fer found that there la no development in th\) 

"-- . ~ , 

" 
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16 
com1C characters of Bulgakov's work. It may be argued that 

thlS is true from one pOlnt of Vlew: The characters are stable 
/ 

and thelr personallties do not change durlng the course of the 

plays. Neverthe1ess, 

drama is such~h~t the 

the background turmoil in Bulgakov's .. 
-(\ 

female personagcs are often in one 

sltuation at the start of each'play, and have shifted to a 

different one by ltS end. ThlS is similarly true of the women 

in the tragedies, also to be discussed 1n'this study. Through-' 

" 
'\ 

ou~ each play the female characters encounter a large degree 

of turbulence and unrest. Their personalities are revealed 

as they deal w1th adverse s1tuations. The hardships which 

they undergo olten lead to pesslmistlc feell.ngs about thelr 

lives and about the new soc1ety around them. 

Seven of Bulgakov' s utwel've ma] or plays will not be 

d'iscussed here. These in~lude: Po1ouumyiz·hurd.en (Half-witted 

Jourdain) (1932): Mertvye dushi (Dea9 Souls) (1932) ; 

Blazhenstvo (Bliss) (1934); Poslednie dnl. (The Las t Days) 

(1935); Kaba1a sviatosh (The Cabal of Hypocrites) 
) 

(1935) ; 

Ivpn Vasllievich (IvaQ the Terrible) (1936); and Don Kikho~ 

(Don Qui~ote) (1938) . .. .. 
// ~ese seven p1ays, written after Adam and Eve, are 

/ 

quite different from the firs,t group because they no lOIi-3er 

deal ~irectly with contemporary themes. After 1931 and the 

" 
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completion of Adam and Eve, Bulglkov had completed his quest 

for the nature of the new woméln flgure. The playwright then 

turned from this lnitial thcmc--thc Civil War and post-war 

condltlons ln Sovlet Russia--to fantasy, history, and forelgn 

Il tera ture. 

.. 
Sorne of the women ln the second cycle of Bulgakov's 

plays are borrowed from a foreign culture or from the llte-

rary works of other authors. In the case of Bliss and Ivan 

the Terrlble, both science fictlon fantasies, the role of the 

women characters is not very llolewoL" thy. NOlh' of tIlt' \"0"'('1\ 

characters in the seven plays constitu~ing Bulgakov's second, 

dramatic cycle serve the purpose WhlCh they do in his firs~ 

cycle--to promote the quest for t~~ew Soviet woman. 

How will th~ purpOSe of this study be achleved? Ta 

determine whether Bulg~kov depicted the female personages in 

the tirst cycle in a realistic, sensitive and balanced way, 

several questions will be posed: Do Bulgakov's women chatac-

ters visibly display concern about others, and are they hos-

pitaple to them? Do they in turn SOllClt help and comfort 

from their male counterparts in difficult situ~tions? Càn 

t.hey be flexible and display courage when necessary? 00 

pulgakov's women characters appear to be less politically 

, 
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V 
oriented than their male countcrparts, arc thcy more often 

( 
concerned with daily matters? Can tgey also be verbal1y 

expressive? If the answer to aIl or te mast of these ques-

tions is affirmative, then Bulgakov can be considered to be 

a writer who is indeed sensitive to and understanding of the 

"conternporary Soviet woman." 

In order to dlscover how and te what degree Bulgakov's 

female ~haracters express his Owrl 'skeptlclsm' and 'ambiva-

\ 17 
lence' towards the Soviet regirne and ideologies in general, 

we wlll look at the actions and dialogue af the female per-

sonages in the context of the plays in which they appear. 

Chapter II will be devoted to an exarnination of 

Bulgakov the dramatist. Herc W~ \vl.ll 0xplol"c lus pCl"s'-'1l:l1 

and literary background. Chapters III, IV and V will discuss 

the five proposed plays (with one exception the plays are or-
() 

'dered chronologically, i.e. Fliqht was written after Zoika's 

Apa,tment but for practical purposes .it will be discussed in 

its proper chapter). In the "Conclusion" the findings of this 

study will be surnrnarized. 
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l~iograPhicql ,informat~on on Bulgakov has largely 
been collected from the following sources: Yves Hamant, 
"Bibl iographie de Miha i l Bulgakov," Cahiers du monde russe 
et sovietique, no. 11 (1970), 319-348; Konstantin Paustovsky, 
"Bulgakov ~ teatr," HOst y, XI (1964-65), 378-400; Sergei 
Yermolinsky, "0 Mikha~le Bulgakove," Teatr (1966), 79-96. 

\ 

21n her book entitled Women in Soviet F~ction 1911-64 
(Madison: University of h'isconsin Prc~~, 1%0), p. 3, X<'nia 
Gas lorowska pOInts ou t tha t ;) l thou<Jh "lhcrc havc b~cn IHNl\Cr

ous s tudles of male characters ln Sov iet li tera ture,' both in 
the Soviet Union and in the West, fictional wornen have been, 
ln comparison neglected.," S~milarly this may be sa~d'about 
women in SOvlet drama. 

With the current trend found ln ~ct drama--a re
turn to psycholog~cal plays--mQFe attention has been given 
to women characters (see Emllie Stich1ing* "Recent Trends 
ln Russ lan Drama wi th special reference to Alexander Volodin, Il', 

Canadian Slavonie Papers, no. 11 (19û9), 4l>(,--l75). 
Indeed, since the "thaw" (1953), marked changes are , . 

noticeable in Russian literature and drama. Today heroines 
are more credible and more attention is being paid to Soviet 
women a1though the findings are often not optim~stic. ~ 

Gasiorowska points this out in her recent article "On 
Happiness in Recent Soviet Fiction," Russian Literature 
Triguarterly, no.- 9 (Spring 1974), 473-485. 

n 3 ( 
X. Gasiorowska, "On Happiness in Recent Soviet 

Fiction, " .2E...:... llL,., pp. 474-475. 

4He1en Partridge. It'Comedy in the Early Works of M • 
A. Bulgakov" (unpublish~d Ph.D. dissertation, Georgetown 
University, 1968).-

5 • Barbara Blake, "È1ements of Satire and the Grotesque 
in thô Prose of M. A. Bulgakov" (unpublished M.A. disserta
tion, MdMastor University, 1969). 

6Ellendea Proffer, "The Major Works of M. A. Bulgak~)V" 
(unpub1ished Ph.D. dissertation, Indiana University, 1971). 
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7This lS a 11tera1, lf unc1ear, quotatlon from p. i 
of Proffer's thesis. 

8H. Partridge c1aims that Bu1gakov's use of comedy 
is mere1y "the 'mask'. behind which 1urks a trag ic rea1 i ty, " 
p. 2. 

·9 E. Proffer, ~t., p. 425. 

.n 

10"The Kingdom of Darkness," named by the Russian 
writer N. A. Dobroliubov refers to the period around 1860. 
Dobroliubov, of course, died in 1861, but the grlm era te 
which he gave a name continued untl1 the turn of the èe~tury. , 

lIN. A. Dobro1iubov, Stati ob Ostrovskom (Moskva: 
Gos1itizdat, 1956), p. 135. 

12 Ibld., p. 124. 

13 "Oven" refers to ao old-fashioned Russ1.an home heating 
appliance on top of which more than one persan cou1d rest or 
sleep. 

14 
X. Gasiorowska, Women ln Soviet F ictlon 1917 -64, 

( 

~ cit., p. Il: ~ate Millet, Sexua1 Po11t~S (New York: 
Doub1eday and éo. Inc., 1970), 168-176.~ 

lSAll quotations from Bulgakov' s flrst cycle of plars 
are trans1ated from thê followlng editions: M. Bu1gakov, 
Dni Turbinykh ("The TUrbins") (Letchworth: Prideaux Press, 
1970): M. Bulgakov, Beg ("Flight") (Letchworth: Prideaux 
pre,ss, 1970); M. Bulgakov, p'esy (Adam i Eva, Bagrovyi 
ostrov, Z$>ikina kvartira) '(Paris: YMCA Press, 1971). 

Throughout the study quotations will be identified 
by the relevant title of the play, in English, fol1owed by 
the page number. The full reference will not be repeated. 

16 E. Proffer, ~ cit., p. 423. 

17 . 
The term "ambivale,1'1ce" should not be confqsed with 

"ambiguity." Ambivalence is defined as: having opposetl atti
tudes tQWa~ds the same pers on or object: a capacity to see two 
or more sides of an issue or a personality. This i5 the mean
ing which will be u5ed in this study. "i\mbigui ty" in li ter a
ture suggests two or more appropriate meanings to words, or a 
basic"meaning and ,overtones. See Sh~w's Dictionary of Litef 
'rary Terms (New York: McGraw Hill Books Co.,' 1972) . , 
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• Chapter II 

BULGAKOV THE DRAMATIST 

Bulgakov'$ Early Dramatlc Career 

In 1920 Bulgakov declded to end his medical career and 

take up creative wrlting. He moved to Vladlkavkaz, where he 

l 
worked fOr a year ln the eodotdcl lskusstv, the local orqclni-

zation designed to help writers and artlsts and to arrange 

lectures as weIl as Iit~rar~vents. Ile also contributed to 

local newspapers. In VIadlkavkaz, he made his first attempt 

at playwrlting. He wrote five plays: Samooborona (Self-

Defense), Brat'ia Turblny (The Turbln Brothers), Synov'~a 

Mully 7 Sons of Mulla}, Parizhskie kommunary (The Paris , 

Commun a rds), a nd .;;;G.;;;l.;;;i;.;.n;;.;;i:.;;a;.;.n .... yl.,;e~z_h=e.;.;n.;;;i;.;.k;;.h;,.;;:.i ( Th e CI a y Sui tor s) • Th e 

first three of these plays were sta~ed with great success, 

but Bulgakov was never satisfied with âny of his eârly at-

2 
tempts at drama and he eventually de~troyed them. 

In the winter of 1921, Bu1gakov·moved to Moscow where 
( 

he was to establish himse1f and where his literary career was 
. 

to,~loom. He spent the ~~st of his life in the capital. The 
'A 

/ 

Civil War had Just ended, but emotions still ran high. Every 

day brought new attacks on the former ruling class to which 

Bulgakov ~longed. He was witness t~ the destruction of 

, 
24 
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everything in whieh he had believed sinee ehildh~. The 

Civil War and the politieal upheavals which he had exper-

i~nced in Kiev during 1918-1919 made a strong 1mpress1on 

\ 

on h1m. Poli~ieal instability made the young writer realize 

the need to reconstruct his earlier bel1efs about RUSS1a and 

RUSS1an society. This experienee, relnforeed by the poor 

conditions which he found in Moscow--lack of heating, fam1ne, 

and low morale--generated nagging questions and doubts in 

Bulgakov about t~e viability of the new Soviet reg1mc. 

Bulga~ov was not a Marxist and he never j01ned the 

Commun1st Party. He could never fully accept the new polit1-

cal regime. Yet, when Bu1gakov's two brothers moved to Paris 

3 
around 1918, he did not j01n them. Although he might be 

considered a francophi~e, he was not prepared to emigrate 

·because of the patriotlc and psychological bonds which tied 

him"to his Motherlànd. Over a decade 1ater, hlS theatrical 

career having suffered countless disapPol.ntments" his patrio-

tisrn still held firm. In 1930 he was quoted as havin9 re-

rnarked to Stalin, "Late1y lIve been thinking, can a Russian 

writer live outside of his homeland? l believe that he 

4 
cannot. " 

Bulgakov was an individualist. He could no~ and did 

not belong to any literary grouP! He himaelf maintained that 

, 
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an author had tG be "independent to the end, otherwlse he 

5 
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would find himself more or less on a string." Nevertheless, 
t 

Bulgakov dId have a particulâr interest in the CiviLWar and 
( 

the RevolutIon, and the effect of these occurrences on the 

indlVldual. He shared this interest with two prominent 

literary groups, RAPP and Peputchiki. 

Initially, Bulgakov rldiculed the new ~egime in ncws-

paper articles. Later, realizlng that this was a futile 

strategy, he began to think about ways to defend the values 

of the intelligentsia through literature. Basic te his The 

Days of the Turbins and Flight as weIl as to much of his 

other work, 15 the idea that the intelligentsia represents 

the 'best' in SOvIet ~ociety.6 In the two plays mentioned 

directly above, Bulgakov depicts the Whites as normal human~ 

beings, members of tn, intelligentsia. This is not to say 

that they are aIl portrayed as amiablc individuals--characters 

like Khludov'and Talberg, for example, are selfish and un-

desirable--but that they are not incorrigible monsters, as th~ 

Soviet propaganda machine wanted the people te believe. The 

central idea of subsequent plays by Bulgakov is different from 

that of Flight and The Days of the TUrbIns. The heroes and 

heroines are not aIl portrayed as members of the White intelli-

gentsia. Their- roles ~re more var~ed. Sorne of the R~s ln 

, 

" 
! 
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Bulgakov's flrst cycle of plays are dra~ as dogmatic and 

( , " 
~nfleKible personages. Adam ,and Daragan arc cxamplcs of this 

type of character. Many of the people who cannot clearly be 

identifled wlth either of these two groups (Whites or "Reds) 

are concerned with more mundane and non-politlcally oriented 

aspects of dally life. For example, Yelena and Eve are de-

picted as this type of character. Son'lctimcs the charactei"s 

ln this group are drawn as self-interested lndlvlduals, such 

as Zoika. In general, it seems that Bulgakov's female per-

sonages belong to this third category. 

In their uncommitted attitude they are more readily 

able to take an obJective view. In thlS way, of course, women 

could easily be used by the author to express his own feel-

ings. Bulgakov himself stated that he made "great efforts 
" , 

to be objective and to stand over the Reds and the Whites."7 

This fact supports th$ notion that the female personages in 

his early plays are used in a spe,cial way to express the 

author's skepticism and ambivalence towards the new regime. 

In summary, it'may be said that in 'Bulgakovts arnbi-

" valent atti,tude towards the USSR we s~e reflected the uni-
/ . 
" 

versaI dilemma of' the intellectual, whose world Vlew would 

not allow him to see any issue in pure black and white terms, 

: ' who could not unquestioningly accept the simplistic answers 

~ " , 
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provided by dogma and self-lnteres t. He was in essenCe an 

émigré in his own country. This intellectual relàtivism is 

the source of much,of Bulgakov's Ilterature and can be traced-
, 

especially in his early plays when events were urgent and his 

career ~s yet undulled by repeated attacks and disappointments. 

Bulgakov's Attitude Towatds Drama 
/ 

~BUlgakOv'S attitude towards drama and his relationship 

to it ~ere largely influenced by two factors: firstly, his 

experiences as a struggling writer in the Soviet Union, and 

secondly, the drama tic trad l tion wi th which h~ ic;len tifltXl and 

It 
from whièh he learned much. It is these two elements to which 

we will now turn for examination. 

From his childhood Bulgakov was attracted to the 

theatre. Accounts written by his colleagues and by himself 

show how engrossed he became in theatrieal performances.- It 
) 

might be said that the stage was his opiate. At one point 

in Moscow he commented: "The theatre for me is enjoyrnent, ., 
In a word aIl that 1S pleasant 

8 .. peace, diversion. 

A play would sometimes captivate Bulgakov to Bueh an extent 
" , . - \ 

that he èraved to become part of it. In the following pas~ 

sage he explains how this wo~ld occur: 
1 
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o 
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Bitter feelings possessed me when the show was' 
over and 1 had te go out into the street. 1 
very much wanted ta put on the same caftan which 
the actors were wearing and particlpate in the 
actIng. For example, it seemed that it would be 
very good to suddenly go out having stuck on a 
collosal, snub, drunken nose, wearing a tobacco 
caftan, with a walking stick, holdIng a snuff 
box,and say funny things. 9 

The above is an indication of the power which drama 

29 

had on Bulgakov. It i5 not surprlsing that the artist began 

to create his own plays. 

The 20's were very eventful years for Bulgakov, the 

playwright. During this decade, despite harsh criticism, he 

produced four plays based on contemporary themes. In 1926 

The Days of the Turbins wa,s staged in the Arts Theatre. This 

play was received,with great acclaim by the publIc. Stalin 

himself found that the play was "not 50 bad" and that it did 

10 
"more good than harm," in ideological terms, of course. 

However, many critics were dissatisfied with this non-Commu-

nist work. They called it hostile, virulent, and offensive. 

The playwright was called posredstvennyi boqomaz (<1 mcd.locre 

painter of religious picture~) and~he Arts The~tre was called 
, Il 

teatr beloi kosti' (a bluc-blood thcatrc). Saon after the 

production of the first play, Bulgakov wrote Zoika's Apart-

ment. This play was premiered in the Vakhtangov theatre 

where ~ ran for three out of the six nights for -which it was 
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scheduled. Apparently Zoika's Apartment was played in seve-

raI cities and was shown over one hundred\times in Moscow 

12 
before it was ban~ed. The critics cilll~d 'l.t il "on~ sldüù 

\ 

J'l}isconception of the truth ... 1,3 ... Flight, which BUJ~kov in

tended for the Arts Theatre, was cen~ored before it was pre-
• 

mieretl the following year. One critic called Flight "the most 

o ~ • 14 
reac~ionary play of our t1me~." Shortly thereafter Bulgakov's 

fourth play, The Crimson Island, was staged in the Kamerny 

theatre, but it was also soon censored. 1 

Mernbers of the RAPP were highly cr i tical of Bulgak'ov' s " 

non-ideological drama andthey critized Lunacharsky's 

commissariat of Education for giving The Days of'the TUrbins 

a restrained but favourable rating. The playwrlght found 

very littler'support among critics. In th,is regard, Gorky was 

an ~ception ~o the,rule. for exampl~jUd9ed Flight as 

"an excellent comedy with dèeply hidden satirical content 

••. "
15

, The Arts Theatre was also'prepated ta accept it. , 

By 1929 the negative evaluatiohs of Bulgakovts plays so hea-

vily outweighed posïtive reaction that the authorities decided 

to ban,all of tnejauthorts plays. The dramatist,was over-
, { 

whe1med by thi8~ cision. As 1. B~bel had frequently done, 

Bulgakov began a period of silence and meJltation. 

Attacks against hLm were mer~iless. 'Some suggested 

. , 
" 
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tha~ Bulgakav write a letter ta the government renouncing 

his previous p1ays and promisihg to write the party 1ine in 

the future. He cou1d rtot do this because he was nat a Com-
1 

munist and consequently "he cou1d nct write a Cornrnunist 

16 play. " He refused to compromise his beliefs. In 1930, 

during a period of depresSion and moral exhaustion, Bul'.1'akov 

decided to write an 'honest letter' to Staline In this letter 

he explained that of the 301 articles which had been written 

about him and his work over a ten year period, only three were 

,posi tive. The remaining 298 were hostile and injur ious. Con-

cerning future plays he ex~laincd: 

1 am unlikely to irnpress the Soviet Governrnent 
by pretending te be a confused, politically 
naive, tame animal who will jump through any 
hoop to order. l hilVC therefore not L'ven 
tried to ~rite a Cornmunist play because l 
know before -1 start that i t wouid be a failure. ~ 7 

In these lines the reader can-detcct Bulgakov's straight-

forwardness once again. He refused to be a hypocrite. As 

usual, he stood' by his convictions and was not afraid to ex-

press 'them. In a moment of desperation, he boldly asked to 

be allowed to emigrate. Later, his tone changed. 

Bulgakov concluded his let ter with a pIca ta Stalin 
o 

for a job in the theatre as an as~istant producer. If this 

"was not possible, he requested employment as a stage. extra 

or. even ,8 stage hand. F.inally; ,he asked .that if none of ' 
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ort.~~"" -author i ties should.dt> 

with him whatever they saw fit, but he pleaded that they 'do 

h ' ,18 sornet l.ng . Like Solzhenitsyn today, Bulgakov's literary 

1 

production was strongly link~d ta the panoply of daily Russ1an 

exper iences. Emigration would have bcen the pcnu1 t ima te 

sacrifice. It wpuld, no doubt, hav end to his 

~iting career. 

In one section of the letter, Bulgakov bravcly admitted 

to a "deep skepticism" in regard to the revolutionary process 

19 
which was taking place ..in his "backward country." This ls 

the same skepticism which the~ author expressed in different 

ways in his literary works~ Bulgakov's skepticism in the 
, , 

revolutionary process taking place in his "backward country" 

can be detected in his early drama and in a particular way 

through the female personages in his f1rst cycle. It seems 

strange that at a time when the Soviet governrnent was so 

activel~ engaged in spreading its ideology and eliminating 

adverse elements, a dissident playwr~ght should ~re to voiee 

his "sk~ptiçism" towards the viabili ty of the Soviet regime. 

It was even mor~ unusual that the author was not rèbuffed 

for hi. a~dacity. ~ In 

20 to BUlgakov·. plea. 

fact, Stalin made a positive response 
El 

Bulgakov's boldness and strong convictions bring to 

, ", 

'. 
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mlnd an episode ~n Fl~ght. In the second 'dream' the orderly, 

Krapilln, ln a moment of frankness, launches a tlrade against 

General Khludav. He denounces ~)ludov's cruelty and makes 

accusatlons agalnst hlM. Khludov seems to be surprlsed at 
.., 

Krapllln's boldness, but he 1.S 1.mpressed by Krapllin's honcsty 

and stralghtfo'rwardness. When the orderly falters, however, 

, 

suddenly fearing that he may have becn too blunt, and begs 

forglveness, Khludov has a change of heart. He oLders 

Krapll1.n hanged for hlS coward1.ce. One has the lmpreSS1.on 

that lf Krapilln had stuck to eXpre5S1.ng what he truly be-

11.eved, hls fate would have been different. Thé playwr1.ght 

seems to suggest that a person i5 always better off lf he lS 

hone~t wlth him5elf and-wlth others rather than being hypo-

critical. 

'Of course, there wasoa limit to the extent to wh1.ch 
, 

Bulgakov could be honest through his plays' if he wanted them 

to be produced. He wo~ld therefore often resort ta 'veiling' 

,his message. Many critics have noticed Bulgakov's cautious 

approach to self-expression. 

Bulgakov's task was not only to find an artis-
tic form which would express his ideinaia dia
lektika (ideological dialectic), but also te 
cover it like a secret, to save it fram party 
censorship. The sc'teen, howe\'er, had to be such 50 

~s,riot to completely extirrguish the true mean-
ing of the novel (in this case, the play) . 
not te deface the true message. 2: 

, 

" 

, 
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The social upheavals in Russia left their mark on 

Bu1gakôv. His wor1d changed dramatically. This exper ience 

shaped his 1l. terary works. Moreover, whcn he tr lcd to c.."press 

hl.s doubts ln writlng, he found obstacles at every turne The' 

harsh crltiCl.sm made against him whlle he was trying t~ esta-

bl i5h himsel f ln the thea cre no doubt increascd h 15 cynic ism 

towards the new soc l.ety. He was nat prcpilrcd to acccpt the 

changes that were taking place around hl.m Wl th ou t con tes tl.ng 

them. It is not surpclsing that in his early drama ane can 

recognl.ze the ,lcanoc1ast l.n Bulgakav. 

Bulgakov's theatrical and other works were exceptio-

nally varied. Paustovsky notes that each of Bulgakov ' s plays 

was wrl.tten with something new and "Bulgak.ovian." Thè drama-

tist's ViVld imagination and need for self-expression ensured 

that he never repeated himself. Although he developed a bold 

and individualistLc style of drama, it wo,uld be wrong to 

assume that Bulgakov's works were not influenced by other 

nineteenth .and twentieth century aut.hors . Bulgakov inheritcd 

. many traits from his predecessors. 

Sorne critics, su ch ilS Smirnovil, feel that Dulgakov' 8 

playa originate in the mainstream of Russian drama. They 

fo11ow in the line of Tolstoi, Turgcncv illld- Ch~khov. \"~t. lus 

drarna is very different from theirs in ita particu1ar presen-

22 
tation of reality and in its laconic nijture • ~is ia / 

G 
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partlcularly noticeable in The Days of the Turbins, whieh 

largely follows in 'the classical tradi tion, <lS d00S lh0 novel 

The White Guard from which it orlginated. 

In her thesis, Partrldge shows that Bulgakov's works 

are descended from the comie and saUr ie trad1. tion of nine-

teenth eentury Russian literature. He felt "an affinity to 
1 

Gogol', SaI tyk.ov-Schedrin and Sukhovo-Kobylln." From Gogol' 

$ 

Bulgakov took a sensé of style and form as weIl as a certaln 

vitality and"liveliness commonly assoeiated with the Southern 

or Ukranian ternperament. He was a1so lnspired by Gogo1'J s 

use of fantasy or the supernatural. Bu1gakov considered 

saltykov-Schedrin to be his teacher.
23 

Sorne feel that the 

genre rf ~light is similor to that of Sukhovo-Kobylin'. Oe10.
24 

~~ere lS a certain amount of controversy concerning 

Bulgakov t'a feèlings towards Chekhov, and t'he degree to W~iCh 
Chekhov influenced him. Yerrnolinsky believes that Bulgakov 

was indifferent to Chekhov and tha~any attempt to find a 

25 
similarity between the two authors would be a rnistake. 

(, 

Proffer bas,ically agrees with Yermolinsky~ but notes that at 

a certain point in The Crimson Island the dialogue develops 

in a Chekhovi.an rnanner.
26 

At anothor point she iu.huiLs thal 

some criticB find that Bulgakov was influenced by Chekhov's 

later plays. This is .because elements of nostalgia are to 

" 
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. 27 
be found in the "at l'Iome scenes" in The Days of the Turbl.ns. 

-' 

The observations made by Proffer lead one to believe that 

.c. 
there is a certain degree of Chekhovian influence in Bulgakov~s 

.J 
work despi te her basic agreement wi th Yermolinsky tha t thcro 

ia no similarity between the two. 

It has been noted by Rudnitsky, by Lakshin, and also 

in an article edited by Vladimif and Lapkina that the-two. 

authors, Bulgakov and Chekhov, shared a close attent~on to 

elements such as detail~, minor dlalogue and lnsi~cant 

actions. Bulgakov followed Chekh?v's need to express psycho-

logical depth and finesse as well as sharing a sense of re-

28 flned humour. The RAPP organization aiso found a sl.milarity 

between Bulgakov and Chekhov. Members of this group could not 

see either author in a favourable light, but they contented 

themselves with calling Bulgakov lia decadent writer in the 

line of Chelçhov. ,,29 

The Playwriqht and His Characters 

words, 

Bulgakov was fond of his heroes and hero'ines. In his own 

30 
geroev svoikh nado liubit' (one must love his heroes). 

, 
Most of the drarnatist's characters projected his own ideas and 

thoughts about the Revolution and the 'Civil War and how these 

events affected society. Therefore, he naturally felt close 

, 

\. 

., 
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ta his creat1ons. Even the less sympathat1c personages were 

treated w1th a certain amount of understùllùlll':1. 'l'lus W.lS the 

playwright's way of showlng that he was not narrow-minded, but 

thqt he considered everybody's position. For example, the 

cruel actions of Khludov, in Flight, are condoned on t~e grounds 

of his psychological illness. In The Days of the Turbins, 

Talberg's cowardice and flight do not clicit hate on the part 

of the reader, because one tends ta feel sarry for this harm-

less, "rat-like" creature who is tao concerned about his own 

safety and publ~c image ta care about anybody else. 

Twentleth century readers, unlike their Victorlan pre-

decessors, do not subscribe to the Vlew that characters exist 

independently of the plays in which they appear. For Bulgakov, 

however, his per$onages did have a life outside of the thea-

trical works. Often,they came into being before the work in 

" which they fi,gured. The playwright' s wife affirmed that when 

he was dictating ta her and looking out the windo~ she had 

the distinct impression that her husband actually saw what he 

d 'b' 31 was eser1. 1.ng" AccQrding,to the critie Laksbin, Bulgakov 

would not write abqut anything whieh he did not see vividly 

i ] . . d' 32 n l1.S m1.n seye. nulyakov' D collt'.I'JueH, Yermot i Ilflky t1lld 

PaustovBky, also spoke of the dramatist's unusual talent of 

aeeing his dramatis personae and explained that he actually 

o 
" .' 
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conversed with them. In addition,' he was able to take on the 

personality of any of hlS creations and act out thelr roles. 

Smirnova called thlS 'creative process' of Bulgakov his 

tea tral' noe voobrazhenie (thea tr ical imagination): 

This ability ta see a play WhlCh was not yet 
staged and not yet written as if it wère al
ready produced, as weIl as see and hear one's 
he~oes as if in real life and already taking 
on a living human form, i5 undoubtcdly ~ p~t

ticular talent of imagination. n1is ta!jnt 
may be termed "theatrical imagination. Il 

In BlaCk Snow: A Theatrlcal Novel, Bulgakov reveals to 

us how hl.s "theatrical imagination" works. The dramatist tells 

as.how the personages of The Days of the Turbins were born: 

As before, l woke up in tears. What a fool 
l felt! Again there were those sarne people, 
again that distant city, the side of a grand 
piano, the sound of shots and again someone 
falling in the snow. Born in a dream, these 
people we~e now emefqing from their dream and 
coming firrnly to life in my cell-like roorn. 
There was obviou&ly no getting away from them. 
But what was l to do with them? 

At first l simply talked to them and then 
l somehow found myself taking the .copy of my 
novel out of the drawer. In the evenings l 
began to feel that something coloured was emer
ging from the white pages. After staring at it 
and screwing up my eyes, l was convinced that it 
was a picture--and a picture that was not fIat 
but three-dimensional like a box. Through the 
lines on the'paper l could ~eé a light burning 
and inside the box those sarne characters l.n the 
novel were moving about. 

After a while noises 
room inside the book 

began coming from the 
• Of course, if l had 

suppose tha t th el' would 
G 

told thi. to anybody l .. 
f, 
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have advised me to see a doctor. ~ley would 
have said that someone was playing the p~ano 
downstairs and they m~ght even have4 told me 
exactly what they were play~ng. l would ,have 
paid no attention ... They were certa~nly not 
coming from downstairs. Why did the little room 
grow dark, why d'id the pages fil! with a winter's 
night by the Dnieper, why those horses' heads and 
above them men's faces under sheepskin hats? l 
could see their sharp swords, hcar thcm ~s thcy 
whistled through thc air .... 

l could have watched the page play th~s 
game for ever . . . But how was l to pin down 
those little figures 50 that they would never .' 
run away from me? 

One night l dccidcd to describc th"t cn
chànted little room. How was l to do it? 

It was very simple. What l saw, l wrote 
down; what l didn't see, l left out ... 

l was fasc1nated by this game . . . l spent 
~hree nights playing around with the first scene 
and by the end of the third night l realised 
that l was writing a play.3~ 

.' 

39 

This excerpt is a significant one because it shows the 

creative mind of the author at work. When critics speak of 

Bulgakov's ability to communicatc with his characters, this 

is apparently not just a figurative way of saying that his 

personages we~e vividly portrayed--it is a true description 

of a real, but~unusual, phenomenon. 

A~though the above excerpt refers. to the birth of the 

characters in a particular play, the revealing details and 
, 

'.the authentic tone of the· pa~sage are convincing. They lead 

one to believe that other characters and plays were born in - , 

a similar way--first the personages appeared to the playwright 

and then' t~ey were placed in'a dramatic setting_ 
" 
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Bulgakov was concerned about the authentlCl ty of his ' 

characters and their ability to deplct reality. It "'as pre-

.cisely thlS notlon which linked hlm to the Arts ~atre. He 

consclously agreed w 1. th l ts crea t 1. ve pOS l tion. wInch cal) be 

35 
summed up as sts@nlcheskli reallzm (rea'l1.sm on the stage) , 

A realistlc play presented concepts which were comprehenslble 

to th~ audience and wlth WhlCh they could id~ntify. One way 

in which Bulgakov was able to achl.eve hlS goal was through 

36 
his masterful and rapid characterlzatlon. 

Bulgakov stood for a ponlatnYl teatr (an understand-

able theatre). Although he genèrally avoided crlticlsing 

his literary colleagues, on one occasion he did crlticlze 

Meyerhold for hl.s futurlstic theatre saying that the latter 

37 
"wâs born too soOn." 

Bulgakov's characters were indices of contemporary 
'iÏ . 

social and poli tic,!! scenes. Heroes such as 1\leksei Turbin, 

Charnota,and~Dara9an were more apt to represent the politi
\ 

cal drives of \soclety than were the herolnes. For example. 

Yelena, Serafima.and Eve illustrated the social and pragma-

~ic side of daily life--they were les~ interested ln politi-

cal events. Yet, they had a way of reflectin.g the concerns 

of their society ,as weIL as th~ skeptical and ambivalent 

feelings of the author' to their mi.! ieu. 

" 
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Partridge affirms that in The Days of the Turbins and. 

in Flight, the two plays dise'ussed in her study, Bulgakov' s 

treatrnent of eharacter is more dispassionate than in sorne of 

38 
his other works. This appears to be so because the play-

wright deliberate1y attempted to give his personages indepen-

dent life and not to look upon them as puppets on a string. 

Nevertheless, he docs trcùt the pcrsonngcs in th('sc two plnrs -
with a certain amount of pathos and humour. 

Myshlaevsky, Sherv insky, and Larion are the major 

coroie figures in The Days of ths: Turb~ns. Each of these three 

characters is enatnoured of Yelena who, herseIf, is not a eomie 

character. In this respect Bulgakov appears to have allotted 

a certain arnount of insight and understanding to Yelena and he 

... has largely deprived the main comic characters of these qua-
• 

lities. Sinee they are aIl drawn to Velena, the reader can 
,-

deduee that one role of the cQmic personages is to offer con-

trast to the more sophisticat,ed ways of the woman figure. 
0,' 

At tim~s Yelena ls witt Y and humourous at t~e expense of her 

Buitera. 

When, for example, Larion plays the love sick lad at 

the beg~nning of Act IV, telling Velena how mueh he would 

enjoy spending the whole eentury at her feet under the 

" 

Christrn,s tree, she does not take his profession of love 

o , 
~~>, 
~ . . ' 
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serrously, but points out that he'would soon become bored. 

~1 Later in the sarne act, Myshlaevsky compliments Yelena on her 

fine Skllls and excellent qualltles, addlng that he would be 

happy to marry her. She tells him bluntly that she would not 

marry him. In Act l, when Shervinsky arrlves at Yelena's 

house, he presents her w~th a bouquet of flowers and expresses 

great happiness at seeing her. When he adds that he has not 

seen her for a long time, Yplena re,torts that if her memory 

does not deceive her, he was over the preVlOUS evening. 

In The Days of the Turblns the comle element ln the 

eharacters lS generally light-hearted, bu~ ln Fllght ~t lS 

sareastic and ironlc. This lS bccausc the pcrsonc1qcs ln 

, 39 
Flight are cast ln a harsher llght. They endure greater 

" calamities and sufferings. Charnota, in Fliqht, i5 both a 

comie and pathetie figure. Korzukhin i5 a scapûgoat who is 

ridiculed and Khludov expresses deep sarcasm and irony. He 

both mocks others and unconsciously mocks himself . 

. ' aL the two women. in the play, Lius' ka and Serafima, 

the latter i5 ill throughout Most of the play. When she is 

well, she is too dignified to be comic. Lius'ka at first is 

cornic in her strong attachment to and reliance on Charnota, 

; ..... 
At she la.ter becomes emancipa ted and ireely us~s "·1 t '3n"':' 

sarcasm. In her bluntness she May be likened to Yelena. 

o 
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For example, in çonstantinople she does not hesitate t9 accuse 

Charnota of having spent the little money they had at the 

cockroach race and telling lies about the hawkers tray and 

silver cartridge holders. She mockln~i~ asks Charnota: 

L. : "They were stolen?:' ) 
_/ 

Ch. : "Uh-huh. " 

L.: "Of course, it was a man with a black beard 
who stole them, right?" 

Ch. : (weakening) "Why should he have a black 
beard?" 

L.: ,"Because lt is always a man with a black 
beard Who,swlpes things from rascals at 
the Grand Bazaar. 50 you give me your 
word that they we,re stolen?,,40 

Bulgakov wanted to determine how his personages reacted 
... 

to and fit into the new way of life in Soviet Russia. Gcncrnl-

ly, he found that the new environment had a negative influence 

41 
9n his characters. Sometimes Bulgakov's personagcs could 

nct do what they were ski lIed in and they were forced to de-

ceive, seek adventure, and so on. For example, the heroine 

of Zoika's Apartment found 'that she was a victim of the NEP 

period arid that her ambitions and skills in private 'enter-

prise were subdued by tight government controls. The rcsult-
, . 

ing tate of the heroine was to a certain degree similar to 
1 

that of the superfluous men of the nineteenth century drama. 

" 
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Pushk~n's Onegin ahd Turgenev's RudIn had thelr ambltlons 

stifled by their milieu. There ls, of course, llttle simi-

larity between Zoika and the.classical nineteenth ccntury 

heroes themsel ves. Onegin and Rudin were educa ted men! 

whereas Zoika possessed only an Innate cunning. Nevcrthclcss. 

there 15 a Rarallel in their fates. They were aIl forced to 

seek an eXlt from a world in which they felt frustrated. 

~ulgakov does not stress the effects of the Sovic~ 
.. 

lifestyle on his characters in aIl cases. At times he prefers 

to leave the effect ambiguous. TIns 1S the case of Eve ",'ho 

seems satisf~ed te follow the current trends. Most of the 

male characters (there are sorne exceptions such as Ametistov, 

Efresimov, and J;>onchik) react to the' poli tical situa tion ei thet 

by accepting the regi~e and fighting for it, or by outrightly 

rejecting it. Gene,rally, it seems that white the female • 

characters are less politically involved, they are nevetthe-

less more affected by the social changes than are their male 

counterparts. Bulgakov's female characters are sometimes 

able ~to express their reaction to the new soc iet.y both ver-

bally and through theilt actions. 
1 

Discussion of Bulgakov's early dramatic career, his 
.. 

• ttit;.ude towards drama, and his cha~acters is essential ta-

an und~rstànding of the playwright. In the case of Bulgaxov, 

, 
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his literatur~ closely refleets personal experienees during 
( 

'the Revolution and the Civil War. Background infbrmation • 

allows us to examine a specifie aspect of Bulgakov's drama, 

in this ca.,e the image of the c,ontemporary woman, with more 

lucidity. It is not possible to analyse Bulgakov's female 

characters in their dramatic ~tti~g without alluding to the 

male eharacters. r-' The' latter must be rcf~rr~d to whcre thay 

provide contras t and insigh t into their female counterparts. 

, 
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Chapter III 

WOMEN IN BULGAKOV'S EARLY TRAGEDIES 

, 
In his own tl~e, Bulgakov's litcrary rcputation rcstcd 

upon his dlverse and extenslve repertoire of d;~atic produc-

tions. Withln the spectrum of these theatrlcal works, only two 

plays may b~ properly classlfied as tragedies. These are The 

Days of the Turbins and Flight. Although differing in style 

and presentation, they are lmportant clements ln Bulgakov's 

literary development. They were written agalnst the background 

( 

of a newly emerglng social order ln RUSSla, w}llch challengûd 

Bulgakov's lntellectual and emotional world-view. It 15 these 

plays which will now be examined with speclal attentl0n given 

to the particular way ln WhlCh women figures were -deplcted. 

For purposes of analysis, these two plays have been 

grouped together, although there is sorne debate as to their 

relationship. Critics generally clatm that Fllght is an his-
i 

torical continuation of The Days of the Turbins.
1 

Two pro-

minent Bulgakov scholars, Partridge and Proffer. have differ-

ing points of view on the question of their relationship. 

Partridge agrees with the Central Repertory Committee in 

asserting that Flight is a sequei to The Days of the Turbins, 

but ahe discounts the Committee's opinion that this sequel 15 

2 
a "dramatic requiem of the white guard movement." Proffer 

./ 
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does not be11eve that F11ght 15 a 5eque1 to The Days of the 

Turbins, but thlnks that It shows another slde of the White 

Movement. The Whltes ln The Days of the Turblns are dlS-

i11us loned and they accept the lncv i tillH 1 i ly 0 f Dolshcv 11< 

vlctory. In Fllqht we see the fate of the Whltes who kept 

. h' 3 on f.lg t 1.ng. 
/ 

A1though therc is ObV10US divergence of oplnlon bc-

tween these positions regardlng the relatlonship of the two 

plays, a common ground is dlscernlble: Both plays deal wlth 

different aspects of the fate of the Whlte lntelligentsla in 

the years followlng the 1917 Revolutlon. The Days of the 

Turblns covers the early CiVl1 War perlod (1918-1919). Flight 

! explores thlS issue as lt manifested ltself ln the later Civil 

A War period (1920-1921). Strlctly speaklng, they are not se-

quential. It may be sald, though, that they are 11nked by a 

common theme--the fall of the White Movement--presentcd in 

chrono1ogical perspective. 

The Days of thé TUrbins 

The action of The Days of the Turbins i8 centered 
ç 

around the Turbin ~amily--two brotherS 'and their sister 

~ 
Yelena, members of the Intelligentsla. They are a closely 

knit groûp, concerned about the others' well-being .. The mood 

of the play is one of tension and instability. The main 

, 
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characters--the TUrbins and thelr friertds--are all anx~ous 

about the outcome of events but they are too subJect~vely 

invol ved to ~u_~!y ~ appr ~~la t~ wha t 1.5 happenlng around them. 

51 

GenerallYr they tend to cl~ng to the old way of life to which 

they are accustomed. They do not welcome change. Mlrrorlng 

the feel~ngs of Bulgakov, they fear the unknown and are skep-

tical about the feas1b1.1ity of a change of regime. Strategies 

are d~scussed, pesslmism and hop es are expressed in the house 

of the Turbins. 

Unl~ke the Pther chùrùctcrs, the t, ... o ~dolescenls 11\ 

the play, Nikolka and the Turbln's COUS1.n from Zhitom~r, 

LarioSlk, are not very concerned about the war. Rather, they 

tend to see it as an almost romantl.C adventure. In Act l, 

5cene l, Nikolka seems to be surprised that his family i5 in 

a state of "complete dl.sorder," while he says: "By nature l 

4 
am more inclined ta aptirnism." .Lariosl.k feels very safe and ., 
comfortabie staying at Yelena's house. He feels cut off from 

the horrors of the fighting by the "cream calQured curtains" 

at her, windows. 

Myshlaevsky feels very strongly about the progress of 

the war and supports the cause of the Whites. By the end of 

the play, however, when a change of reglme i5 ~lnent, he 

realizes that Aleksei was right ip pessDnistically saying 

\ 
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that the people were not with the Whites, but were aga1nst 

5 
them. Their cause had been a 10sing one from the start. 

52 

Therefore he, Myshlaevsky, lS prepared to move to the w~nnlng \ 

side. Shervinsky is generally more lighthearted and opt1mls-

tic concerning the outcome of events than the others, although 

he is in close contact wlth the Hetman and wlth developments 

at the front. He seems to be malnly enmeshed ln his love for 

Yelena and Wl th his own 'opera' VOl.ce, wlllch Yclcna 50 admires. 

Nevertheless, at one pOlnt Shervl.nsky does adml.t that he has 

been greatly affected by the course o~ ml.11tary developments, 

and that they have changcd hlm substantially. Studzlnaky ia 

probably the only personage l.n t~e play whose bellef ln the 

. 
White Movement 15 sh6wn to be unshaken throughout. He plans 

to continue flghting for the 'Great Russia' ln WhlCh he 

believes. 

Yelena is the only woman in the play. According to 

~ 
her admirers {Shervinsky, Myshlaevsky, Larlosk, Studzinsky), 

she is very attractlve. Being the only woman, she represents 

. . 6 
everythlng that is feminine ln the play. Just as ln The Days 

of the TurbinR Dulqakov oxpresRC'fI hinmC'l f ln tho milnlWr of the 

7 
.classical Russian school, 50 Yelena 15 remlnlscent of the 

classical Russian ).iterary female figure. Like other classi-

cal female characterizations, Bulgakov's Yelena is shown to 

" 
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experience lnner confllct and express amblvalent feellngs 

towards her husband and other men in her lite. She lS similar 

to Grlboedov's Sof'ia ln Gore ot Uma inasmuch as she, llke her 

predecessor, 15 to a certain degree torn between traditlon and 

change. Unlike Sof'la, she lS not glven an optlon. Changes 

are imposed not only on Yelena, but also on everyone else in 

.-
her sltuatlon. 

In sorne ways, th~ hcrOlnc reminds one of Chekhov's 

fe~ale personages. She is the wife of il soldier and her home 

is the stage upon WhlCh her psychology is revealed to the 

reader. In addition to being an excellent hostcss, Yelena is 

also lntelilgent, talented and brave. Her speech 15 marked 

by expressl0ns of sympathy and concern, wltty and sarcastlc 

.statement5, and lnquisitive questions. She 15 straightforward 

and honest with herself and wlth those around her. 
,.,. 

Further, in Act l, Shervinsky notes that she lS Il in-:-

tellectually developed," "plays the piano" and is "a 'Noman 

. ta a T." In the last scene of the play, Myshlaevskyobserves 

that Yelena i5 an outstanding woman: "She speaks English, 

8 ' plays the piano and, at the 5ame time, can heat the samovar." J 

Above and beyond Bulgakov's indulgence ln evident ~~atire, in 

this list of her 'accomplishments' is a descrlption of a 

serious and central-characteristic. She embodies both 

, 
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common skills such as the abl.llty to "heat the samovar," and 

Western cultural tral.ts slgnalled by her Engll.sh language 

abllity and her plano playing. 

It lS difflcult to determine to what extent Bulgakov 

wished us to perce ive Yelena as understand1ng the momentous 

hlstorlcal events occurrlng at that tlme. We may assume that 

she lS meant to be t'lU courùllt, Since Lhv soldlcrs who corne to 

her house for dlScusslon and debate have no qualms about talk-

lng openly ln her presence about milltary issues. Yelcna is 

not protected from the pesSiml.stlc thoughts and the fears of 

the soldlers. Early ln the play, for example, Aleksel ~,-

presses hlS skeptlclsm about the Whlte cause openly in hlS 

home and ln hlS sister's presence. Even the unappealing'and 

furtive Talberg does not hesltate to tell his wife lin secret' 

... 
about the extrernely serious posltion of the Hetman, and the 

measures WhlCh he. Talberg, wlll take to ensure lus own 

safety. 

When the Civil War is raglng in Kiev, and Yelena ls 

particul~rLy worried about her brothers, both Shervlnsky and 

. 
Studzinsky try to comfort her by saying that everything wlll 

turn out for the better. Myshlacvsky lr les anolher ùpproach. 

~ He reminds her that she kn01tls "everything. Il 
, 

In other ""ords, 
t 

nothing i8 being kept from her. Only in one instance does 1 
... J 

f . 

"">i •• 



55 

does one of the soldiers, Studzlnsky, ask Yelena to leave the 

( 
room whlle certaln'aspects of the war are belng dlscussed. 

Studzlnsky requests thlS ln order not to cause her addltional 

anxiety. 

The soldlers, however, Jo try to keep secret the truth 

about the fate of Nikolka ~nd Aleks~i ~s lonq ~s possible. It 

would seem that they cannot bear to expose t~e 'charmlng' hos-
( 

tess to paln any more than they themselves wlsh to belleve 

that the one may be crlppled for llfe and that the other lS 

de ad . 

For her part, Yelena lS generally strong and confldent 

ln her relatlonships to men, although her rapport wlth them is 

not always conslstent. A changlng attitude is illustrated- in 

varlOus scenes. For instance, upon initlally showlng affec-

tion and understand1ng towards her'Husband, she is rebuked by 

him. As she progressi,vely cornes to see his undesuable sl.de, 

she grows to despise hlm. At first, she lS offended when 

'. Shervinsky makes approaches to her and speaks disdainfully 

ab?ut her husband. Eventually,however, her feelings towards 

Shervinsky osclilate and then change. By Act III, she can 

tall Lariosik that she does not wlsh to hcar the na.me of her 

husband mentioned again ln her house. In these chronological 

scenes we are witness ta the behaviour of a character who is 

, 
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obv~ously meant to be seen as strong and self-w~lled. She 

does not hang on the desires of any and aIl men. 

With her most ardent adm~rer Sherv~nsky, Yelena seems 

to be playing agame. She has amlH valen t feel ~ngs tow.:lrds 

9 
this character, expressed 1n the manner in which she treats 

h~m. When he professes h~s love for her, she promptly retorts 

that that is "his own business." lIavlng been dis1l1usloned 

w~th Talberg, Yelena doubts that she can flnd happlness w~th 

anyone else. Sherv1nsky tr1es to assure her that she could 

be happy wlth h~m, but she does not f~nd h~m "sul.table." 

Later, wlth the sUltor's pers~stence, Yelena f~nally admlts 

that she lS attracted to h~m, but soon calls h~m a snake and 

warns that his efforts ta woo her are futile. F~nally in 

Act IV, she cansents to marry h~m. Even thlS event is tinged 

by her independent indtfference. "WeIl, aIl r ~gh t 1" she says, 

10 
"I am bored and 'lonely. Al! right! l agreel" 

The strange relationshl.p of these two 'lovers' echoes 

an ~ivalence which rebounds at the pol~tical level. Proffer 

has described Shervin&~y as an ambiguous character. "Among 

other things he is descr ibed as a charming lover, . an 

idealist, an opportun1st ... " and "frlvolous" even 

11 
though "he can take his jOb very seriously." Could this 

not also adequately describe t;.he new revolutionary gO"ernm~nt? 

, t' 
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ls there not a hint of Lenin's or Stalln's personallty here? 

Yelena's not-too-eager acceptance of Shervlnsky as her new 

mate runs parailei to her reluctance to \velcomc the ne,," 1"c-J1me 

in RUSSla. Through the herolne one can aiso detect Bulgakov's 

own complex. anti-i'tleological- feelings vls-à-V1S the Communists . 
• 

Yelena's presence adds an lmportant dlmension to the, , 

play. In the broadest sense, a sincere interest ln her family 

and friends, coupled wlth her Wlt, often dlstrllct from lh0 

milltary events descrlbed. Thè scenes WhlCh centre around 

Yelena serve as a .major counterpolnt to the general clvil V10-

lence also described (the scene wlth the cowardly Hetman and 

the Germans, the depictlon of Petliura's cruel men, the flght-

ing ln the Alexandrlnsky Gymnaslum). In the dlvergence and , 

convergence of these two components Bulgakov 15 abi~ to convey 

a great depth of inslght into the human dimenslon of ideolo-

gical conflict. For example, in contrast to the scenes "of 

hate and violence, we see the human side of the sltuation in . 
Yelena's house. Thus, Larioslk seems to be speaking for every-

one when he says how comfortahle he lS in Yelena's house. -

"Dear Yelena Vasilevnal" he says, "1 cannot exp~es~ to you how 

12 
weIl 1 feel at your place . " In Act IV Lar~sik re-

affirms his earlier expression of well-being when he says: 

13 
"1 feel better here, rnuch better than 1 felt in childhood." 

, 
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,1 

The constant Juxtapos~tion of mindless cruelty and COAcern for 

personal welfare throughout the play expose the tr~gic contr3- 1 

" d~ction of ideals and the real i ty of man' s emotions.' It ~s 

this' d~screpancy wh~ch is at the heart of Bulgakov' s ~ntellec-

tuaI po~~t~on and his consequent vacillat1ng feelings with 

regard to events in Russ~a after the Revolut~on. 

This amb~valence ~s further re~nforced ~n the p1cture 

which Bulgakov ?raws of Yelena's emot~onal behav1our. She 

often questions developments and gets reassurances from family 

and fr1ends. This 15 eV1dent early in the play (Act 1) when 

Shervinsky tries to calm her by say1ng that aIl w~11 be weIl 

and that there was a large recept~on at the court tht! prev10us 

evening w1th the Hetman present. "Yes," she responds skept~-

cally, "do they know that the Germans are leaving us to the 

14 
hands of fate?" Her despair grows as the play progresses. 

In Act I, scene II she asks Shervinsky: "What will happen to' 

us?·. How will this end? What? .. " "Generally every-

15 
thing around us is getting worse and wors~." '(elena's mind 

cannot be put at ease. At the end of Act I, she expresses 

herself in the following way: "AlI ·our life is caving in~ 
16 

Everfthing is lost. AlI is crurnbling ~n." The turmoil and 

desperation which' echo in the heroine's words mirro~ the skep-

ticism which was be~ng experienced
6

Py a large number of the 

, 
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intelligentsia at that time. Amo~9 these was undoubtedlY 

Bulgakov himself. 

59 

Being a sensitive person, Velena often fears the worst. 

In the first act she has an omlnous dream Wh1Ch is very real to 

. 
her. This dream prompts fears and anxleties which haunt her 

throughout the play, often causing her to despair. When the 

play opens, wc f ind her worrying "bout her husb'lI\d' S So fc re-

turn. Later in the play, she becomes concerned about the fate 

of her brothers. Yet even durlng t1mes of tenslon, Yelena does 

not abandon her hostess' role. She offers her house as a place 

of refuge and relaxation. Perhaps caring about others would 

" temporarlly alleviate the straln under WhlCh she laboured. 

Perhaps being a hostess made Yelena feel that she was doing 

her part for the 'cause'. Indeed, her reactlon to cvents in 

Kiev offers sorne ins1ght into the poslt10n of women during 

the 'Revolution. In ~her words, many intellectual women pro-

bably als~ felt the desire to participate in some way in the 

<, 
happenings of the period on either the Red or the White side. 

t 

Nevertheless, Yelena is portraycd .:lS .:l hwnan beln':} 

and, on occasion, she does lose her composure, suggesting that 

she is experiencing internaI conflict. In Act l, as a rcsult 

Of S~ervinsky's advances, she briefly breaks down, saying, 
(' 

"This is torture. Hones't to goodness l " In her confus ion she 

, 
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continues in' a non-seguitur, "'the dishes are dirty. My husband 

has gone off somewheré'. Around me ~he light 
,,17 

At the 

end of Act III, whe~ she learns of the death of Aleksei, she 

cries out once again under pressure, "I knew thl.s would hap-

p'en . ...0:. They killed Al.ekseL . . . They ki.lled AlekseL 

Th~y killed him . And you?! The older officers. The older-

. ' 

. officers! You aU carne home but thé conunander has been killed!" 
-"" , 

~h.or,tlY thereafter, Yelena c? tches }lC~rscl f and apolo,]ct lcally 

~la1ns why she spoke Ln such an unbecom1ng way. "1 spoke out 

in grief. My m1nd became clouded 
18 

. l went mad." A moment 

later she faints. Bere the heroine's dis)ointed phrasing sug-

gests that a change is tak1ng ~lace in her. She seems to be 

struggling to accept what i8 happen1ng. 

In th,e last act, as the Bolsheviks approach, Yelena is 

somewhat shaken to discover that several of the people around 

her readily express rel~ef and happiness at the prospect. 

Yelena's surprise and disappointment also give evidence of cri-

ticism on Bulgakov's part. Why w~s the intelligentsia ready to 

capitulate so easily? Theoretically Yelena, and by implica-

tion Bulgakov, would probably have preferred to go on fight-

~ng. Bulgakov, it seems, want~d us to believe that she was 

not prepared to give up aIl that she had been brought up 
\ 

to believe in and aIl that ~he had grown accustomed to 50 

11 
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sudden1y. The observant Lar~oslk seerns to recogn~ze thlS 

when he rernarks that life had been very dlfflcult fo~ the 

herOlne. He notes: "Yelena Vasll' evna, here, has also ex-

perlenced rnuch, very much, and she deserves happ~ness because 

19~ 
she 15 an outstandlng wornan." She 15 ~nd~gnant W~ th 

Shervlnsky because he read~ly admlts that he lS a sympath~zer 

and looks forward ta bet ter t~mes ln the "new way of Il fe. " 

It is probable that ln the orlglnal copy of the play 

there was a strong expression of dlsappolntment at the pro-

20 
spect of the lmposit~on of the new reg~me. Perhaps tÀ1S 

was true not only in the case of Yelena but of several of 

the characters ln the play. The Days of the Turblns rcqu~rcd 

21 
several rewrlt~ngs before ~t was allowed to be rehearsed. 

Bulgakov was obllged to ellmlnate sorne scenes and characters 

from the flrst draft. Cuts and revislorts continued over a 

period of one and a half years, before the play was flnally 

premiered ln October, 1926.
22 ) 

Bulgakov's perspective in The Days of the Turbins 15 

that of the sympathetic humaniste He is sympath~ic to 

Yelena--to hirn she embodies the '{alues of the old l.ntelligen- ) 

tsia. Proffer ~emarks that Yelena runs ln the 11terary tr~di
) 

. tion of the "strong and noble RUSSlan ~oman, marrled to a man 

23 
who is not real:ly worthy of her." It is 11kely tha t this 

\ 
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~s the.~mpresslon which Bulgakov wanted to convey. 

Fllght 

Generally., the~r env~ronment has a negat~ve ~mpact on~ 

the characters ln Bulgakov's plays. ThlS lS partlcularly e~ 

dent ln Fllght. In this play, Bulgakov surpasses hlmself ln 

crea tlng a terr lfy~ng landscape. F liqh t is the s tory of a 

motley collectlon of Whl te refugees who can no longer bear to 

stay ln Russ~a uhder the new Sov~et r~~ flee flrst 

- ta the Crlmea, later to Constantlnople. A depresslng mood 

characterized by slckness, poverty and hardsh~p follows them. 

As ~I) The Days of the Turblns, the characters are 

maJ,lly drawn from the mllitary and the lntelligentsia. Whlle 

the background of th~ charac ters lS s lnnlùr ln both F ll.qht 

and The Days of the Turb1ns, ln Flight they are shown in a 

24 
harsher llght and they undergo greater stress and stral.n . 

.J 
COlTUllen ting on the drama tic quality of sorne of the characters 

" in'Flight, Proffer observed that in scope and depth of 

characterization, as weIl as ln .... ~r and vltallty of lan':1ua9~, 
25 

"Flight has an almost Shakespearian uality. Il Still, it is 

'very Bulgakovian in style wlth ~ts share of rnystical and 

supernatural literary elernents which allow the playwrlght the 
, 

latitude to indulge l.n the amb~guity and ambivalence whl.ch 

typify so rnuch of his work. 

, 
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dl 

In The Days of the Turbins Bulgakov WùS fauly sympù-

thetic to the human aspects, the fears an& the pesslmism of 

the Whites whom he deplcted. In Fllght he treats those Whites 

who continued to fight for thelr cause amld defe~t and fllght. 

These characters arè depicted in a more detached manner. Sorne 

of the personages express 'dark feelings', but they flnd no 

solution to thelr d~lemma. Like nls characters, Bulgakov was 

reluctant to recognize the legltimacy of the ncw Soviet rc-

gime, and he regretted the negatlve impact Whlch 'it had on 

the Whl te intelhgentsia. On the other hand, he could also 

readily se,e the melodrama tic, banal evil of the Whi tes. The 

generally pesslmistlc, black comie mood of the play pOlnts to 

the lconoclastlc Vl€Wpolnt of the author. 

The author's posltlon lS strlkingly expressed in both 

1 
the structure and the set ting of the play. The .:lets "re di v i-

"<led into 'dreams'. The time of day alternates bctween dusk, 

sunset and occasionally night. Bulgako~ re]ection of sim-

\. 

1, plis tic dogmatic ~swers to social problerns thus finds ex-
ç' ') 

1 

pression in an accent on the transitional, .indefinite and 

illusory periods of the daily cycle. 

There are five major characters ln Fligh t: three are 

male, two female. Arnong Bulgakov's main plays, Fliaht 1.5 the 

one in 'which the,f~male image carries particular force both 

quantitatively and qualitatively. , 

.. 
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Especially in drama, where ViSlbll1ty of characters 

has su ch immediate lmpact on the audience, relatlve numbers 

of male and female characters per play are lmportant. A simple , 
compar ison between the ear ly plays wlll ampl y lllus tra te the 

signlficant visibllity of the ~omen personages in Flight. Of 

five main characters in Filght, two (or fort y per cent) are 

female. In comparison, twenty per cent or less of the per-

sonae dramatis ln the other early plays are women characters. 

ln this regard, The Crlmson Island 15 an excep~lon, but S.lnce 

female characters here are, for the most part, not Russlan, 
~ 

their lmpact on the reader is attenuated. 

Qualitatlvely, the women ln Fllqht have been sketched 

wlth such unlversal, emotlonal complexlty that they are defi-

nltely no less slgniflcant than their male counterparts, and 

even outshine them 'in sorne respec ts. Bel~ we wlii discuss 

in brief the weight of the male character group, and then, in 

greater detail. the fbrce of the female" image ln' Flight. 

Golubkov express~s an aspect of B~~kO:'S Skcptlc~l 
feelin~s about the Soviet regiq(by statlng that he was fqrcJd 

to leave Pétersburg becaùse condi~ions were such that it was 

impossible to work thcre. Khludov is used by the pla)~right 

as an example of the effect the environment could have on a 

.person in Khludov,'s position. The brqve and genarally \,'ell-

, 
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mean~ng General Charnota represents those dedlcated, hlgh-

'~ 
rank~ng Wh~te office~s who are torn by arnblvalent feellngs 

towards the USSR. 

Nevertheless, without underest~mat~ng the lmportance 

of men ln FI~ght, one can say that generally they are 'less 

adaptable than the women. Although they start out w~th h~gh 

motivatlons, 'th~y seem to break down under psychologlcal 

pressure. Serafl~a and Llus'ka, on the other hand, seent to 

gain ln strength ln the course of the play. 

Seraflma and Llus'ka, llke Yelena, are both morally 

strong and straightforward indlviduals. ~rafima shares 

26 
nobillty and honesty w~th her predecessor. Lius'ka re-

sembles Yelena in her w~t and guick reactlons. Sera f 1ma lS 

a well-bred Petersburg lady whose goal lS to be reunited wlth 

her husband ln the Crlmea. The vlbrant Lius'ka 1.5 an adven-

turess who delights in the opportun~ty of following her common 

law pusband, Charnota. 

Partrid4e feels that Serafima is a very pale figure in 

\ , 27 
"Dream I" especially in contrast to the v~brant Lius'ka. 

However, one must make a di,s...,b.Wlction betwccn 'palcncss' <lS il 

personùIity trait an~ 'pùlencss' as a funytion of roie . 

• 
Serafima's 'paleness' seems tb be only il pcrsonilllty trillt, 

., 
~ust as Lius'ka can be described as vibrant. Rather than calI 

, 
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Seraf~ma a pale flgure, perhaps ~t would be more approprlate 

to calI her generally reserved and composed when opposed to 

the temperamental L1US 1 ka. As for Seraf 1ma 1 s role, 1 t ~s not 

a pale one as she has deflnlte contrlbut10ns to make both to 

"Dream I" and ln the play as a whole. 

In a most force fuI way, the two maJor women ln Fllght .-
- serve as expreSS10ns of Bulgakov's skept1~lsm of absolute 

ldeas, morailty and causes. The major m.:lle ch.:lractcrs ln 

Filght beg1n wlth hlgh ldeals and great goals, but as the play 
'1-1'" , 

progresses they lose much of thelr ln~tlai fervour and stature. 

Khludov's mental 1llness engulfs h1m and he loses hlS strength. 

Charnota degrades h1mself ln Constantlnople and Golubkov runs 

- --..é!J:Ound seeklng solace, w}h.çh he expects to f~nd ln monel'. 

f 

Seraflma and L1us'ka on the other hand, are portrayed 

by Bulgakov as belng outslde of the polltlcal and ldeologlcal 

realm. As mentioned earlier, this was the posltlon from which 

Bulgakov h1mself viewed the 
( 

from dogma and therefore do 

28 
s1tuation. They stand aloof 
1 
not run the rlsk of becom1ng 

broken ind1viduals, as are the1r male counterparts. Although 

both women are exposed ta great hardship and are largely dlS-
'" 

appo~nted_in the1r quest for a better 11fe outslde of Russ~a, 

they show more stamina than do the men. At times they arc 

tarn by ambivalent feelings--should they\contl.nue to stand by 

1 
, 

, 
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thelr men folk, or should they seek an alternatlve? Ultl-

mately, unimpeded by 'hlgh ldeals', lhey arc <\blc to make a 
., 

ratlonal cholce. In these actlons, Seraflma and Llus'ka 

reveal Bulgakov's skeptlclsm of absolutls~ ideals. 
~. 

The versa tlllty of ,the women charactcrs pOlnts to 

Bulgakov's understandlng of the Opposlte sex. Th1.S 18 not to 

say that he pa1nts them 'Illy wlute'. To the contrary, thcy 

also haviltheu shortcoffilngs, as 1l1ustrated by the playw;ight. 

Llus'ka, for example, is a complex character. At flrst, she 

15 presented a5 a klnd and conslderate frlend of Seraf1ma. 

By the end of the play we dlscover her ln ParlS, mlstress of 

Seraf1ma's wealthy former llusbùlH.l anù w111111<] .:lCCUmp11cc ut 

hlS defrauders. It 1S unusual, espec1ally ln Sovlet RUSSlan 

Ilterature, to find 50 devl0us a female character. 

It lS posslble to learn more about Llus'ka and Serafima 

by examining the1r relatl0nshlp to other characters 1n the 

play. Observ lng the two women as they 1n teract w 1. th others, 

l.nsight is provided l.nto thel.r spir1.tsi that 1.5 to say, the 

reader can recognize the posltive and the negative feelIngs 

which Lius'ka and Serafima expérience when they leave Russ~a 
~ 

'.' 
and iive in eXl.le. For example, Serafima and Golubkov add a 

romantic dimenslon to the play. Throughout the course of 

Flight, Golubkov grows fonder of Serafima. When he finds her 

• , 
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9 

ln eXl1e ln ConstantInople, he lS sadùcncù il t SC'C'lIllJ IH!C, 

" poverty and degradatlon. He sta tes hlS dlsmay. Serafima, 

who lS rarely lrritable, takes offence at what she conSlders 

tQ be Golubkov's "reproaches." Her anger wlth Golubkov lS a 

result of her frustratIon and dlssatlsfaction wlth her situa-

tlon. She do es not appreclate belng reproached ln addltlon 

to being mlserable. 

\ 
Later, rather than conslder hlS declaratlon of love, 

Seraflma takes out her bad feellngs on her sUltor. "Leave me 

alone," she says, "1 don' t want to hear anytlllnq clsel l am 

tlred of everything! Why dld you come to me again?" Shc con-

tinues p~sslmlstlcally: "We are aIl beggars! l don' t wan t to 

have anything more to do with you! . l want to dle alone. 

My \goodness what a dlsgrace! 
,29 

What shame!" 

Seraflmals dlS)Olnted sentences, spokcn at il tlmç ... ·hen 

her life is changlng for the worse and sne lS struggllng to 

come to terms with herself and her milleu, rekinds one of 

Yelena when she spoke in similarly emotional and somewhat 

confused phrases, as shown in the previous chapter. Yelena 

• 
was seen in an equally pesslmistlc mood, also provokcd by an 

uns table political situation. 

This linguistic device, used in the case of both women, 

~~ 
May indicatè that Bulgakov once again wantea to depict his ., 

, 

~/' . 
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female characters as reallstic humùn bClngs. They are not 

They can get carrled away 

and at such times they reveal thclr emotlons. When Yelena and \ 
Seraflma cry out ln short, )erky sentences, lt lS clear that 

they are experlenclng sorne 1nner turrnoll. 

Wlth Khludov. Seraflma's relatlonshlp lS dlfferent 

aga in. At the beglnnlng of Flight she fcals awe towards the 

powerful conunandcr, to whosc protecllon thé loJhité<l ,U"é 11~~lrh:l. 

Gradually, her att1tude towards hlm changes. By the las t 

'drearn', we f1nd a complete reversal of roles: Seraf1ma is 

nurslng Khludov--he 1S dependent on her. As she becomes tlred 

of carlng for hlm. doubts set in. She blames herself for hav-

ing left Petersburg and for shunn 1.ng GOlUbkov:-- l;owever, 1.n-

fluenced by compasslon, she lS reluctant to leave the sick man 

behind. In this sltuation, a strong sense of ambivalence on 

her part i5 clearly evident. Should she return to the city 

she knows ana loves, or should she remain in exile~ This i5 

the question whicb she tries to answer. Her dilemma is com-' 

i 
pounded b~ the conf~ict of her uncertainty off finding 

Petersburg as shc rcrncmbcrs H, ùnd her rama le infJt j Ret. 

which will not allow her to abandon the needy Khludov. 
\. 

, ] Lius'ka's involvementwith Charnota follows 'path 

similar to the Serafima-Khludov relationship, as their roles 

\ 
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aiso graduaIIy reverse 1.n the course of cVl'nls. III lh ... 'st..' l\,'o 

str1.k1.ngly parallel S1.tuatlons we see that the strength of 

womanhoad 1.S not an 1.dIosyncrat1.c thIng, 11.mIted ta only one ..-

woman. That 1.5 ta say, Bulgakov w1.shes to convey the 1.dea 

that non-ideolog1.cal Ind1.Vlduals, ln th1., case wo~en, 

flexlble ,and adaptable than 'Ideologues'. Consequently, they 

are more 

ultimately come out on top. " 

Seraflma does not hav~ much contact wlth General 

Charnota. HIS rlgld ways are forelgn ta her. Lius'ka, on 

the other hand, Inltlally admlres the detetmlned and adven-

turous General who 15 50 au courant wlth polltlcal and mliltary 

affairs. By Act IV, her confidence ln hlm has completely dis-

slpated. He i5 no longer the man he was earller portrayed as 

being. She flnds herself in a pOSItIon where she has to 'con-

trol' him. He fears Llus'ka's strlctures concerning his actl-

vities, especially his bettlng at the ludicrous and hl!arlous 

cockroach races. She confrOnts him after he h9S thoughtlessly 

sQuandere1 the.ir money, and ahe demanda that he sell his se):'

Vic~evo~ver in' order to come up wi th sorne needed cash. His 

feeble~~ildlike resistance is cut short by her chilling 

warning: "If you dare, touch me wlth a flnger l w1l1 poison 

you at night. ,,30 Now, he ia no match for her. She hançles 
<1 

him like a naughty boy, calling him podlets (scoundrel). 
'\,. 

, 
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L1us'ka 18 fed up wlth her lot and now flnds she 

"hates Charnota, " In her furore, she pro] ec ts th~s feel ~ng, 

hat1ng herself and then hatlng "all Russlans," implying that 

aIl of RUSS1a is respons1bIe for her m1sery, 

The development of strong negat1ve emotions in Lius'ka, 

emotions wh1ch 5precl'd to·become hàtred of "aIl Russlëlns," rc-

minds One of the playwright's lntense concern wlth the perso-

nai dimenslons of ideologlcal confllct, Bulqakov's characters, 

Reds and Whites, bear both good and bad charùcter1stlcs, the 

Whltes are not nalvely portrayed as béing ail poslt1ve heroes. 

Thls 15 adequately shown ln the groLcsquc pOrLr<.lyLll of Khludov. 
/ 

Gene~aî ~~arnota aiso has his shortcom1ngs, The Whitas ln 
/ 

/ 
Fllght exhlbit the frustratlon of people lm'oh'ed 1n the un-

solvable dilemma of their cause. In sorne cases the reader i8 

witness ~o the 'banality of evil' WhlCh sometimes characterizes .... 
their behaviour. In other instances we are present at their 

degradation as human beings function1ng uncter harsh living 

conditions. 

In summarizing the significance of Serafima and Lius'ka 

in Flight, the following obscr~ations May be made. Serafima's 

role in the play is to le ad us i~to Dream land lead us out of 

the last dream. On both these occasions, Serafima 15 accom-

~<llied by G()lubkov.~ whose presence makes dialogue", possible. 
J 

, 
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At the beginn1ng of Act I, Golubkov speaks of h1s drearns and 

of his 10ng1.ng for Petersburg. Deterrnined ta "Cont1nue, 
#: 

Seraflma warnJhirn of the danger of such thoughts and suggests 

that perhaps he should stay beh1nd. At the end of the play it 

.is Serafl.rna who admlts to Golubkov that she w1shes to return 

ta Petersburg. She regrets her fl1ght and wanderlngs Wh1Ch 

have lasted one and one-half years. Bath at the beglnning 

and'at the end of the play Sèraflrna appears to exh1bit a more 

asserti ve personall ty than does Golubkov. In both 5 l tua tl.ons, 

she makes the dCClslons. 

L1us'ka's aggresslvc and vlbrant personallty adds a 

11.ve1y element to the play. At the end of Flight she s&ikes" 

out for Paris, while Scrafl.rna turns back to Petersburg.' In 

this respect she, Lius'ka, is the stereotype émigrée. 

In Serafima and Lius'kn, Bulgnkov hns crentcd two very 

different personalities: SE!lr.afima i5 a cul tur,ed lady, wife of ,. 
). 

a high government official: Lius'ka ls a common wornan, a camp 

follower. Still, their similarities are a180 significant. 

In this motley band of fleeing Whi tes, they are the only on es 

who jo!n for reasons unrelated to tne 'cause'. Serafi~a is 

attempting tQ'rejoin her husband. Liua'ka is'following herse 

We follow the band of Whites as they suffer the consequences' 

o.f defeat in a eonflict o~ ideological 'visions'. In his 
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focus Bulgakov has come close to creatinq a play whlch pos-

sesses many of the attributes of a report on a laboratory ex-

per1me~t in social relations. Who wlll fare better, the male 

ideologues or the pragmatic, flexible women? Bulgakov's ans-

wer 1S eV1dent: It is th~ pragmatists whb succeed. To his 
.;' 

credit and literary vts10n, Bulgakov has given the raIe of 

pragmatlst to women éharacters. Once aga1n, albel~ in a less 

anti-Soviet manner. Bulgakov'~ female charactcrs rcflcct their 

authar's skepticism of political dogma as a pr~nclp~ 

social organi4ation. 

<' l , t l ' • 
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Chapter IV 

WOMEN IN BULGAKOV'S EARLY COMEDIES 

Interspersed at 1ntervals throughout h1S dramatlc , 

career are Bulgakov' 5 'comedles'. In lus f ll"S t crc1 c of 

plays, Zoika's Apartment and The Cr~mson Islanç comprise 

the comic-sa tinc elemen t. In these plays the characters <~' 

. --
assume an added dimension of 1mportance: Bulgakov's b1tlng 

mockery·and critic1sm are directed not only at eXlst1ng prob-
L 

lems--for instance, the houSlng crlS1S or caprlclops censor-

ship--but also ~t tne people 1nvolved, the corrupt and mud-

dled officials, the seedy opportunlsts, and 50 on. 
'. 

In this 

chapter we will explore Bulgakov's handling of several of hlS 
~ 

female creations in the comic genre. 

Before proceedlng wlth an analysls of these two plays, 
l-

it will be of value to examlne the relationshlp of ambivalence 

(on the part of the playwright) and satire. In the West, the 

concept of satire has been largely conditioned by the wrltings 

of Jonathan Swift. Properly speaklng, however, SWlft's 'sat-
1 

ire' represents an extreme of the form. It i8 the nnsty nnd 

often crûel work of an unusual personali ty. It is less satire 

than outright acc\:ation .. Bulga~ovls satires, ln the contcxt 

of his' literary development, point to a more normal 

76 , 
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conceptual~zat~on of the ~dea of satlre and expose the strong 

l~nk belween ~t and amblvalence. Bulgakov's comedle5. ln the ~ 
, 

tt:" 
flrst cycle of hlS plays. alternate wlth hlS tragedles. glvlng 

the impresslon that the author employed them as 'breathers'. In 

other words. Bulgakov's lndulgence in satlre ln ZOlka's Apart-

ment and in The CrlmSO~ Island represents hlS frecly pOKlng fun 

at the fOlbles Qf the Soviet regi~s Vlew of satlre lmplies • 

a certain amount of ambivalence: Bulgakov ridlcules <he faults 

WhlCh he observed ln the Sovlet system, but he does 50 ln a 

'fond' manner. Whlle he may not appreciate the lnJustices and 
r 

imbalances in'} the sys tem, l t seems never theless thù t he undcr-

stands that he i5 relia?t upon them, even respects their hlS

torlcal and politl-cal llneage. In t-hlS respect. aITùn'"ùlence 15 

'at the core of satlre. Bear~ng this in mind, let us now turn to 

Bulgakov's earl~ comedies glving ~peclal àttention to the por-

trayal of female characters. , 

zoika's Apartment 

The first of the two plays which we will examine 
. 

in this chapter is Zoika's Apartment. It lS set in the NEP 

period in the Soviet Union. The New Economie Policy was a 

relaxation of government control of the economy .. Capitallsm, 

of the smqJ.l enterpr ise varl',~ty, was rc:nntroduccd. In fo\oscow 

alone a multitude of shops and shoestring businesses sprang up. 
, 

r. 
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Tak~ng advantage of this pol~cy, many people scrambled to amass 

enough money to em~grate before thlS 'l~beral~zatlon' changed 

agaln. 

As ~n Fl~ght. the l~ght~ng of the play ~s subdued. The 

flrst act opens ~n ZOlka's apartment. It 15 sunset of a May day. 

Wl th the exceptlon of one br l.ef scenc, the entlr~ aetlon of the 
• 

play is set l.rt this apartment. Through the wlndow l5 heard the 
"1. 

raUCOU5 sound of a market. Bulgakov refers to this nOl.se as an 

adskil kontsert (helllsh concert). There is an element of ambi-

valence in this phrase which juxtaposes a negative and a posi, 
tlve concept. Further. thl.s 'musl.c' changes throughout the play 

but it is seldom absent, the sound of the init~al noise linger-

ing and echoing on, a rem~nder to us of the revulslon and at-

traction which Bulgakov experienced towards the New Economic 

Pollcy. 

In ZOl.ka's Apartrnent Bulgakov expresses his sense of 

ambivalence and his skept~clsm of the Communist experiment in 

Russia by focusing,on the problems of the NEP. He makes two 

basi~ statements: Firstly, he shows that the most idealistic 

impulses of the Soviet system, of a dogma, are inevl.tably 

foiled by human nature. ~Thcy cven encoura~e the e~ergencc of 

scoundrels and rogues. Secondly, he implies that a corrupt 

milieu may destroy the aspirations and life of an ambitious 

but honest woman, in this case Zoika. , 
In discussing Zoika's Apartrnent, Proffer has called 

~'.~.I_,~~~.~, .. Mtn .. ~ .................................................................... ~ __ ~~ __ __ lE .i 
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Bulgakov a playwrlght superlor to such contemporarles as 

Faiko, Erdrnan, and Romashov. Al though Bulgakov' s "themes, 

, '\ . 
characters and evèn turns of phrases may be conventional for 

f,J; 

the tlme, he handles them bet ter t'han the other wr 1 ters. " 

H1S use of economy of means a~ests to Bulgakov's thorough 

understanding of the requlrements of the stage. He uses 

fewer characters and less ,omplex plots thnn do some of h19 
~ 

, l 
contemporarles. 

.-
Applying the concept of 'econô~y', lt lS posslble to \ 

expand Proffer's Judgment of thlS play. There is also great 

economy of action ln Zo~ka's Apartment. For example, the 

reader.does not see the work that goes lnto planning the 

sewing shop eum bordello. We lear~~f it unexpeetedly both 

when ZOl.ka produces ~~me legal papcJ:s S 19ncd b l ', Gus' (Goose) 

and lhrough the film-like·vl.slt of the two strangers. Accord-

ing to his wl.fe, Bulgakov wrote the orlginal draft of the 

play in five days. Subsequently, it was substantially re-

worked. Apparently the revl.sions were only partially dic-

tated by politl.cal consl.derations. The greater part of the ~ 

."" 
changes were designed to provide artistic improvernents. It 

. 
is evident in the economic use of dramatic.teehnique that the 

play ha. benefited much from this constant attention.
2 

/" 

Wi th reg'ard to Zoika' s Apartrnent, Proffer has advanceêI 
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the rather unusual suggestl0n that no central eharaeter ean 

be ldentlfled ln the play. In supportlng th1S assertlon, she 

'. ) 
pOlnts out that the play does not foc us lntenslvely on any 

one of the maln comlC flgures: Ametlstov lS çonsldered by 

Proffer to be perlpheral to the mùln dramatlc sltuatlon; 

Goose never emerges as a maln character because he lS nelther 

savage enough to ensure revulsl0n nor humanlzed enough to 

ailow the vlewer,to ldentlfy wlth hlm. Coneernlng ZOlka, 

Prof fer feels that she does not recelve enough exposure to 

warrant belng consldered the 'herolne'. ZOlka descrlbes her 
"'" 

~plans and gives orders. Her speeches are short and she never 

seems tù take a large part ln the actnm of the play, "even 

J 
though she i5 the mas tcrmind bclund the or HJ 1nal schcrne." 

, 
After a thorough readlng of the p(ay,. lt lS dlfflcult 

to agree with Proffer's lnslght. To thé contrary, Zoika her-

self is the Qrganizer of the enterprise around WhlCh the play 

is built. She lS so ùdcpt nl pl-.nn1JH] .md schcll\lI\l] lIl,IL Dhe 

seems to be responsible for the organization of the very play 

itself. It is through ZOlka and ln her apartrnent that the 

reader learns of the unscrupulous actlvily tùkin0 place in 

her milieu. Zoika is the one who "sets the baIl rolllng," 

as it were, by planning a workshop ~ bordello. She 15 .3150 

the one who encourages everyone to flee at the end of the play 

, 
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when her dealings are uncovcrcd nnd her .... ·orkshop 15 sc 1zcd. 

In her ab~llty to organlze and scheme, Zo~ka may be compared 

to Ilf and Petrov's Ostap Bender, vellk11 komblnator (the 

great schemer). For these reasons lt would not be unreason-

able to cal1 Zo~ka the central personage ln the play. 

It 15 noteworthy that Bulgakov chose a woman to reveal 

the corruption ln Moscow durlng the NEP perlod. The playwrlght 

may havè felt that a woman, revea1lng a base society and par-

tlclpatlng in it, would attract more dramatlc attentlon. She 

would ellclt more controversy than a man in a slmi1ar POS1-

tion 51mply becau5e she 15 a woman. The reader would be 

5hocked to flnd 'Innocent womanhood' in ~uch a sltuatI0n. 

Bulgakov's message in this play 15 clear--thc society has a 

~egative effect on women as well as men. 

Zoika is shown as belng capable of dealing with all 

oQstacles that come her way. However, at the end of the play, 

when the governrnent officiaIs themseives force their presence 

upon her, she is no longer able ta resist. In the closing 

scene of Zoika's Apartment we once again witness Bulgakov's 

intellectual skepticism. The playwr Ight shov.'s that even a 

shrewd and cunnfng woman who lS prepared to compromlse with 

th& new regime ~s unable to please the strlngent government. 

The portrayal of Zoika is not a stereotype either in 
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terms of the women appearlng ln Bulgakov's flrst cycle of 

plays or when compared to other Sovlet llterary women flgures. 

Bulgakov's women characters vary substantlally. Every one of 

them reflects moods and V1Slons of thelr author ln dlfferent 

ways. In The Days of the Turblns, Bulgakov takes care to show 

the concerns of women belonglng to the lntelligentsla at the 

onset of the new leadership. In Flight the playwright deplcts 

two women, wives of Whltes,' who undergo hilrdshlps "no suf-

ferlngs but finally adapted thcmselves to the new sltuatlon. 

In Zoika's Apartment we find an example of a woman who trles 

to survive in the ncw soclety by particlpùting ln the cornip
\ 

tlon around her. ZOlka 15 a unique character ln terms of 

Bulgakov's plays. The deplctl0n of ZOlka lS also, of course, 

very unconvent~onal ln the context of Sovlet 11terature. 

Zoika sometimes appear~ to be grotesque, and the play 

4 
in which she appears ha5 been called "pornographlC,." but 

undoubtedly Bulgakov wanted the reader to see her as belng 

a reallstitc depiction of women ln her soc_~al pOSl tion. ThiS 

may be assumed for two reasons: Flrstly, she i5 placed in a 
1. 

true-to-life milieu, interacting with realistlc, although 

caricatured Soviet functionaries and laymen. Secondly, Zoika 

ia shawn to be a clear-thinking individual who molds herself 

to sui t the circumstances '. -", 
'. 

'\ 
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ZOlka does not seem to dcvelop ln the plùy, ùlthouyh 

we see dlfferent aspects of her ln the course of events. 

When the curtaln rlses we flnd ZOlka, a psychologlcally strong 

and determined lndlvldual, prepared to deal ~lth anythlng that 

may come,her way. She holds strong untll the end. 

The dramatlc strength of the character ZOlka may 

l~rgely be determined through an examinatlon of her relat~on-

ships Wlth men in tne play--relatlonshlps ln'whlCn she gene-

rally domina tes. This observatlon once again COnflrmS 

Bulgakov's Vlew of women as reflected ln Ilterature. They 

• should not be passed over ln a cursory manner lf thelr role 
t 

in society lS to be duly appreclated. 

Zoika 15 aramatically the strongest of the fcmalo 

characters in the plays under dlScusslon, and she 5eems to be 

the strongest of aIl the personages ln ZOlKa's Apartment. 

She is shrewd, realistic and clever. She can be hard or kind 
;=w 

depending on the circumstances, but she lS always cunning. 

Sorne of the individuals around her react to Zoika's cunning. 

Alla çalls her a devil. Portupeia accuses Zoika of consort-

ing with the devil. Ametistov points out that ZOl~a has be-

corne hardened in her apartment and tha~ she has tarn herself 

away from the masses. Ametistov's accusation implies that a 

change has taken place in her and that her situatlon has 
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resul ted from the recent or current C~).·CuOlS tances. 

self adroits that she has suffered when she cr~es out: "lt 

5 
seems that l still have to bear my cross." Zoika obv~ously 

feels that she lS a martyrl 

• The maln male characters surrounding 'zoika serve as 

targets for satire. They are unattract~vi ~nd~vlduals. ') 

Obolian~nov, Zoika's 'husband' and business partner, tries to 

expla~n his indolence by cla~mlng that the government insp~red 

living condltions under WhlCh a "decent maIl cannot exist." 

Portupeia i5 an officlOUS and corrupt ,house COroml ttee chalrmani 

Gus' (Goose), a vulgar and self-indulgent director of the 

Metal Trust; and Arnetlstov, an opportunist and a scoundrel. 

The characters in the play ~e products of their society. 

There is a strong lmpreSSlon that Bulgakov enjoyed portraying 

these undesLrables and watching them work to foil th~ gQvcrn-

men t. 

Obollaninov often seems to be more of a burden than a 

help to Zoika. He is subordinated te her in severnl wùys. 

He la the weaker of the partners: ~t ia Zoika who does the 

planning, and Obolianinov always agrees .. ,1 th hAJ. He trus~s 

Zoika and relies on~her; Whén pressure 1S too great on h1m, 
- " 

He turns to morphine, supplied to him through Zoika. Zoika 
1 

~ 

herself does not attempt te escape reality through drug use,. 
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, 
Iron1cally, she controls Obolian1nov by controlling his mor-

, 
phlne connection. 

In Obol1aninov, Bulgakov has ut111zed an instrument 
- ~ 

for the r1dicule of such ideological spin-offs as the concèpt 

6 
of 'former person'. The scenes in which Obolian1nov com-

plains of being a 'former count' are perhaps the most out-

r 19h tly funny in the play. At the same t 1nle, Obo11è:llunov' s 

plaint provides an opportun1ty to show Z01ka's control over 

him. ,pon explainlng his bewildering ncw 'title', ZOlka 1S 

able to respond consolingly that by Christmas she wlll have 

é 

him r1ch and ln PariS. 

In her dealings with portupeia~\,zoika exposes the 

hypocrlsy and the corruptlon of officialdom, in this case of 
, 

those inv~lved in the housing committcc. ZOlka is ùnnoycù , 
with por~eia's behaviour and she is curt to the point of 

rudeness. She expr~sses her chsl."l.. .. spccl [('Il" tho hC'llS 111'1 

mittea by calling it a shaika (a gang), and its members bandlty· 

(bandits). She also 'makes a face' at Portupeia, the repre-

sentative of the housing committee. Zoika knows very well 

just how far she can go without endangering her own well-being. -

~ 

(l, She then offers Portupe1a a br.lbe, wluch he )ws b~en Wù.lt.llh] 

for and naturally accepts. Nevertheless, Zoika recognizes the 

delicacy of her position and warns her associate, Ametis·tov, 

, 
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to be careful in his dealings w1th Portupc1a. 

Zoika is beholden to the alI-power fuI, corrupt and 

self-indulgent bureaucrat. Goose. It ,. he who S,g;+d the 

papers entl.tll.ng her to set up her enterprlse in th~ apartrnent. , 

Consequently, she makes every effort to be sure that he en)oys 

himself when he V1SltS her 'models'. She flatters hl.m and 

caters to his male ego. ZOlka's rapport w1th Goose lS unusuai 

inasmuch as it e~poses the great pressures brought to bear on 

the 'little' m~n in the criml.nal situation. We may be fooled 

l.-nto thinklng that 20lka lS the corrupt k1ngp1n of the play, 

but scenes such as this one ~re a strong hlnt that the real 

benef1ciaries'are the powerful figures who somehow elude 

publicity. 

Ametlstov i5 Zoika's match. They each attempt to . 

exercise control over the othcr. Arnctlstov'S thrC;lts of 

blackmail cause Zoika to cry out to 'fate'. She too can 

threaten him, with the result that he labels her a 'snake' . 

In spite of the threats, Zoika and Ametistov arc csscntiùlly 

the same kind of person, although ~heir fate 18 shawn ta be 

different: Ametistov escapes unpunish~d, bu~ Zoika ls ca~ht 
\f 

in the end. By contrasting Ametis.tov' sand Zoika' s f~e. 

8ulgakov is.hinting at his vacillating feelings towards cer-

tain opportunistic members of the Soviet society. 'Should 
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they be per~1tte1 to consistently 

on their self~erested path, or 

escape )Ustlce and continue 

should they be brought to 

account by the government? 

Z01ka 1S not a- ppysically appea11ng person. According 
, 

to a vagué descr iption of her in Black Snow-i A Thea tr ical 
\ 

J • Novel, she has an "asymmetr ical face. Il Further, her-authori-

tative and calculating ways categorize her as less than 

fem1n1ne. Maniushka and Alla, on the other hand, are sexually .. 
appealing. They provide the opportunity for two subplots w1th 

roman tic overtones. 

Zoika is generally sympathetic to these two women. 

For instance, she tries to be understanding towards Alla. When 

the latter is unable to pay her debts, Z01ka cancels them ln 

return for receiving her services 1n the bordello. At fJ.rst 

glance, it rnay seern like a case of crude and slmple exploita-

tion. On the other hand, Ajla's employment is only temporary 

and she ia substantially remu~ratcd. Posslbly Dulgnkov 

wiahed thef.ll:ludience to see· Zoik~ a~ sirnply trying to rn~kc 

the best of a difficult situation. 

The rernaining worncn, the 'models' JrlÙ thnir nc'lll1nLl'oIJB, 

serve as backgr~und characters. Their ~resence contrJ.butes to 

the creation of ..an atmosphere of mystery and SUsplClon ln 

Zoika's ·apartment. 
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In Zo~ka's Apartment Bulgakov shows nis skepticism 

towards the feas~b~lity of the Sovlet Regime by dCp1cting 

88 

how it can infiltrate and ruin a person's life. ZOlka serves .. 
as an example of an ~ndiv~dual living in the NEP world and 

her apartment serves as a meeting place for different scoun-

drels who function ln the new society. 

Circumstances promptcd Z01ka to 'cxpand' hcr workshop . .. 
The reader finds her planning to ~~n enough money to emigrate 

to Paris with Obolianinov. However, negatlve elements--from 

the "hellish concert" outdoors--begin to penetrate her apart-

ment. Before long 5he i5 squeezed out by force. In her 

'parting "farewell" to her apartment at the end of the, fourth 

aet. one can sense a feeling of nostalgia for "what used to 

be." The playwright seerns to sympathize with Zoika who was 

d~iven ~rom her refuge. The apartment represented Zoika's 

island ln the USSR. lt was the one place where she could 

en)oy a little privacy. 

The Crirnson Island 

The Crimson'I~land is th~ second of B~lgakov's major 

comedies. On'ce aga in Bulgakov engaged in satir izing different 

aspects of Soviet life. In a bold and rather uneonventional 

manner, the playwr ight dared to speak his mi'nd. 
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The structure of The Cr imson Island 15 unusual, for 

Soviet drama. 
7 

Bulgakov placed a play wi th1n a play, a tech-

nlque p1.oneered by las l tall.an con tempor.:1ry .p lrandel10. The 

or_1.gin of the play was a s tory ent1. tled "The Çr 1.mson Island" 

written by Bulgakov in 1924, and subsequently published 1.n 

8 
the Berl1.n newspaper Nakanune. Later this story was ~dapted 

to become the controversial play under d1.scuss1.on. 

The 1nner play lS eV1.dently a parody of the propagan-

dlSt1C literature WhlCh was belng turned out in the irnrned1.ate 

9 
post-revolutionary per1.od. Dlfferent characters represent 

the leading polit1.cal f1gures of the t1.me: Kerensky, Len1.n, 

10 
and Trotsky. W1.th this satir1cally allegor1.cal offer1ng lt 

almost seerns as if Bulgakov was once more deliberately ~ourt-

ing vic1.oUS offic1.al reaction. 

Consistent with Bulgakov's individualistic stance~ 

but somewhat unusual in the light of his satiric target, lS 

the playwr'ight's uncomplimentary portrayal of the 'West'. 

Contrary to the generally accepted nineteenth century view, 

but in accordance with Soviet policy~ Westerners are seen as 

meddlesome, unwelcome and amusing intrudcrs. From the time 

of Peter t~e Great onw~rd, the tendency was to look to the 

Western European countries for technical and artlstl.C 1nspi-

ration. 
\.. . 

Under Sovlet governments this has changed. Russia 
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-
has gained confidence and become reasonably self-suff~c1ent. 

Y' 

In The Crimson Island Bulgakov sketched Russia as possessing 

something to offer to the West. Th1S 'somethlng' is symboli-

cally represented by the pearls which are harvested off the 
1 

coast of the 1sland and WhlCh lure ~he Europeans. 

The subJect of the outer play is censorsh1p. The 

Crlmson Islan.ci\has been labelled' the first call for freedom of 

11 
the press ln the USSR. The ~ain male characters form a-tri-

angle: The censor, Savva LuklCh, on whose whlm the fâte of the 

1nner play depends, 15 at the apex. At the 'base of this lrl-

angle are the producer Gen~ady, and the playwright Dymogatsky. 

Gennady appears ta us to be a hardened indlvldual, 

familiar with the ways of the theùtre. Ile acts ùccordingly. 

Dymogatsky, on the other hand, 1s less familiar wlth the 

barriers which he may encounter ln having lus play produccd. 

He aeems surprised at Gennady!s pronoupced caution. Of course, 

Bulgakov experienced both the aspiratlons and frustrations of 

a playwright facing l,)arsh censorship. He drew thcs'e two 
IJ) 

characters with great sympathy and feeling. He certainly used 

the two characters to expose the sad lot of the dramatlst and 

producer of plays in the Soviet Union, and perhaps a~so to 

8~licit understanding from his audience. 

Gennady communicates his tension and the pressure under 

, 
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which he operates graph~ca11y through hlS actions and words. 

H1S instructions to the cast ar~ curt and to the pqlnt. H~s 

relatlonsh~p with the censor 1.S oft~n afft.?ctt.?J .31hi ~\'<.?rs011-

citous; hlS conversation with Savva LuklCh is filled with 

. 
superlatives and diminutives, depending on the desi~cd cffect. 

It is clear·that his overriding objective is to ~ater to the 

censor ln order to receive the needed permisslon to stage the 

play. . , 

Dymogatsky i5 far less loquacious than the producer. 

He seems to be new ln the field, naive, and sees little cause 

for concern. When his play iS'banned, however, he ùndergoes 

that wlld depression 50 character1.stic of dramatists. He is 

upset to the point of blurting out incoherent sentences and 
'li 

dangerous accusations. He outlines the hardships which he 

experienced' in ~orking on his play over a'period of on~and 

, 

, - , 
.• t' 12 

one-half years, adding: "And then a wicked old man appears." 

Soon th~reafter he u~ters the most dangerous, the most central 

13 
of aIl political questions: "Who are the judge~?" 

At first glance the women chaiacters in The Cri~son 
, 

Island do not seern to be very significant. However, on deeper 

examination they are seen to be complexly drawn and make im- fi 

portant contributions to the play. 

14 
In Lida 'and Betsi, in the outer play, Bulgakov 
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offers his irnpress10ns of women affiliated with the theatre. 

These characters are worthy ,of close exarninatlon because they 

provide us with an uncornrnonly direct reflection of Bulgakov's 

feelings towards a particular kind of woman, one ~lth whom he 

undoubtedly had close contact. These two female creations are 

l' shown ln a rather unflatEerlng light, although Bulgakov does 

not seern to have gone Qut of hlS way to rnalign them. As intro-

duced by her husband ,:,ennady, Lida 1::-' a r "grande coquette," and 

on s~veral occasions throughout the play she is shown to live 

'up to this description. Bets1 is ,a sharp-tongued and percep-, 

tive person. As early a:> the prol0'lue of thû pl.3Y, Bu1'l.3kov 

pinpoints the roajo~ characteristics of female thesp1ans: 

j ealousy and bicker ing. Jealousy cha'racter izes' Betsi' s a tti-

tude towards Lida 'when the latter( being Gennady's, wife, gets 

_a larger, role in Dyrnogatsky's play. Lida's every remark is 

contradicted by Bets1.. For exarnple, Lida states that 

Dymoga tskyi' s face is inspir ing, tc? which Betsi repl'ies tha t 

in her opinion it is a plain face. In the subtly draw~ scene 

in Act III, jealousy on Lida's part is exposed: Stung by t~ 

liaison between Betsi and he~( Lida's, much adrnired Kiri-Kuki, 
/ 

she fires Betsi wi th thé e)(éuse" tha t slfe has brokcn one of 

Lida's precious,china cups. 

Furth~r, Betsi is an instrument for exposing hypocrisy 
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in the ou~er play. For exampIe, Betsl becomcs Indlgn.:U'it .:tnd 
. ' 

angry at Gennady when he tries t? calm her by ajking if she 

has nô 'fear of God'. Her response directly exposes the hypo-

crisy of producers. She says: "Only last night at the general 

meeting you, Gennady Panfilovich, asserted that there lS no 

God, because Savva Lukich (the censor) was present. However, 

15 
as soon as he left, God ins tantly reappeared on the stage. Il 

. 
'There are certain parallels between the two women in 

the prologue and the two in the inner play, but their beha-
l , 

vïour changes in the epilogue. Here Bulgakov's portrayal of 

femaie actors is more 'complimentary. C1rcumstances force the 

bickering to give way to a new way of acting. Savva Lukich 

bans DymogatskY"s play and the atmosphere in Gcnnady's ',temple' 
• 

J 

becomes very strained. The producer makes a determined, if 

lackeY,-like, a ttempt to reverse the censor' s decis ion. i\ t 

this crucial time Lida and ~etsi gather their inner strength 

and collaborate in an effort to offet something positive to 
c 

the deteriorating rnood of their colleagues. The idca that in 

times of stress and strain women somehow are capable of plan-

ning and acting in a positive way seems to be one held by, 
. t • t 

'Bulgakov. In Flight we observéd Serafima and Lius' ka in ... 

equally unhappy'circ~stances, seeking ta al~eviate the bur-

dens of< their group. 
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The 'womanly instinct' to comfort men in their times 

of distress also seems to be one of Bulgakov's generally held 

beliefs. In The Days of the Turbins, Yelena i5 the archetypal_~, 

hostess, the comforter of evcryonc-- for cx.:\mplc, her bl'othcr 

Aleksei, trying to dispel his • dark. thoughts 1 in Act 1" 
Similar female figures appear in the other plays under exami-

, 
nation. In The Crimson Island we arc witncss to a parallcl 

picture. When Dymogatsky cries out in desperation for his 

banned play, Betsi and Lida immediately and ~Lmultaneously 

16 
respond with: "Poor Vasili Arturich, ,calm down!" Both women 

kiss him and together they lead him from the room. Later, whenr 

the. 'revised 1 vers ion of the play is proposed, i t is the two 

women who bring Dymogatsky into the room, supporting him under 

the arms. Finally, wflen Savva Lukich recons iders the initial 

< 

ban and approves the play for performance, again together the 

two women congratulate him. This 'twin' behaviour on the par! 

.of B~i and Lida suggests that Bulgakov is aaying that under 

the circumstanc~s women could not behave otherwise . 

The·Crimson Island, itselt is a sc~e of turmoil and 

polit,ical unrest. IJ;\tere~tingly enough, there at'e no female 

pe;-sonages on it, only men' cngaged. in POI\itic~warfarc. As 

mention~d above, within the parody' of the Revolution, Bùlgakov 

also took the 'opportunity of offering his concept of th~~ 
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Europeans. Among the Europeans who are secn in "il lcss thLln 

'favourable light, Bulgakov introduced two female characters . 
... 

Bath women ~ppear as rounded individuals expressing varying 

and vividly dep1cted moods. On one leveL the two women, Lida 
o 

a hlgh society woman r,eferred to as Lady, ~nd Betsi her maid. 
, 

. seern to represent ster~otypes for the playwright. However, 
, \\ 

as will he, shown below, on another level the ma1d ser~es, a 
, 

secGnd purpose. 

Lady belongs to a high class English milieu. She bears 

the 
" ~ \ 

character1stics of many upper class colpnialist women often 

depicted in nineteenth century literature. FoY cxample, she 
\ • 

complai~s of her boredom and longs for some,excitement on 
. 

\ several oc:c~s~s in the play. Likc mLlny of Chckhov' B fcmalo 

characters, 'Lady is weary of the lac:k of exci tement ln her 

life. In sorne ways she reseJnbles Anouilh' s Lady Hurst, in" 

Bal des-Voleurs, who risks losing her monel' and jewels'in 

re~~rn for a little diversion in her life. However, Bulgakov's 

Lady was greedy and materialistic and it is doubtful that she 
, 1 

would part wiXh any of her possessions, but shè is similar ta -. 

Lady Hurst in her pronounced' ennui. 

Laay displays other traits which often tyPify her 

class. She treats her maid in a disdainful and ha~ghty way 

and ensures that a1l her own needs are.seen ta. For example, 

fi ' 
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. . 
when she feels faint in Act III after being greatly surprised, 

she asks for her eau de cologne and at 5:00 P.M. she asks for 

her tea. 

As seen in the 'outer' play, Betsi was jealous of Lida 

rec~ving preferential treatment when it came ta ass~gning 

roles. In the 'inner 1 play one Hnds an ins tance in which the 

tables are turned and Lady becomes very )calous of Dctsi, but 

for different reasons. Lady's anger ~s provoked when Kiri, 
~ 

• her paramour, makes advances at Betsi. Her unrestralned re-

action reveals an unpleasant na~ure. Aiter flnding a pretext 

ta fire her maid, Lady haughtily seeks Kiri's aid in subtract-
• 

ing ten shillings for the broken cùp from the ten shillings 

which represent Betsi's salary, ta find out how much she, 

Lady, owes her. 

When Kiri aSKs Lady whether she will make Betsi answer 
'. 

for the broken cup, Lady responds: "No, 1 will pay her back 

for her offence with magnanimity." The humourolls effect pro-
Il' 

duced by Lady's answar is'compounded by Kiri's subsequent 

exclamation:, "What an angclic hC<ll·tl" 
17 

, 

Lady's inability to do simple arithmetic, her insen-

sitivity to the feelings of others, and her self-righteous 

attitude brin9 to mind the tyrânnical prostakova in Fonvizin's 

" 
The Minor, even though these characteristics are more . 
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accentuated in the latter female character. A ~alking parrot, 

often accornpanying Lady, "becornes associated w1th her perso-

nality, reflecting her limited and totally eclectic 1ntelli-

gence. 
, 

It s~ems clear that Bulgakov had a. very low opinion 

of the socia"l class which he represented in h1S creation of 

the character of Lady. Nevertheless, he portrayed her realis-

tically, show1ng her psychologica~ reactions "-to events. ~ 

example, ~ady's anger changes to feel~ngs of gui! t and sel f-

pit Y for having "sacr1ficed" herself to Kiri and having 

"betrayed Il her husband, al though as far as the rcadcr can 

see, the relationsh1p between Lady and K1ri was lirnited to a 
~ 

bit of flirtation only. Perhaps Bulgakov was hint1ng that 

Lady's guilt feelings were a reflection of her thoughts. 

Soon afterwards sne has Kiri swea~ his fidelity and she 

forces him to embrace her. 

Betsi plays the role of the dedicated but unappre-

ciated maid in the inner play. She seems to have a better 

understanding of what is happening around her t~an Lady • 

Betsi i8 sornewhat reminiscent of sorne of the servants in 

Chekhov'8 plays, such as Anfisa and Firs who, having given 

rnan~ years of service to their masters, seek security in 

return. Betsi has been with Lady for only a few years, but 
<' 

, 

\ 
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sh~ seems very fearful of los/lng her Job, perhaps because Î she 

suspects that her low opinion of Lady may~show. Consequently, 

she does her best to cater to her mistress. 

Sometimes, however, Betsi does express sorne of her true 

feelings about her miS'tress .' When she lS 'fired, Betsi does nQt 

hesltate to remind Lady of how she would hc1ve to "get up at 

night at the sound of the bell, . . do Lady"s halr, and sew 

hems, " as well as "endure Lady's 

\\ involving false hysterics. ,,18 

end l-n s caprices and scenes 

Betsi also reveal-s ë\mbivalcnt fccl in'15 tc",'ards L.\\iy 

\ 
~ ~en the latter, charmed by the gall;nt Kiri, calis for a 

~~kerèhief. Obser~ing Lady's behaviour, in an aSl.de Betsi 

la'b,e'ls Lady as being an "affected creature, Il but ncvcrthelcBs 
" 

she graciously opliges her mistress. This incident shows that 

on the one hand Bets i thl.~ks very lit tle of Lady bu t, on th~ 

other hand, she fears being sent away. 
~ 

Before leaving Lady's service, Betsi becomes very de, 
, 

pressed. Her subsequent plaintive cries sound syrnbolic. No 

poubt Bulgakov carefully chose these words which hint at his 

own literary skepticism and ambivalent fcell.ngs towards the 

Soviet regime. 

Where will l go? Wh~re wi~l l hidé? Farewell 
castle. The wicked lady thtew me out and a 
black abysB appeared before me. Only one' thing 
remains, to throw myself ~ff the wharf into the 
sea. 19 , 
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r 
Since Betsi is aIl alone when she utters thesc crics 

<l ' 

of desperation, one may weIl imagine a different speaker and 

20 
other circumstances. An analogous situation may be PQr-

trayed by sub~;t,ituting il few of the nouns. 

r 
• 

The castle could 

be'interpreted to mean Russia,' the wicked Lady could mean the 
, . 

new regime, and the black abyss could represent desperation ., 
{or the'Whites. The sea may weIl stand for exile which, for 

, 

Bulgakov, meant death. One may also note that, the initi'al 

letter of Betsi' s ,name is also the first letter of the play-

wright's name. This also, although remotcly. supports the 

notion that a parallel ex~sts between the maid's words and 

the playwr ight 's féel ings . ' 

"" 

, 
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, 
~. , 

..... 

( 

,'"" 

. , 

o • 

100 

NOTES 

- \ 
\ , 

lE. Proffer, "The Major Works of Mikhail 'Bulgakov" 
(unpublished Ph.D. disser~tion, 
pp. 163, 164. 

Indiana University, 1971), 

2· .. 
Ibid., pp. 152-53. 

3 Ibid ., pp. 168, 169. 

4See proffer, p. 151. 

5zoika 's Apar.bment, p. 208. 

.. . .. 

6A "former persan" refers to the tit1ed persons of 
the tsarist regime'who, of course, lost tneir titles after 
the Révolu tion. 

7 The play cOJ1\posing the prologue and the cpl.loguc 
will be refex:.red to as' the "outer" play. Dymogatsky' s play 
"The Crimson, Island" shown within the prologue and the epi
logue will be referred ta as the "inner" play. 

BSee Proffcr, p. 194. 

9 Ibid • 

10Ibid ., p.- 201. See H. Partridge, "Comedy in the 
Early Works of Mikhail Bu1gakov" (u.bpublished Ph. D. cUsser
tatio~, Georgetown University, 1968), pp. 163-181 for an 

.l'ample discussion of "the a1legorical nature of -The Crimson 
.Island. 

llSee Proffèr" p. 196. , 

12The Crimson Island, p. '184. 

13lbid• -
14Lida (or Lidia) i9 called Lady in the ." inner Il play. 

Betsils réal name i8 mention~ only once in the entire play, 
Adelaida Karpovn~~ 

lSThe Cr~son ISl~. p~ 93 • 
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16 b"d l ~ •• p. 184. 

17 Ibid., p. 152. 
~ 

18Ibid . 

19Ibid • ,- p. 156. 

20"cries of desperation" can also bè found in sorne 
of Bulgakov's later plays. For exarnple, in Dead Souls. 
Chichikov rnakes"a plaintive c~y ag~inst the authorities when 
he finds ~trnself in pris~n. In Don Kikhet, the hore cric~ 
out agai"nst a world which" would not- let hirn be himself. 
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Chùptcr V 

EVÈ, IN AN EARLY SCIENCE FICTION PLAY: ADAM AND EVE 

Although most of Bulgakov's maJor works have recelved 

scholarly attentlon, Adam and Eve has not yet becn consldercd 

ln a cr1tlcal manner. It 1S the flrst of the playwrlght's 

three SClence fictIon plays, followed by BllSS ln 1934, and 

Ivan Vasllev1ch in 1935. It has been mentloned that Adam and 

Eve lS less satlsfylng than Bulgak~v's other comedIes and far 

weaker l than hlS dramas. Never theless, It lS slgnlflc~nt both 

because of ItS polemlc nature and becausc 1t forms part of 

) 

Bulgakov's reperto1re; It serves to complete hlS flrst cycle 

of p1ays. 

~ 
Adam and Eve has never been publlshed or staged ln the 

USSR. 2 Two verSIons of the play e,.ast, both publlSh(',i 0\.ltslCl(' 

h 
' ,3 

t e Sov~et Un~on. One verS10n appeared ln a 1971 Engllsh 

translation and a second edition was publlshed the same year 

in Russ~an, in Paris. There are sorne d1st1nct differences 

between the two versions: Primarily the PariSlan publication, 

in Russian, is lsomewhat less pol i tically or len ted and s ty l is

tically mo~e compact than the translated version. 

As mentioned in Chapter IV, Bulgakov was forced to 

.' make al terations and tone down the initial draft of Zoika' s 

102 , 
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Apartment. In Chapter III lt was noted that the playwright 

wrote several drafts of The Days of the Turblns for slmllar 

reasons. In a llke manner, Bulgakov made changes ln Adam and 
" 

Eve. One' of the s tr lklng d.lscrepancles bctwecn the t'Wo 

aval1able verSlons of Adam and Eve 15 that ln the Engllsh 

translatlon the actlon lS set ln' "Lenlngrad" whcreas in the 

Russian text, pUbl..l.shed ln Parls, Lenl.ngrad 15 conslstently 

replaced by "the town. Il Th~ use of "the town" lnstead of 

"Lenlngrad," of course, glves the play a more rcmotc flavour. 

Further, ln t·he Engll.sh translatlon the lack of certaln artieles--

glasses 1n thlS case--dur1ng the fast f1ve ycar plan 15 mcn-

tioned, but thl.s reference 15 om1tted 1n the ParlS puQllcation. 

Also, the Parlslan verSlon of Adam and Eve has a d1fferent 
l 

l' 

endlng than the other. The Russl.an publlcatlon suddenly 
,-
\ 

brings us back to Adam's apartment at the end of the play, 

giving the reader the impression that the whole play was Just 

a dream. The ather verSlon of the play'has an lnternational 

ending. The fighter pllot is seen bring1ng back sorne for-

eigners to the little colony in the forest and summoning 

everyane ta return wi th him ta Moscow. The slightly sub~ued 

tone af !'the parisian editlon suggests that it was \ .. 'rltten 

la ter than the English translation. Probably poIl. tlcal pres-

sures forced Bulgakov to rework c~rt':ll.n s~ns i ti\'~ .:lr~.:l$ ~'f 

the play in an effor t to sa tisfy the censors. , 
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Having wr~tten two signlf~cant tragcd~es and two note-

wor thy camed ~es, ~n 1931 Bulgakov began to explore a new genre. 
\ 

Adam and Eve ~s a sc~ence f1ctlon fantasy. The women shown ln 

the trage'ches are largely gravc and composed. They express mu ch 

of the playwr~ght's concern about the pol1tlcal situatlon. The 

female characters ln Bulgakov's comedles are often ncar carica-

tures, reflect1ng the playwright's changed att1tude. Herc; 

Bulgakov seems ta almost Jccr at the st~tllS qUo. In l\lbm ~nd 

" Eve, Bulgakov's approach 1S d1fferent aga~n. Eve shows a tran-

sit~on ln the author's stand. Through her, Bulgakov seems to be 

search1.ng for an alternatlve to d~ma and Ideol~, 

shown ln thlS chapter. 

as w1.11 be 

By wrlt1ng a SCIence fIctlon play he glves hlmself free 

reln, allowlnq hlm to fashion a new world. Bulgakov present~ us 

with a parody of the b1blical story of creat~on and the flood. 

Adam and Eve, of course, are namesakes for the first couple: 

Daragan, the aviator, dressed in black, a_bird ernbroldered on 

his chest, represents the fowl of the alX: Ponchlk 15 referred 

to as the snake on several occasions; Marzikov, the rowdy drun-

kard and hooligan, stands for the evil which bcgan to spread 
# 

, 
over 1;ile earth: and Efrosimov, the "demigod," 15 a scient1st 

L 
ancÎ pacifist who saves. this motley c~owd from destruct10n by 

the de~dly solar gas--read the flood. 

! 

'the playwright"s pessimisrn in A.dam and Eve is shown 

through the nature of the dialogue between individuals. 

\ 
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Bulgakov's skept~cal and ambivalent feelings towards the 
t j 

Sov iet reg.une are more subtle in thlS play than they were in 

prey ious plays. In part they are lmplied ln the context of 

Adam and Eve, and i'n part they are blurrad by belng shown as 

part of a much larger world problem. Eve plays a speclal.role 

ln Adam and Eve. In thlS play the playwr 19h t éxpresses icono-

clasm not only through Eve's words but also through her actions. 

The soclal setting of Adam and Eve IS the flrst five 

year plan ln Soviet RUSSla. Act 1 opens ln Adam's apartment. 

In 'the first part of the play the atmosphere lS llght and gay 

as the reader is introduced to the happy newlyweds. Adam and 

Eve. However. the mood changes and grows dimmer as the absent-

minded professor appears and beglns to VOlee hlS bellefs, hopes 

and fears. Act 1 closes on a note of horror as the deadly 

solar gas kills the whole population of LenIngrad except for 

a hanqful of people who are immunized to the effects of the 

gas by Efrosimov's invention. 

Act II opens on a scene of desola tion and despair. 

Dead bodies are found randomly scattered about in a depart-

ment store. The $tage directions indicate that in the window 

of the store there is a display of "heaven and hell" ""lth 

grey smoke stretching between thern. In this dlSplay the 

reader can once more rccognizc Bu l '.1.:tkov '~ ,'UIll> i\·,dL'n\.'~. '11l(.' 

, 
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Soviet Union is both heaven and hell for the playwr1ght, and 

his feelings waver between these positive and negative ele-

ments., More often than not the playwr 19ht ~ound himself ln 

the smoky g\ey area. 

The ~hird act opens in a large tent on tlle edge of a 

forest. Among the random obJects filling the tent is' "for 

sorne reason a Iu:><urious palace cha1r." This, of course, sym-
\ 

bolizes the old regime and old values, h1nting at Bulgakov's 

nostalgia for the days before the Revolution. The bullets in 

the tent represent violence. The tent itself lS a mlxture of 

fine materials such as brocade, s~lk and oil-cloth, as weIl 

as crude tarpaulin. 

The fourth act opens in the forest Just before dawn, 

the least def~nite time of day. 'This is the t1me wh1ch most 

clearly gives 'the impresslon of bei,ng outside the normal claiIy 

cycle, once again reflecting Bulgakov's iconoclastie position. 

Here Bulgakov is in his most comfortable setting.: between con-

flicting day and night: between conflicting ideolog1cal posi-
'1 

tions. The fighter pilot, Oarag~, rctnrns to summon th(' 
~ 

small colon~ of survivors to fly with him to Moscow. The 

reader feels optimistic as the 'survlovors are saved, but this 

feeling is ~CheCked. A horn signal is heard and an 

ominous shadow is cast over the forest. The ideologues seem 

, 
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to have triumphed aga1n, and the world continues ltS irre-

versible cour~e towards destruction. 

Bulgakov had a particular reason for bUl1dinq ~ façade 

over hlS play. Beneath the parody of creatlon he expresses 

definite doubts and concerns regarding current social and poli-

tical developments. Bulgakov 5eems to be delving towards the 

roots of human nature in order to seek out the essence of 

fighting and destruction. Severai themes can be d~scerncd ln 
\ 

Adam and Eve. Among these lS the relatlonship between the 

. 4 
thinker and the'man of actlon. The scientlst, Efroslmov, 

speaks of world peace, trylng ta understand the causes of 

violence, while ideologues like Adam and Daragan are intent 
, 

on building a new Communist way of life, whatever the cost. 

Another of the themes is the role of, science in promoting or 

b ' . 1 5 
~ur lng V10 ence. Efrosimov, the scientist, introduces this 

theme in Act 1 when he explores the-dangers of new ideas and 

"little old men.- The solar gas, of course, is an instru-
, 

ment of violence and'Efrosimov's) invention is a scientific 

attempt to counteract this deadly gas. 

Bulgakov's skcpticism in hdam nnd Eve ia not dircc~cd 
.. 

solely at Soviet RUBsian issues. Unlike his' earl-ier plays 
,,,. 

which we~e çoncer~d with more identifiably local and Soviet 

problems, Adam and Eve 'focuses on more general and interna-

... 
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ti'onal issues. Even though the setting of the plùY 15 thd' 

Soviet Union, universal issues are cons i:d"ered. In the ear-lier 

translated version of the play foreigners are introduced. 

In Adam and Eve the playwright seems to stage a debate 
, 

among indlviduals trom different walks of life. Through their 

interaction ethical and po11tical problems a~e v01ced and 

discussed, but not solved. Adam, Daragan, Ponchik, and 

Markizov belong to a camp generally characterized by violence, 

but their political beliefs vary. Efros~mov represents the 

pacifist belief. with these people Bulgakov is glving us 

ah example of the type of individuals wh,ich the Soviet regime 

produces. Adam and Daragan are ardent Communists. PonchLk 

and Markizov reprosent diffcrcnt aspectR of Sovjpt Aoci~ty. 

Ponchik, a hack writer of Soviet literature, feels that he 

was chosen to wr,ite the story of "the death" (this refera t6' 

the devastation by the solar gas) for future generations • 
. 

When. ,it suits his purpose, Ponchik is ready to abandon his 

political beliefs. Bulgakov holds such personality traits • 
in c,ontempt. He felt that one should have the courage of 

,J 
onels convictions. In Act IV. at the height of depression 

within !1;he colony" ponchik i8 foûnd denigrating Communism 

and Soviet policies. His strong words sound like cries of 

desperation. Markizov, who ls often seen witn Pdnchik, ia 
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an untrustworthy character who was thrown out of the "pro-

fess iona1 organ1za tion If for' h~s misdem~anors. 

Bulgakov represents Efros~mov as bClng an .:\rbl trato,l.·. 

Since he is a pacif~st, he does not have any 'polit1cal' con-

victions and ~s able to conslder the po11tical stands of others 

ob)ectively. Efrosimov's skeptic~sm towards dogmatic govern
( 

ments i9 suggested when, observ~ng the unappeallng behavlour of 

Mark1Zov, a product of the SOvIet regIme, he remarks: 

l regret one thing, that the Sov1et government 
was not present at th,l.s scene . . . 50 that l 
cou1d show them with what k~nd of materia1 it 
intends to build a c1assless socIety.6 

\ Having said th~s much about the play ~n general. let us 

now turn more specifically ta the central subJcct matter of our 

study: the depiction of the woman. Bulgakov uses Eve in Adam 

and Eve to show a progression from the camp of violence over to 

Efrosimov, the pacifist. Eve's act of rejecting her dogmatic . 

husband in favour Qf the paci-t'ist suggests Bulgakov' s skepticism 
1 

with·regard to the viability Of)viole~t ,and dOC~-lIl.:urc thcories: 

Eve, the first woman, becomes Eve the only woman in Bulgakov's 

modern rendition of the biblical myth of creation. She is a 

realistic and sensitive individual placed in an unusual sltua-

tion. Eve is no·t an extremis t in any way and therefore is not 

a caric~ture in the sense in which zo~ka and Lady occasionally 

wer~. She i8 closer to Yelena in her sense of k.indness al'ld 

, 
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hosp~tality. On several occasions we find EV~JPeeing to the 

needs of others and offering them food. UnIlké Lius'ka or 

LadYt Eve does not seek adventure. Nevertheless, lt comes'to 

her. 

At f~rst Eve lS presented as ...eelng happiIy ln lo,·e 

with her new husband, Adam. As the play develops she lS shown 

to confirm her t~ust in Adam, call1ng to him for comfort and 

aid when she lS frightened. This confidence is not reciprocai. 

When Eve expresses her fears Adam caiis her a cowar:p, telllng 

her to keep quiet and shaklng her by the shoulders. Later ln 

the play, when she asserts herself asking to speak at the 

" trial, Adam silences her exclaiming that lt would be bettér 

, 
if she dld not speak. In setting this typical domestiç réla-

tionship against the backgrounq/of civil war, Bulgakov brings 

out the essence of his theme: Adam pre fers to be 'the spokesman, 

the embodiment of the dogmatic, the Communist ideal than to 

show respect for his wife. Eve, on the other hand, in her con-

fusion and uncertainty reflects the dilemma of the morally 

aware but impotent gcncral popul.:ltion, ~nd p.:lrticul.:lrly (1f 

women. 

It was shown in Chapter III thù t in The Où""{s of the 

Turbins aIl the male characters were at~acted to Yelena. In" 

Adam and Bve we find a parallel.situation with aIl the major 

• , 
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male personages in love w~th Eve. Like Yelena, Eve can be 

curt, even sarcast~c w1.th her suitors. She w1.11 have l~tt1~ 

to do Wl.th either Ponchik or Mark1.zov. This seems to be 

Bulgakov's manner of telling us that Eve could not and should 

not be associated wl.th these two undeslrable Indiv1.duals. 

Finding Ponchik and Markizov together read1.ng the former's 

novel dur ing a timc of dCSp<llr, Eve ShOWfi d \ RilppO 1 Il tllH'1l l: 

"Really frlends, how can you read at a time llke thl.s? Does 

your hcart not sink?,,7 Soon thercafter Eve shows her dis-

respect for Markl.zov by telling hlm not to brlng her any more, 

flowers. Sarcastically, she adds that she has time neither 

te water them nor to throw them out. Later, when Ponchlk 

tries to win her affection and embraces her, Eve sends him 

away. lier g~sture of dismissal is presented listlessly, as 

if to show Ponchik his meaninglessness and her complete in-

difference to him. At one pOLnt Eve states cxplicltly that 

she ia fed up with Ponçhik and Markizov. At the enp of 

Act III we also learn that Daragan has been secretly courting 

Eve. She likewise rejects him. The' web of courting, natu-

ral1y ~enterin9 on Eve, aIl characterized by Eve's rejection, 

serves to malte the reader more aware of her growing <lffiniLy 

for Efrosimov. 

"The situation and character of Efrosimov and Eve are 

, 
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strongly reminiscent of The Mas ter and Hargar l.ta. Il Jus t as 

'the Master and Margarlta' 15 one of the themes ln the novel 

by the same name, 50 Efrosimov and Eve lS one of the themes 

running through Adam and Eve. Through thlS theme Eve as weIL 

as Efros imov are developed. \ew 1 igh t lS shed on the impor-

tance of the woman ln the play. From the moment EfroSlmov, 

the seientip;t, appears ln Adam's apartment ln Act l, Eve be-

gins to develop a certain attractlon for thlS unusual person. 

This afflnlty grows and at the end of the play results ln 

mutual understandlng. 

By showlng Eve's progression from Adam, the Comrounlst, 

to Efrosimov, the paclflst, Bulgakov seems to be maklng a 
i 

sta teme~t: Conununist or dogma tic ideology is' less in kecping 

with Eve's eharacter than are the more humane pacifist beliefs. 

Eve herself vividly explains her feelinga about her husband's 

way of thinking and gives reasons for opting for Efrosimov in 

'the last aet. Eve i5 referred to as the "progenitress." By 

adapting Eve's original, ro1e in, the story of creation, it is 

likely that the playwright foresees the seeds of posslble 

failure of harsh and constricting pollcles and he offers us a 
~ 

eonceivable alternative through the modern Eve. 
i 

!t seems that initially Eve was impressed by 

Efrosimov's appearance: 

, 
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Efrosimov i5 thin and clean shaven. He 
has a foggy look in hlS eyes and ln the fog 
there are little candIes. He is dressed in a 
magnificent suit so that it is 'irnmediately . "'-apparent that he took an off1c1aI,trlp abroad 

113 

recently, and his irreproachable linen shows 
that' he lS a bachelor and that he never 
dressed by himself, but with the help of sorne 
old woman who is certain that Efrosimov 1S a ~ 
demigod and not a human being. 9 

Perhaps Bu~akov is suggesting that the intelIect~l, upper-

class air about the scientist evoked a certain nostalgia for 

old values in Eve--a nos talgia which he, Bulgakov,' often ex-

perienced. Interestingly, EfroSlmov denies that he lS a 

bourgeois. 

Efrosimov's knowledge as weIl as his unusual ways 

fascinate Eve. She refers to him as a 'genius' and a 'prophet'. 

She cornes to idolize this man who appears to possess divine 

powers, ,even though the male èharacters in the play show 

little or no appreclation of the ~cientist;. Som'ctimcs Evc's 

,fascination i~ interming1ed with fear as she listens to 

Efrosimov's pess~istic tiradès. Eve is frightened at the 

grim substance of what Efrisomov is saying rather than being ~ 

afraid of Efrosimov himse1f. The scient~t seems ~o feel 

that Eve is~a speciar person and he wishes to save her from 

destruction. Efrosimov ca11s Eve a "progeni tress" and makes 

the f0110wing recommendations to her: "Into the earthl Oown 

o .. 
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belowl TO the nether regions Dig an underground town 

• 10 
and flee down below. Il 

These words once again reflect Bulgakov's pessimism. 

The picture created by these ,short sentences is that of death. 
\ 

It 1;S possible that at the height of hls dark, feelings con-

cerning the fate of society, Bulgakov vividly saw death as 

the ultimate goal. It is rathcr pùradOXIC\\l that tIlt' plny-

wright sees the 'underworld' as, a salvation from destruction. 
a 

Efros~mov exhibits a pronounced abscnt-mindodncss to 

the po~nt of forgetting everyday words such aS.voda (water) 

and the word for ch~ldren, deti. He even forgets his own 

name. He displays very strong emotions such as an exaggerated 

concern for his dog. Howevp.r, despite his eccentric behaviour, 

Eve tells Adam that she considers Efrosimov to be Mcompletely 

normal." ~ . , 

Absent-mindedness is a trait which may character~::~ 

a professor who i5 very involved in his work and this requires 

no explanation. 
\ 

The anxiety which Efrosimov expresses con-

cerning his dog is wo~th exploring. The scientist'7'pacifist 
, 

i8 worr ied abou t the fu ture of humani ty . He foresees a 
iZ 

devastating Wbr. In the midst oC wrcstlinl) wilh this lmp~nd-

ing disa8ter, Efrosimov' s' concern for his dog seems out of 

pl~ce. The intensity of the scientist's feelings for his 

, -
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pet seems out of proportion unless one stops to nealize that 

the dog synthesizes everythl.ng that is l.mportant to EfroSlntOV. 

Without his dog the scientist feels that he is "completely 

alone." In tHe final act Efroslmov tells lS th.:lt he- c0uld 

see his dog as he stared lnta the fire. This, he explalns ln 

a mela1choly manner, makes hirn feel that he is the most unfbr

tunate of aIl the survivors becausc he has,suffered the grcat-

est 105S. When it came to deciding whether to save the dog or 

Professor Buslov, the SClentlst found hlmself ln a moment of 

~ 

turmoil. Eve recognlzed that he was having nevrastenla 

(neurasthenia) which may also be called ambivalent feelings . 

• At the e~d of the play Eve replaces the lost dog with a 

1 • 
wounded rooster, ·thus c<;lterl.ng to the SCl.entlst's need to 

look after a living be~ng while slmultaneously being concerned 

with other issues. 

The reader may also interpret the verbai introduction 

on the dog-as an opportunity for Bulgakov to express his own 

complex atti~ude towards 'men of action'. Generally, the 
Q • 

playwright presents the scientist in a favourable light. 

Efrosimov is the positive hero of Adam and Eve. Nevertheless, 

BUlgakov's intellectual relativlsm would not .allow him to 

. 

accept the pacifist-scientist without critlclsm. From 

Bùlgakov's iconoclastic point of view even the position 

, 
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1 

represe~ted by the character of Efroslmov has ltS short-

comlngs, requlrlng exposure. 
1 

EfroSlmov's sentImental attach-

ment to hlS dog, ln the context of wldespread human des truc-

tlon, pOInts to the nalve and occaslonally confused sense of 
.. 

socIal prlorltles exhlblted by the paclf~t. 

Another aspect of the relatl0nshlp between Eve and 

Efrosimov resldes ln thelr complementary nature. The sc len-

tlSt lS often Sllghtly at a 10ss whén It cornes to everyday 

lIvIng. Efras lmov' s eccen tr IC l ty prcvcn ts lllm trom l~:\.illhJ 

a normal Ilfe. Only at the end of the play does he have a 

11 
moment of Inslght: "Perhaps l do not know how to lIve." 

On a varlet y of oc4tslons Eve shows a wll11ngness to help hlm. 

She IS able to cape wlth everyday 11fe more than he IS. The 

1 
followlng are sorne exaIDples of the way Eve complements the 

sClentlst. 

When Efroslmov becomes upset emotlonally about the 

105s of his dog, he turns to Eve. She trIes to calm hlffi. 

In ~ttempting to be understandlng, she suggests that he marry. 

In this instance marrlage suggests the union of two slmllar , ' 

or cornplementary forces. However, Efrosimov lS unable to 
/ 

accépt ~·s advice at this point since he feels alone ln 
, / 

his way of thinking and doubts that anyone can help him. He 

complains that he ls frightened when Daragan accuses hlm of 

, 
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1 

not g1ving hlS lnventlon ta the Sovlet Unlon on tlme. At 

thlS p01nt Eve steps ln 11ke a protectlve mother. She says: 

"You frlghtened hlm." In Act III Eve helps Efroslmov to de-

c lde to let Daragan fly. A t the end of the same ac t, ln 

desperatlon,Eve proves that she lS prepared to sacrlflce her 

llfe to protect the man whom she flnds "chêlrmllhJ." Tht'Olhjh 

Eve's readlness to be by EfroSlmov's slde when he need5 her, 

Bulgakov seems to suggest t~at her presence lS essentlal for 

him to funct10n weIl. 

In conslder1ng Eve herself, the reader wlll notlce a 

change ln her att1tude ln the latter part of the play. ThlS 

change 1S character1zed by a more pronounced attltude towards 

what 1S tak1ng place ln her surround1ngs. , ... ~itlally, Eve 

seems to be pass1ve, showlng no reslstance to what 15 happen-

1ng around her. When she finds he~~elf alone ln a department 

store after the dlsaster, Eve tells the playgoers what type of a 

person she cons1ders herself to be. She refers to herself as 

a 'weak' and 'cowardly' woman. As 5he grows depressed she 

pessimistically speaks of "death flying over the earth in 

j 

shreds, sornetimes screarning in unknown languages~ sometimes 

d " l"k 12 soun 1ng 1 e mus1c." In her mind's eye, Eve sees people 

fighting aIl over the glo~e. 

A recurring dream marks the beginning of a transition 

, 
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per10d 1n Eve. She dreams tha~ a black horse wlth a black 

mane 1S tak1ng her out of the forest. In real1ty she feels 

frustrated and depressed among the men she is w1th--the horse 

1n her dream represents salvation ta her. L1kc Zoikh·d1d, 

Eve blarnes ~éunfortunate tates for her m1sery. 

At the end of the third act, one has the d1st1nct 1rn-

press10n that Eve's outlook on life 1S not the sarne: 1t seem's 

~hat she has been affected by the polit1cal debates around her. 

She suddenly begins to have halluc1nat10ns. ThIS rnay be seen 

as a way for the playwr1ght to show that the character 15 

try1ng to escape reality. On the other hand, thlS may also 

be'1nterpreted as a means for the author to convey a message. 

In this case Bulgakov is showing ~w a wornan is attected by 

politics. In her desperat10n Eve calls out: 

You are a phantorn! 

t 
An apparition, you are aIl like that. l am 
sitting here and l begin ta understand that 
~he forest and 5inging of the birds--all this 
is real--but you with your frenzied crIes are 
unreal. I3 

Like the other women in Bulgakov's plays, Eve was not inclined 

to participate in the politics around her, but woul~ at times 

. 
~xpress her negative feelings towards the poiitical sItuation 

she found herself in. By the "frenzied cries" referred to 

above, BulgaKov undoubtedly means the strC'n-J pC'liti.:al s::'~::e-

, 
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, 
ments~7h the men around Ev~ are constantly nt.:lk.ilh]. 

prefers to dlsregard what th~se men say or treat them and 

their words as fantasy. At this point Eve ~pts for solace 

through nature. 

In the last act,Eve fina}ly lS able to express her 

feellngs towar~ Adam and she explalns her reasons for turn-

ing to Efroslmov. Bulgakov openly has Eve crltlclze her 

husband the Communist, "the man with the ston& )aw." The 

----......... 
catastrophe exposed his real personallty to her. He proved --
to be an organlzer, a man who. is always talklng about war, 

gas, the plague, h~an mater laI, and bUlldlng a town. Eve 

has reached the point w~ere she can openly re)ect aIl these 

values and show her affinity wlth Efrosimov the paclflst. ~ 

In her own w0rds: 

. 1 hate war . It seems that we are 
completely alike, we are one soul cut in 
half and just think l defended your life. 14 

Now Eve feels that she has proved herself to Efrosimov. She 

has completed her transition from Adam to the pacifist. 
~ 

One of Eve.' s closing observations in the play is 

directed at Da~agan. ,It shows an apprecl.ation of the exist-

in9 sit~ation on her part and~ at the sarne time, 
\ 

lt is a 

request te be allowed to go free. In this remark and sub-

sequent plea, the reader will recognize Bulgakbv's ambivalent 

, 
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fee11ngs. He appreciates and recogn1zes the Soviet system 

. 
of government, but ideally he would like to be permitted to 

remain free. 
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NOTES 

lBulgakov, "Adam and Eve," trans1ated by E. Proffer, 
Russian Literature Triguarterly no. l (Fa11, 1971), trans
lator's preface. p. 163. 

3ane version is the translation cited above. The 
other appears in P'esy (Paris: YMCA Press, 1971). 

4yves Ramant, "Bibliographie de Mihall Bulgakov," 
Cahlers du monde russe et sovietique Il (1970), 344 . 

. 5In M. A. Bulgakov, "Adam and Eve," .QE..:.. ill..:.., th1S 
,theme 1S sugges ted by &r-froffer when sh~ wr 1 tes: ". . . the 

play states but does no~solJe bas'1c ethic<ll questIons about 
the uses of science and the uses of violence, " p. 163. 

L • 

6Ad~m and Eve, p. 10. (AlI quo tes 9 iven ln this 
study are translated into English from the Parislan p~bli
cation of the play.) 

l 

7 Ibid., p. 50. 

8 Bulgakov, "Adam and Eve," .2.E...:... cit., p. 163, preface. , 

9Adam an~ Eve, p. 9. 

10Ibid ., p. 17. 

llIbid. , p. 7I. 

12Ibid'. , p. 34. 

13 Ibid • , p. 59. 

14~bid. , p. 71. 
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CONCLUSION / 
d h l 

F. . In our 1ntro uctory capter severa cr1ter1a were 
fi 

establish~d for the purpose of judgin~ whether or not Bulgakov 

presented his women characters in a realistic and ~ensitive 

manner. In the body of the work these criteria were app11ed 

to the contemporary female character creations in Dulg"ko\"s 

initial cycle of major plays 1n order to answer the quest10n 

posed. In addition, a 'second important question was asked: 

To what degree was Bulgakov's own skept1cism and ambivalence 

towards tn~ Soviet regime and towards Communism reflected in 

d1fferent ways through his female creations? In the follow-
( , 

ing IConclus1on" the findings of our research will be sum-

marized. 

Are Bulgakov's female characters hospitable? Are they 

concerned about others? On t~e basis of our survey and ana-

lysis the answér must be generally pos1tive. Yelena, in The 

Days of the TUrbins, is the classical h0usewife and hostess . .. 

, Not only does she welcome a conti'nuous stream of visi tors, 

offering them refreshments and making them feel at home, but 

she also expresses genuine concern for their safety and wcl1-

being. On several occasions she explicitly expresses worry 
, 

about her brothers and friends. 
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In Flight, Serafima and Lius'ka are nct shown in 

tbeir homes and therefore are unable to extend hospitallty 

to others, but they do visibly indicate that they care about 

those who finù themselves in a predicament slmilar to their 

own. In one par ticular ins tance, Ll.us' k<'1 dreads to ha'"0 

Charnota leave on a dangerous mission to the Carp Ravine 

wi~hout her. Later, she goe5 to the extrcme of prostltuting 

herself in order to earn money for her group of expatr1ate 

friends in,~onstantinople. In the seventh 'dream' she uses 

deceit to ensure that a large sum of money i5 sent to th0 

dest;.itute Serafima. Serafima i5 generally '11'1 throughout 

much of the play; however,-when her health lmproves she is 

shown nursing a sick man, Khludov, who at one time was cruel 
.~ 

to Serafima. Nevertheless, when her help is needed she does 

• not fet the past preveut her from offering it. 

In Zoika's Apartment, Zoika does not appear to be 

much of a,hostess. She is too hardened to her world and is 

concerned mainly about herself and her enterprise." She does 

not noticeably show symp~thy to. the men with whom she cornes 

in contact. " on the other, hand, ahe docs show 'some undcr

standing for the''''fnen around her. For ~xample, Maniushka· 
/, 

and Alla ~re ser(s'i tively trea ted by Zoika under the circum-

stances. 
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The fickle and arrogant Lady of The Crimson Island 

selectlvely extends her hosp1tality as she sees flt. Mean-

whlle, her maid Betsl bears the brunt of Lady's snobblshness. 

Lady shows no cons1deration for others. Her personal 1n-

terests do not allow her to develop outside of selfishness. 

In the epilègue both womèn show concern for Dymogatsky. 

Early ln Adam and Eve, Eve lS shown warmly greeting 

Adam' s friends. After the catastrophe, howcvcr, she' 1 ~ no 

longer ln a posit10n to entcrtaln Slnce most of the populatlon 

of Lenlngrad has been killed off. Desplte her unusual and 

strange sltuatlon, she shows conSlderable concern for the 

small band of survivors, partlcularly for Daragan and 

Efrosimov, and even for the reprehen~lble MarklZOV. 
~ , 

The female characters who extend themselves expett ta 

receive appreciation and comfort in return. ln The Days of 

the Turbins, for example, Yelena turn5 to the male charùcters 

for moral support and reassurances on several occasions. In 

Flight. Serafima depend5 on Golubkov to help when she 15 un-

able to continue because of illness. She and Lius'ka are 

both shown fleeing to Khludov for protection. 

Lius'ka as weIl as Zoika are portrayed as lndependent 

women and fairly self-sufficient lndividuals. 
~ 

lUctant to turn to any~Re for co~fort or help. 

The0eem ra

Lady 15 not 

, 
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presented as be~ng in any way under stress or stra~n, and 

consequently does not need the help of anyone else. Bets1, 

however" desperately seeks comfort from Tohonga after she is 

fired by her mistress. 

At the beginn1ng of Adam and Eve, Eve turns nervous1y 

to Adam when she ~s frightened. Towards the end of the play 

57 receives moral comfort from Efros lmOY. TI1C, coursc of the 

~lay shows her transfer of dependence from the one to the 

other. It would seem that those women who are presen(ed ln 

less than tragic s1tuations are generally less lncllned to 

solicit help from o. extend comfort and consolation to others. 

BUlgakoy's female characters are generally shown to 

be flexible. They also exhib~t strength and courage when 

necessary. Yelena is frightened by aIL the politlcal actlvity 

around her and she ~s beside herself wlth grlef ovec the 1055 

of her brother.Nevertheless, after that great shock she 

adapts herself to the new situation. A few months later. at 

Christmas time, she is shown pea4ltully decorating the tree 

and approximatinq a normal 5ta.te of affairs . 

• Ser"afima and Lius'ka have a very diffitult life· in 

exile but they learn to live w~th their,hardships. (ln several 
1 

occasions they are portrayed as being brave and resourceful 

after the men could no longer bear the strain. Bulgakov 

, 



, 

1 
1 

• 

----~-------------------------------

126 

wanted us "to believe that the tough Zoika had adaptcd herself 

to the new way of life before her lntroduction to the reader. 

One would hesl ta te to ca11 her courageou5, bu t shc lS CCl"-

" 
tainly of a stoical nature, especlally ln compar150n with the 

cunnlng male flgures in the play. Ametl5tov i5 constantly 

5l1ding away from danger; Obollanlnov lS a help1ess pawn of 

fatei., and Goose fattens hlmself cleverly at Z01ka' s expcnse. 

Supposedly corrupt, it is ZOlka who lS bel.ng 'had' by the 

surrounding male characters, yet she 15 the only one among 

thern who approaches ')udgment' with at least a shred of 

dignity. 

In The Crlmson Island, Lady and Betsi do not appear as 

Soviet women ln the inner play (Dymogatsky's play), but in the 

outer one they offer the reader an idea of the type of life 

Soviét actresses lead. Their life under the Soviet regime 

probably does not var~ substantially from the life which they 

\:.-
led under the old government, but there i5 an added e1ement of 

" 

intrigue involved: Will the play for'which they are rehearsing 

be approved for production by the cehser? 

In Eve, of Adam and Eve, we may denote a definite 
, -

change of attitude in the course of the play. At f±rst she 

appears to be petrified as' ahe realizes that the world i5 d1.5-

integrating around her. but she does adapt herself te the new 

. ' 
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milieu. On occasion she even display~ courage by reassur~ng 

or standing up to the men. 

Regardless of the genre, the women created by Bulgakov 

in his first cycle of playfi,. are far less p>olitic~lly orlcntcd 
( 

than their male counterparts. They prefer to concern them-

selves with da~ly chores and needs. Yelena is vicariously 

exposed to aIl the civ~l strife around her: Lius'ka and Sera-

fima are immersed in the terror of the Civil War. These women 

are aIl vis~bly affected by the unrest of their envlronment, 
1 

but their reactions are distinctly not polltical ones. 

Bulgakov shows that daily routine matters, personal affairs 

and romantic involvements occupy their minds ~nd their days. 

Their thoughts are not tuned to political matters. These 

they are prepared to leave to the male characters. 

to th~t that a woman's mind 

cannot and does not respond to POli\i~al changes in "the same~ , . 

Bulgakov is sensitive 

, 
w.Y in whiCh a man's mind does. On the other hand, all, the 

major female characters make sorne mention of food or drink 

in the, course of the' plays. Most of them occasionally $peak 

of the fulfillment of 8uch phys1cal needs as" sleep. Thè men, 

however, arJ n~~ shawn to be bothered with such 'trivial. 

The pottrayal of women in this way should not be construed 

as ov*rly patronizing on Bulgakov's part. It ia evident 
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that for Bulgakov politics were not a glorious thing and, in 
1 

t 
( fact, they often imposed on the essential ~ntegrlty and dlg-

1 nit y of everyday life. From this 'perspective, women may be 

seen as somewhat more lmportant than would appear at first . ' 
glanee because they generally do not let polit~c~override 

essentials. 

Romance also duly appea~s in Bulgakov's drama. The 

elassic triangle i5 pre5ented in both The Days of the Turbins 

"and in Adam and Eve. There are also romantie scenes shown in 
, . 

differing degrees of visibility in the other plays. On bal-

anee, the ~omen of these affairs are portrayed in an under-

standing way, without an exeess of the 'mindless female' 

~ 
l 

stereotype or the 'new e9uallty' of Soviet realism. 

The wom~n in Bulgakov's lighter plays generally have 

the same tendencies as the women in the tragedles. In other 
, 
r· 

words, they are aIl apolitieal and orie~ted to daily and per-
r 0 

sonal needs and intereata. Zoika, for example, accepts the 

new society, in the light of what it can do for her and her 

, ' enterpri~e. Lady i5 particularly selfish and narrowrnind~d: 

her goal ia self-gratification, expressed in terms of rOmance 

and adventure. Betai is worried abbut her own security and 

safety. When Tohonga takas her off ta the Crimson Xaland sbe 

feel. very aliena ted fr~m the poli tical turmoil which she 

, 
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finds there. Here,Bulgakov seems to be saying that this type 

of situation is not in keeping wlth Betsi's character. In 

the outer play it is the male protagonists and not the females 

who s tr ive to humour and appea se the cen sor. l t i s the men 

who are more dlrectly involved in the polltics of negotiatlons 

and diplomacy .. 

to t~ soothing 

The role of the women seems to be restricted 

of male emotions where necessary. 

Eve, like Yelena, is the only woman in a group of poli-

tical men. She, like the women in the other plays undcr cx-

amination, displays no political interest but concentra tes on 

dally concerns: preparing "meals and fostering her romantlc in-. 

clinations. The women in general seem to offer a distlnct 

contrast to the politically conçerned men, thus remindlng the 
1 

reader that there is more to the outer political an~ dogmatic 

façade presented by most Soviet playwrights than propaganda 

would have people believe. 

A cursory reading May miss the importance of the dia-

logue of Bulgakov's contemporary women charac~ers. An examina-

tion of what they say, in ~ris study, has shown that they are 

portrayed as being sensitive individuals. Al though they aIl ... " 

differ fram each other in their interests and preoccupations, 
~J 

they aIl seem ta add a personal dimension to Bulgak,ov's drama. 

In brief, the women characters d~picted in Bulgakov's first 

, i 
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cycle of plays show sorne sens~t1vIty and warmth ln a pollt1-

cally controlled soc1ety, and the1r author appears to be 

very aware of the psycholog1cal dlffcrcncès '''Inch 02\.lSt D~'-

tween men and women. 

It 18 appropna te tha t Bulgakov should have used female /' 

characters to express sorne of hlS own skeptIc1sm and ambIvalent 

feelIngs towards the new SO~let regIme, Since the RevolutIon 

did not, Indeed could not possibly have kept ItS fromlse of 

full equallty and socIal partIcIpatIon to women. The Russ1an 

Revolutlon defied the principles of the dialectical process 

laId down by Karl Marx. It was essentially Imposed from above 

by a d.kSSldent group" of Intellectuals (h .. ke LenIn and Trotsky) 

on a rural, prirnltive and 11llt~rate populatIon. ALI the 

glor,lous intentions of Marxlst ideal ism could not change the 
, 

stereotypes, prejudices, and practices#of the peasantry re-

garding the role o~ women in society. If the ideailstic new 

rulers of Russia had faith in the Innate 'goodness' of the 

people and in their ideology, Bulgakov the lconoclast did not. 

He wa5 quick to see thaü good intentions arc inadequatc and 

often result in ünexpectedly unpleasant consequences. It i5 

this idea which i5 par t of the core of his drama ùnd ",·luch 

directs his portrayal of and usage of the female character in 

, 
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his plays. Women were an l.deal vehicle for the express l.on of 

his skeptic1sm and amb1valent feel1ngs towards the program of 

the new regime. 

Yelena 1S shown to be very worr1ed about pol1.tl.cal tur-

mOllo She dreads the dlS 1ntegra t10n of the values and Ilfe-,--

style of the l.ntelllgentsl.a and its replacement with q new 

form. Although the men fl.ght tIns imposltl.on for SImIlor 

reasons. Yelena 1.5 generally able to express herself more 

freely and wlth greater verbal skill. She 1.5, after dll. a 

woman and therefore ,less restr l.cted ln the express 10n of her 

fears and anxleties concernlnq the chang1.ng POll tl.cal reah ty. 

She also tells of het ominous dream, further echoing ner 

peSSlml.Sm. Her amb1valent attl. tude towards Shervl.nsky seems 

to reflèct the unstable po11tl.cal cll.mate. In other \':Of"ds, 

the outcomé of the relatlonshlp of Yelena and Shervlnsky lS 

tmdecl.ded, Just as the nature of the new regime remains to 

be known. 

The degrading circumstances in which Serafima and 

Lius 'ka are forced to live, in Fllqh t, ind l.ca te the pl.:lY-

wright's cynl.cal attitudes. Bulgakov deplores the conditions 

which result from strict adherence to dogma und idcology. 

The progressively greater and greater disstttisfact10n of the 

female characters tends to mirror Bulgakov' 5 skepticl.srn in 

, 
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the revolutioQary process. The final act of these two women, 

seen as a whole, points to the dramatist's own vac~llat~ng 

feelings towards the Communist government. At the end of the 

play Serafl.ma returns to the USSR and Lius' ka cml.gratcs to 

France. Bulgakov's sympathies ~le wl.th bath of these wornen. 

The two cholces, emigration or remaining, echo the playwrlght's 

1 
own di l emJ1Ia . 

~ Through ~oika, Bulgakov found a way of crltlclzlng sorne , . 

of the undeSlrabl/aspects of Sovlet Soclety. In a way, ZOlka 

expr~ses hlS Sk~~~c~sm wlth regard to the 'success' of Sovlet 

policy, in thlS case, economic p011Cy. She pOlnts to the cor-

ruption around her, as weIl as, be~ng involved in ~t·herself. 

Bulgakov disguises his critlclsm under a veil of 11ght satire: 

hlS feelings towards Zoika and other personages ~nvolved seem 

to be rather ambivalent. They are not all bad, but s~mply 
r J 

struggling to survive in a corrupt society. 

Bulgakov may have wanted us to belleve that Zoika was 

initially a skeptica~ individual. Howevt:, as we s-ee her ln 

the play, what may have been at one time a skeptical attitude 

has turned into cynicism. She has withdrawn from soc~ety and 

is foundprimarily concerned wi th hcrself. Blligakov seems. to 

suggest that this is what the new society has done for her. 

Bulgakov's skepticism is ~nherent in the satlrical 

presentation of The Crimson Islana where the playwright , 

"/ 
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rldicules the cr1teria used ln censorship. The' presence o( 

Lady and Bets1 allow~ him ta satlrize foreign culture. Even 

1.n the parody of khal tura (potboilers), in t.he form of pro-

pagandlstic literature, Bulgakov uses a woman, Bets1, to 

allegor ically represent a person under the tyranny of str 1n-

gen t au thor 1. ty. In other words, the women ln The Cr imson 

Island are ins'trumental in helplng the playwrigh t <lch ievc 

his goal. 

Eve, ln Adam and Eve, Journeys thr~,the playwr1.ght's 

lconoclastlc stand from dogma and ldeology to the other cx-

trerne--paclfism. Through her dialogue as weIl as through her 

maJor action of shifting from the ideologlcal Adam ta the 

pac1.fist. Efrosirnov, she indica~es the Sh1ft of Bulgakov's 
J 

world view. In Adam and Eve, Bulgakov expresses 11terary 

skepticism towards dogrna in the deplction of stubborn ideo-

logues face to face with a paciflst. Eve shows a transltion 

from one ta the other. . ... 

Over the course of Bulgakov's first cycle of plays 

'-,(1 

one m~y denote distinct changes in the playwright's attitudes. 

His mood gcnerally shifts from bi t ter skcptic ism tow<lrds tho 

new regime, as shawn in his tr~gedies, to biting satire which 

can be detected in Zoik.a' s Apartment and The Crirnson Island, 

to what 5eems to be a synthesis in pacifism, which is shawn 

, 
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in Adam anç Eve. Underlying these three clearly d~scernible 

moods is Bulgakov's strong feeling of amb~valence towards the 

new situation. As has been shown, th~ reallstic and sensi-

t~ve depiction of female characters has. in pa~t, contributed 

to expressing the negative feel~ngs of the author. 
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