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ABSTRACT

This thesis presents a detailed examination of
four key Soviet plays on the theme of the Civil
War: Shtorm by V. Bill'-Belotserkovskii; Dni-
Turbin¥kh by M. Bulgakov; Lyubov! Yarovaya by
K. Trenév and Optimisticheskaya tragediya by

V. Vishnevskil.

The thesis is approximately 80,000 words in
length and is divided into four main chapters
each containing a separate treatment of each

play.

The treatment consists of:.a descriptive A
analysis of the original text; a tracing of th
creation of the first production, including a
study of the relationship between playwright
and theatre company; a presentation of the
political-~historical context in which it was
both written and produced; an examination of
contemporary newspaper and journal reviews; an
evaluation in terms of artistic merit and
theatrical achievement and, finally, a
consideration of its relationship to the other

plays selected for this study and its wider
dramatic significance.

The primary sources used for this work are
hitherto largely neglected Soviet newspapers,
journals and memoirs as well as the play texts.

The conclusion finds that in the decade 1924--
34 these plays filled a vital role in serving
both political and artistic causes and that
today, despite their diminished topicality,
their function is still to educate, explain

and entertain and, by so doing, to underpin the
very fabric of Soviet society.
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The general problem of analysing any drama lies in its
ephemerality. OStrictly speaking, in attempting to
reconstruct and evaluate drama via the printed word, one is
seeking to define the indefinable in fossilized, second-
hand referential terms, given that theatre drama is a
fusion of the skills of directors, designers and actors as

well as writers. Indeed, from the writer's perspective,

his work has always been at the mercy of the ‘other parties
and he has often been powerless to resist their attempts to
usurp his role. In the context of the Soviet theatre, the
role of the writer vis a vis the director naturally assumes
a particular acuity. Broadly speaking, however, it could
be said that the former three, collectively, simply
interpret what is the original conception of the latter,
namely the text. It is, therefore, to the text that

attention should first be paid, and for this reason, in

each of the following four chapters, there is a descriptive

analysis of the plays selected for this study.

The second problem which specifically relates to
attempts to analyse Soviet Civil War plays -~ and, by
~extension, the contemporary reviews -- lies in the question
of criteria. In other words, is it possible to make 'an
objective evaluation of a play whose cultural context is
completely removed from and alien to our own experience
and whose merits and demerits have been judged according to

3
totally different precepts from Western critical norms?

Whether there is a universal recipe for good drama 1s



debatable, although,clearly, those which have transcended
boundaries of time and place have tended to deal with
universal abstract themes such as love, loyalty, war and
jealousy. Broad-based political themes also have a certain
transferable value, 'but those which promote sectarian
interests tend to be limited to home consumption. To a
large extent, it must be said that the Soviet Civil War

plays fall into the latter category, -notwithstanding one

or two honourable exceptions.

Thus, these plays have been largely neglected’in?the
West where they must surely be seen by directors as
conservative and didactic and lacking the brbad,’iﬁveﬁtivéh
artistry of (say) a Mayakovsky play. - In addition, as the
subject-matter is esoteric as far as Western audiences are
concerned, lying well outside their experience and
comprehension, it is unlikely that the plays would be able
to capture the imagination,., " Any potential interest 'is bound

to be historical rather ‘than artistic.

Although the-better crafted of the Civil War plays
are still performed today in the Soviet Union but:rarely
if ever in the West, it should be noted that in Britain
there 1s a tendency to.outgrow our own political plays
fairly rapidly. »Admittedly, they are sometimes launched’
successfully on a wave of nostalgia or topicality, but, as
a general rule, nothing dates faster than a polemical play:”
and nothing appeals less than a patriotic one. Given iis |

vaunted richness, there is surprisingly little twentieth-



'century -depiction of British history on the stage, let
alone in patriotic vein. Obviously, there are exceptions
-- Noel Coward's Cavalcade, which was first performed in

1931, is:one =--. but such exceptions are rare.

.. Significantly, Walter Reynolds's Young Eneland, whose

———— e ——— e ————————

staging in London in 1934 was contemporaneous with that

of Vishnevskii's Optimisticheskaya trarediva, and whose

intention was fervently patriotic, was assumed to be an
hilarious burlesque causing it to become a succeés de
scandale. Patriotic and 'historical moment'?themés fend |
to find a far more receptive audience whenitrapslat;d

.-. through the medium of cinema, whilst the transient apﬁeal
of topical political plays‘lends itself more readily to
the media of television and radio. The situation in

- Northerm Ireland invites an immediate and obvious

...comparison, presenting an example of a modern-day civil

war close to home which has spawned numerous examples of
‘television and .radio drama, but relatively little for
.the stage. . Generally speaking, such topical plays as do

-reach the British stage arc likely to be presented in

.. .sharply. critical or satirical mode as theatrc in this

country has a healthy tradition of subversion.

W -

. - The Soviet Civil War plays followethhe experinental
apdfpurely.pr0pagandaltheatpe,which hqd been thrown up
-during the period of turmoil itself. Aithough the
: Proletcult was now in its decline, the didacticqtrﬁdition

-was carried on by the Blue Blouse groups until about 1928.

o 1



Clearly, the virtues of loyalty to the Communist cause,
unremitting collective effort, ‘self-denial and ddﬁréﬁeéhip
were keimp-proclaimed, whilst the nefarious influences of *
individualism, nihilism, religiohiand”ihtellectﬁéfigﬁ“ﬁére
bedme inplicifly 'or ‘explicitly condemnéd. Throughout,

‘there was a strongly moralistic undertone.

After the dust had settled, the Civil War plays, as
well as providing ‘a vehicle for inculcating the Party ethic,
also lent themselves to the conventional fepfeséniational
form of drama which became the decreed norm under Stalins
What these plays lafgely failed to*exbloit,'hoﬁe?%r,*were
the” very themes thrown up by civil war which are the
essence of drama. With its denial of private ﬁﬁggsﬁn
Socialist Realism spelt death to:this potentially rich
dramatic vein of personal conflict, divided loyalties,
hostility and recrimination.’ Moreover, the probléms of
redistribution and retention of wealth and power, seething
resentment, bitterness, retribution (both official and
unofficial) and coexistence were either given superficial

[ ]
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treatment or were ignored altogether.

Given that- there weréﬂvirﬁuéllj“no convincing
portraits of Whites (with the exception of those in Dni
TurbinVkh which is a non-confrontational play) nor of
people whose dilemma lay in having allegiance to neither
side, the only style of drama which was available to Soviet
playwrights "was the heroic fomahtié“épié.EtThué,the Civil

&

War plays were) on the whole, politically vapid. Their



disappointing content provided -no forum for serious .
political debate; the issues involved .were not examined,
assuming they were ever raised ‘in the first place and, more
often, awkward questions were simply eschewed. Bulgakov's
plays remain the notable exception, even in their tampered

form, by virtue of addressing such questions.

- The Civil War plays, nevertheless, say a great deal
about the period in which they -were written as well as the
one which they depict. Any attempt to portray recent
historic events is bound to be less than objective and, .as -
time progresses, to become romanticized. Inevitably,
therefore,  they collectively express a certain philosophy

of 1life and bear a distinct political message.

The "examples of -the plays selected for this present
study were each considered to have made a significant -
contribution to the Civil War drama which flourished -
between the mid-twenties and the mid-thirties. Each was
created with and for a major theatre company -- which in
itself offers scope for investigation -- so each supplied ‘a
vehicle for four distinct theatrical styles. Moreover, as
well as providing a point of reference, each play provides
a point of contrast with the other three.

Bill'-Belotserkovskii's Shtorm, written in 1924, -can-
lay legitimate claim to -being the first Soviet Civil War
play. It was conceived . in the agit-prop tradition,

although it went further in terms of characterization, -




character interaction and narretive, -Although it was first
performed in 1925 by the workers'! theatre of Moskovskil
gubernskii sovet professional'n¥kh soyuzov, under the"
direction of Lyubimov-Lanskol, its impact was mainly felt-
in the  Blue Blouse theatre of the provinces and thus it "*
-arguably reached the widest-audiences of the four. Written
in the immediate aftermath of the Civil War, when events
were still fresh and-relatively undigested, the play
presents:.a‘ cogent account of the Reds' struggle to subdue-
the White backlash whilst coping with the overwhelning
domestic problems ‘which were the side-cffects of the years
of war, revolution and civil-war. Thus, mnuch of the: play
focuses on the'minutiae ‘of local Party activity which
formed the bedrock for the sweeping political changes.
This concentration on the specific rather than the general
-givgs not only a'fascinating insight-into the period in”
socio~historical terms, but also brings home: the huge scale
~of the difficulties encountered by the Communists in this
painful period of transition. Seeing the. way in which the
physical existence of individuals was affected, or ‘seeing
it as their own experiences mirrored, enabled audiences to
- grasp more rcadily the significance of the events, whilst
simultaneously holding their interest.: =~ '+ R
Bulgakov'!s Dni Turbin¥kh which appeared the following
year, 1926, remains significant today for being a rare if

not unique example of a play which is predominantly
concerned with the fate and .fortunes of Whites during the

Civil War in which they arc presented in-a sober, objective



fashion but also sympathetically..cg% a proponent of -
enlightened humanism rather than materialist determinism,z)
It is understandable that Bulgakov, ®hould create a play
which deviated considerably from the standard of mainstream
Civil War drama. The controversy which surrounded the-  play

and its author serves to heighten the awareness of the

problems of the artist in society and his relationship with

power; a theme more deeply explored in Moljiere. It also
raised questions about the degree of influence exercised-by
a major theatrical institution such as MKhAT over the
authors it employed, its relationship with official power
as well as its own autonomy and public accountability.
Ultimately, in the case of Bulgakov, MKhAT, in the person
of Stanislavsky, was responsible for the adulteration:of

the text and production of Dni TurbinVkh, .as extensive
research by Bulgakov scholars has shown, although, to what
degree, must remain-conjecture until the entire content of
Bulgakov'!s archive is-released.

1

Irenédv's Lyubov!. Yarovaya, which appeared almost
concurrently with Dni -TurbinVkh in:- the season 1926--27 -

provided -- as far as the critics -were concerned --'an
odious comparison. Although not the first to use episodic
form, it was, -nevertheless, deemed to be innovative and was.
seen as an attempt to-create a symphonic fusion of events
and lives in the Civil War period. Its appearance on the
stage of the Maly was the result as much of .extensive

interference. by . the director, Prozorovskii, and the Maly

actors as composition by Tren#v. This play also marked the



emergence of the fully-fledged New Soviet Woman in the

person of the eponymous central figure.

Viéhﬁévskii's Optimisticheskaya trégedixa, writtehM¥
séven yeafs iétér, drew elements from all the foregolng
plays. It was romantic-epic in scaie and form, but owed
its Sﬁécess lafgely to Tairov and tﬁé Kamerny Theatre
compény with whose fate it wéé inextricablf bound. Its
retrOSpeétive view of events contained none of the gritty
detail of Shtorm; instead, it was a view colouréd byﬁrosei

tinted spectacles and the beculiar pdliticai pressﬁrés of

the thirties.

This study examines; initially, the text éhd féfﬁ'of
eééh of the four above examples iﬁdiﬁidually, and fhen;*
gi;en theifhtﬁpicél natﬁre, briefly outlines the historical
context. The creation of the play by its author is traced
as far as possible, followed by:its moulding‘according to
the requirements, pressures énd whims‘bf 56th theatre
direcfors‘and gov;rnmenﬁ officials which wefé éé
Significanf‘in tﬁé eventual shaping of the play &s the
original aﬁthor's*iekt. Conversely, the play and its
author were often instrumental in défermining the theatre's
a}tistic coursé; if hof its fate,tand the play 1is therefore

considered in the context of this symbiotic relationship.

The first production of each play is examined in some
detail because, to a large extent, it served as a model for

all subsequent productions. Soviet Civil War plays tend to



be revived rather than re-worked, judging by later
examples.

Ll

fhe notlces which the first production received from
the contemporary press reviewers, whilst possiblybof |
dubious critical value, nenertheless give an (alteit)
impressionistic view of how each play actually appeared
to Soviet audiences. Clearly, it is impossible to make a
definitive stetement about the quality‘of any live
performance for the reasons outlined earlier.ﬁfﬂltimately,
therefore, the evaluetion of the piay in terms of artistic
meritandfenduning signif{cance stands on the figuresiof
audience attendsnceqthen, as now, as well as on its
longevity 1in the'écviet repentoire. Whether these plays
have becomerclesslcs or dodos 1s given 1nd1V1dual rather
than collective con31derat10n, at the end of each chapter.

. o ¢
Notwithstanding the existence of other significant

-Civil War plays such as Bronegoezd 14-69 and Razlom, the

purcose cf thls study is not to present a general survey

of ClVll War drama of the decade 1924-*34, but rather to

trace in detall frcm Soviet sources, the creatlon of
four key'werksl From the close studj of these plays may
be sald to emerae the main llne of development of ch1et
Civil Wsr drama from the period immediately following the
historical event thrcugh the consolidation of power to

the establishment of the new orthodoxy.
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CHAPTER 1

Shtorm and Lyubov' Yarovaya contain the common
elements of personal tragedy and the influence of
historical forces uPpn*the lives of individuals. The
former does not revolve around a single person, story or
event, but around general events on a much wider front.
A1l the different lines in Shtorm are linked by a time
element; the drawing together of the strands being
brought about by the 'momentnaya situatsiya'.l The
orthodox view is that the Chairman is not intended to
represent a hero-figure,g even though he inevitably
becomes one in both Classical and Romantic senses by
virtue of his noble self-denial, his compassion for his
fellow men and his martyr's death. Indeed, Bill!-
Belotserkovskil, in his initial draft of the play,
deliberately gave much less individuality in the list
of dramatis personae than in the final version with a
view to depersonalizing the play's moral message.3 It
is, nevertheless, difficult to sustain this
interpretation in the light of the author's
retrospective assertion that the Chairman, Bratishka and
Raevich were heroes.'4 Despite these inherent
contradictions, it may safely be said that the play

ultimately concerns the fate of the collective rather

~than the-ipdividual.

In form, Shtorm was more innovatory than in.content
and its technical features aroused as much interest as

the performance itself, applauded by some and deplored



- 11 -

by others. It could be said to be the dramatic and

stylistic successor of Mayakovsky's Mvstery-Bouffe
chronologically, if not qualitatively, and the

precursor of Lyubov! Yarovaya, although Trenév's

inclusion of indispensable elements of traditional

drama, notwithstanding his more refined exploitation
of the episodic form, pointed to the reassertion of

conservatism in Soviet drama.

In its flrst ver51on, Shtorm had seventy dlfferent
characters,i allegedly based on people encountered by h
Blll'-Belotserkovskll during the period 1919--205 when he
was Chairman of the War Comm1581on in Slmblrsk followed
by posts as Secretarg and Chairman of Gorkom RKP (b).

In its final version, Shtorm's cast was reduced to |
fifty.6 The scenes are presented as different aspects
of the Civil War, all linked by the common struggle,

turbulence .and the fate of the Revolution ~---"logika

7

borby! -~ according to the contemporary view. In this,

Shtorm differed from its predecessors and created dr
precedent. The play was considered to be a trde example
of the theatre of dialectical materialism; its very\
strength lay in its oreeentation of a panordme of
different social backgronnds, although, unlike Trenév in
Lyubov Yerovaxnt Blll'-ﬁelotserkovskii did not seekgto
establish a range ofEosychologically-distinct characters
as well as the collective. In this respect, TrenbBv's |

approach was far more detailed, more sophisticated and

more carefully crafted.
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Thus Shtorm marked the theatrical transition from
the agit-prop plays of the twenties gnd immediate post-
Revolution period and the more substantial,ﬁbut
increasingly conservative drama oQ the late twentigs.

It could not be classified, properly speaking, as ..
agitation.because it was not simplyaalpresentapionnof
(crude) slogans addressed directly. to the:audiénce. nor
did it present poster-style scenes employing elements

of satire, caricature, heavy symbolism, variety, ‘circus-~-
and music. It had, -however, ‘developed from the largely-
propaganda performances which were the stock-in-trade ‘of
the numerous workers! amateur theatre clubs which '
flourished during the post-Revolution decade, -while the,
author's declared 'and understood intention was .
undoubtedly to generate enthusiasm for and participation
in mass conversion to Communism. Moreover, Shtorm was
presented 'in the form of a pageant and was heavily

moralistic in tone. Fome T L L e,

With the consolidation of the educational role of
the theatre under Lunacharsky,:Shtorm was a 'sign of.-the
new theatrical order of the day, that is, one of ‘innate
conservatism. It demonstrated a departure from the
extreme theatrical experiments of Meyerhold et alii --

a welcome departure as formalism came to be discredited
-- whilst looking backwards at the well-established

traditions of bourgeois realism as exemplified by MKhAT;
in other woraé: its 'condensed Natﬁraiisﬁ'g'héfaldédﬁﬁhe

arrival 'of Socialist Realism. TThe’puﬁditsjstaunchly



held, however, that Shtorm was innovatory in character
and-style. This was true to the extent that it was
virtually plotless, (allegedly) had no central hero,
thereby ‘promoting the notion of the hasseséas:héra,
used an-episodic rather than kartina form, had’ a large
cast which called  for ‘disciplined ensemble playing,
used few props and had quick-change scenéry.9

It would seem, despite the innovations, that:-Shtorm

e

waghgot deemed to be a .significant theatrical event when
it first appeared as records show only two fiqstTpight

reviews;lo a very small acknowlegement compared with -
the reception accorded to Lyubov' Yarovaya a-year later,
although the Maly's more prestigious standing might well

r ¥

have been a contributory factor.

L

Shortly‘after its premiere, the play was taken on
tour by MGSPS and was, thereafter, adopted and adapted
enthusiastically by the workers' amateur theatre grbu%s.
It was important that Shtorm*leni itself to the less’ ~
than ideal circumstances of touring and amateur theatre
because it enabled workers' theatre groups both to see
and produce‘drama of (r%lativély)“highﬁhualitji‘HeSbife
the difficulty of a large cast, which was overcome by °
ébtbrs'“doublipg'ﬁpTﬁh roles, thereby ensuring wider and

more effective dissemination of the political message.

.. .Although.there were eighty performances of Shtorm
in its first season,t?:it was not veryrpOpular;with*the

- » -\,!f .j-
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~below (p.17). According to later Soviet sources,

general public as the half-empty auditorium at ‘the
premidvre testified, > with the full half probably
accounted for by the block factory -bookings mentioned
14
there was little interest aroused by the play from its

inception and it was rejected 'by several theatres

- before being accepted by Lyubimov-Lansko1, who 'also had

a difficult task in convincing the MGSPS ‘actors of "its *

merits. This' was a1luded ‘to in a reminiscence”which

e

appeared in Teatral'naya zhizn' in 1967

e

EBce#t OCHIOBUY JOJIrO yﬁexnan BCEX M HaKOHeu ckaszan 15
"laxe NPOTUB XEeJaHUA TpPYINH, A OyLy CTaBUTL 3STY Nbecy."

and again, in an article on Shtorm in Spektakli i god¥:

. - . e | % q - N
Koraza nrecy B. Buaap-BesqolLlepKOBCKOIO "TH@“]6 Brie pBHE
npouau B Tearpe uMeHH MI'CIIC, MOKJIOHHMKOB y He€ HaWJIOCH
He MHOrO. <.. "He ouubychk, €CJHM CKaxXy, 4YTO U3 BCEro
KOJJIEKTHUBa BpPAJ JH 6oJbue JABYX-TPEX UYEJNOBEK IPHHAJ
npecy", nucail ... Jo6umoB-JlaHckod B 1934 ropy B KHUTE 17
"TeaTp MOCKOBCOTI'O npoJerapuara'l.

v

Even the l95Olrevival:byMZavadskiiffor1Mossovat?18

was not an unqualified success,19 -- possibly because of
more exciting literary and theatrical developments

during the :'Thaw' -~ and the ‘kindest dssessment of 'it

- might be summed -up as' 'naive 'but worthy'. =0 Given this

lukewarm :reception, Shtorm's ‘long sojourn ‘in the Soviet

repertoire remains something of 'a mystery. It has been

" adopted and adapted with varying degrees of success by

- provincial and :touring companies, the most notable

productions being by the KrasnyI teatr in 1927 and’ the

" Filial gosdramy.in 1933,  both in Leningrad. - There have

been three major revivals by Mossovet, most recently in
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1967, when the fiftieth anniversary of the Revolution
doubtless imbued it with nostalgic and dramatic appeal,

causing it to be elevated to the status of Soviet

classic.

It must be said, however, that even this indifferent
material could be given emotional and dramatic impetus by
skilled acting and direction. Both individual and ensemble
playing, involving doubling and trebling roles, were praised
by the pundits, particularly in the performances by the

more experienced troupes. Ultimately, therefore, it was

up to the theatre company to 'lift' the material. For,

although the text of Shtorm was doomed to fail miserably
when performed with merely adequate skill, the original

MGSPS production and subsequent notable productions

undoubtedly captured the romance of the period, a fact

which has been alluded to by Soviet reviewers and theatre
historians alike. It remains difficult, none the less, to
gauge broad public reaction at an emotional level, given

only isolated testimonials.22

MGSPS was the self-styled theatre of the proletariat
with the declared aim of bringing culture to the workers
by performing not only in the theatre but also -- and

mainly -- in theatre clubs where it found its true

audience. In the first season, out of 353 performances,
26, were put on in the provinces at factory workers!

clubs.23 MGSPS was also committed to helping theatre

clubs to establish themselves;<% the company understood



the problems of these clubs having itself suffered and

adapted to an absence of repertory base, transport and

technical staff.25

Shtorm was MGSPS's last-ditch attempt to haul itself
out of artistic and financial straits, a fact which might-
account for the public's initial lack of interest since
the company's prestige had by 1925 fallen considerably,
Thus, the fate of the play was closely linked to that of
MGSPS which had recently undergone a number of 1lncreasing
difficulties. Committed to bringing Socialist drama to
the theatre club stages, MGSPS's problems consisted not
only in the material constraints mentioned above, but also
and principally in an impoverished repertoire.2 Having
first, in 1923, turned to a play on an anti-religious
theme, Savva by L. Andreev, which, despite its subject-

matter was deemed reactionary because it advocated anarchy
and which, apparently, met with little success, the
company then tried, faute de mieux, Kazn' Sal'vy by S.U.
Prokov'ev. It then staged an adaptation of Zola's

Le Ventre de Paris followed by one of Voinich's The Gadfly

and Galsworthy's Strife, Additionally, at this time,

productions of the classics were mounted such as
Beaumarchais's The Barber of Seville and Ibsen's The
Doll!s House. In attempting to adapt novels and stage
classics which seemed to offer themes appropriate to the
Communist cause, the theatre often succeeded only in
weakening and debasing the original work. MGSPS did try,

even at this early stage, to include in its repertoire
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a modern Soviet play and produced Sivolapinskaya komediya

by D. Chizhevskii, about 'Nepmen', but it was deemed too

frivolous a treatment of a serious and reprehensible

subject and too full of vulgar language«..z'7

Despite the 'mistakes!, in terms of repertoire, made
by the company during this period, it was apparently
popular with the worker-spectators -- who, in all
likelihood, constituted an uncritical audience -~ and
during its first year it was visited by an audience of
318,000 of whom 191,000 had come to the special

performances excluslvely reserved for factory

workers.28 This last-mentioned fact rather begs the
question of whether MGSPS would have attracted such large

nunbers of spectators coming independently of their

factory educational departments.,

In recognition of its valuable work in bringing
enlightenment to the workers, the People's Commissar for
Enlightenment, A. Lunacharsky, gave MGSPS permission to

give two performances per week at the Nezlobin thetre,
and in 1924 allocated to them as their base, the Hermitage

theatre., Despite the new base, 1924 was a disastrous year

for the theatre company which, used to performing for
theatre club audiences, now had to reorganize itself to
cater for a more sophisticated city audience. The company
now included some 170 actors, including some of the
foremost of the day such as Stepan Kuznetsov, in addition

to talented directors and designers, but there was no one
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responsible for overall artistic policy. Thus, MGSPS

erred through an eclectic maze of low-brow offérings and
classics via some infelicitous dramatizations oflforeign

and Russian literary works. Directors, too, having no clear
aim, experimented intermittentiy withrvarious 'formalist'
techniques and took eclecticism to its ultimate absurdity by

attempting to juxtapose naturalism with symbolism and

satire. Not surprisingly, this was not a very succeséful

recipe and culminated in a particularly disastrous

production of Lunacharsky's Thomas Camganella.29

Thereafter, in a search for an appropriate repertoire, MGSPS

turned, in 1925, to plays whose subject was the history of

the revolutionary novement.

Although the Party, press and public cﬁmmended the
attempts by MGSPS to find laudable themes for its plays,
they were compelled to acknowledge the defects of the
material which was used. After the move to the Hermitage
theatre in 1924, audience numbers began to fall,
particularly among‘the workers, so that MGSPS was no longer
fulfilling its mandate. Falling receipts and the withdrawal
of State subsidy eventually led the company to the brink of

closure. It was rescued at the eleventh hour, thanks
largely to an initiative by*Ljubimov-Lanskoi who, together
with other dedicated members of the company, decided to
carry on its work. From April 1925, MGSPS became a workers'
collective, and at the Conference of Trade-Union Cultural
Sections, it was decided to give full support to the

company's initiative. MGSPS reorganized itself by creating
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an artistic-political council which included workers from
all the leading Moscow enterprises. together with
representatives from trade-unions, the press and the Party.
Finance and planning were to be dealt with by the t;ade-
union conferences and plenqms and workers'! committees, and,
in order to help the theatre out of its financial
difficulties, trade-unions made block reservations of

seventy per cent. of the seats for the first season. The

most pressing task which remained was to pull the theatre
out of the artistic mire by solving the problem of finding
its (Soviet) artistic idiom. Soon the theatre had its
State title restored and came under the auspices of the
Moskovskil otdel narodnogo obrazovaniya which appointed
Lyubimov-Lanskol its director. Under this new leadership,
the theatre embarked upon its policy of creating new Soviet
plays for the Soviet spectator, based on the assumption
that this was what he wanted, needed and would £herefbre

come to see.

To this end, MGSPS successfully attracted 'young,
talented writers who had experience of life'30 to work in
close co-operation with it, and among these was Bill'-

Belotserkovskii who had already achieved some recognition

with his plays: Bifshteks s krov'yu, Ekho and Levo rulya.

He offered his new play, Shtorm, which had+already been
turned down by other companies, and the playieventually
had its premiére on 8 December 1925, assuming an ‘ |
historically wider significance than its quality deserved.

It was not an unqualified success; the fact that its first



night went largely unobserved speaks volumes for its
contemporary significance. Indeed, it is only in
retrospect that Shtorm has been credited with any enduring
qualitiés and, although the public do not appear to have
endorsed it wholeheartedly, it is acknowledged in Soviet
theatre history as being owed a debt of gratitude by MGSPS,

subsequently revamped as the Mossovet Theatre.

Shtorm is set in a small, provincial town whose exact
location is not specified, thereby creating the impression
of being a universal 'Everytown'. Likewise, the origin
and biographical detail of the characters are left
deliberately vague, thus also avoiding any clouding of the

play's main issues. The avoidance of personal drama was

deemed to be a positive virtue. One critic wrote:

B Heif HeT HU . . . "eaZUHCTBA UHTPUTU" -- IPAMATHYECKOTO
CoXeTa, PYKOBOIHMOI'O HHIAUBUIYaJbLHHM repoeM, HHU Boobue
JUYHOCTHHX XapaKTepoB H CcTpacTell, & HNODTOMY HEeT U
KOHOIUKTOB OOHUHOIO pasMaxa oT llerpa 1o UBaHna. 31

This same point was taken up forty years on by

A. Obraztsova,ostensibly'conducting a vigorous defence of
the play and its first interpreters, although failing to
provide the sources of the 'quoted! remarks contained in

the following extract:

Y repoesB '"lTopMa He OHJIO HHYUEro -- HM KOJa, HU IBODa.
BOJHH DPEeBOJBIUH HEBeIOMO OTKYIZa 3a0pOCHJIH UX B YE3AHHU
TOPOLOK,. TO JH Ha JpaJje, TO JU Ha Boare. . « . BHIU Jau
[IbeCa M CIHEeKTaKJb HaATYPAJAUCTHUUHHNT? JleACTBUTEJBLHO JHU aBTOD
HEe CYMEJ OTJHYHTL rJaBHOE OT BTOPOCTEIEHHOI'O, YyBJIEKCH

LeTaJAMU, IONaJ BO BJIACTh DJBIU30I0B M H3-38 JepeBLEB He 32
yBUIeJq Jgeca?

The first scene of Act i takes place in the Communist
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Party Chairman's office, the sparse furnishings of which
verge on the monastic. The Chairman is on stage as the
play opens (no curtain is used). The author's note

specifies him as:

(i3 pabouux), KOPEHACTHH mapeHb C OGJIeNHHM, YyCTaJHM JAHLOM, B
cuHelyr pabouelt 6axyse, UYEpPHHX KOXaHLIX OpwKax-rKaaudbe, B 33

BaJCHKaX,

He is given no name in the list of dramatis personae, and
is addressed only by his official title throughout the

play until Scene 8 when his semi-conscious body and,
later, in Scene 10, his corpse is addressed by the
anguished Bratishka as 'Vas'ka'; a hrief posthumous
acknowledgement of the contribution of the individual to
the collective struggle. A typical example of the man of
iron portrayed in the Soviet literature of this period, he
is imbued with 'partiinost!'. 1In this play, the Chairman
is swiftly established as a decisive, hard-working man of
action, given to forceful expression of his own impeccably
orthodox views as well as criticism of the shortcomings

in those of others. The opening dialogue between him and
the Requisitioner establishes him as the champion of the
uneducated but right-thinking Party man against the
potentially undesirable intellectual who has hitherto

enjoyed the privilege of education, represented here by

the Commissar for Education. His sharp retort to be

conveyed to the Commissar who has been criticizing his

underlings for their illiteracy sets the tone for this

theme which recurs throughout the play:

Ckaxy eMy OT MOero HMMEeHHu, uTO TH B TUMHa3UU, KaK OH, He34
yunacsa. Ilyckallt nozeaurncsa c¢cBoei rpaMoToll.
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Although this scene essentialiy deals with the Chairman's
practical solutions to the myriad problems thrown up by
the Civil War, the moralistic tone is further underlined
in his dealing with the series of callers to his office.
He employs a didactic style of address towards the other
characters, ever-conscious of being the voice of the Party
whose duty is to inculcate the correct new attitudes.

Thus, he champions the cause of women's rights in speaking

on behalf of the pregnant peasant woman:

A exeJu TH 3apexellb XEHY HJH 3KcrniayaTuposarTh e€ Oyrnelub, 35
Torga Kakxk? JTO TOXe JIUYHOe Jeno?

He upbraids the obsequious bath-house attendant for
failing in his paternal duty as well as for bringing
disgrace upon the Party, which he has recently joined}out

of self-intefest: an indication that the Party is ever-
vigilant in keeping its own house 1n order. He underlines
the crucial concept of Party duty whilst, incidentally,

throwing out disparaging remarks about the Church:

36

Ila 6pocb KpecTHTbCA! TyT He LEeDPKOBb, & KOMUTET INapPTHH.

Finally, he hands out rough but fair justice, finding for

the inarticulate and oppressed as represented by the

peasant woman.

In Shtorm, the female characters play secondary roles
in what is shown to be essentially a man's world; they

are all recognizable female types from Soviet literature.

This peasant woman, in seeking redress for the wrong done

her by her worthless husband, is clamouring for her rights



-- as yet unconsolidated -- amidst more pressingly

urgent issues. Here, the general upheaval of societly 1s
mirrored in the challenge to traditional male dominance
in marriage, and this woman symbolizes Soviet woman's
determination to establish her right to equal status for
good. For the time being, though, she still requires a
male champion (here, in the person of the Party Chairman)
to uphold these rights on her behalf. Only he can apply

the sanctions which are sufficiently powerful to influence

her husband.

.r
The Chairman also demonsgptes the incorruptibility of

the Party, standing by its declared egalitarian principles

and refusing to be influenced by rank, real or imagined.

At one point, the Chairman tells his secretary to put a

éelf-important representative from Headquarters in his

place:

MocTraBUTL TOBapura B ouepenbh « « « HaM HYXHH TakKkHe 37
eIUHHUIH, KOTOPHe cufTa peBOJWUHH HEe NpeNbABJIANT.

In this case, the recipient of the sharp reprimand is,
again, an intellectual. Whilst naturally avoiding the
latter category, the Chairman is clearly no fool, and

throughout the play is never duped.
38

CnraBHHN y Teba naprbuaer. Cam cupenan?

he says to the Ukranian malingerer in a scene which also
exhibits an underlying racial prejudice which is apparent

elsewhere in the play.

In this first scene, the close rapport between the



Chairman and Bratishka is established, The latter, a
one-legged ex-sallor 1is (improbably) secretary and .
'minder' to the Chairman as well as being his friend .and
confidant. Bratishka is, in every way, the forerunner of
Shvandya in Lyubov''- Yarovaya, a comic but noble character,
a true comrade whose function is to engage the sympathy of
the audience either by virtue of his quick repartee, or by
unconscious humour. He provides the comic relief which
would be inappropriate to the Chairman, as well as acting
as his interlocutor so that the former's motives may be

clearly communicated to the audience.

Although advocating egalitarian principles, the
Chairman is necessarily dictatorial, but is, apparently,
unaware of the paradox. This,and other contradictions in

him,the author can only resolve by finally killing him

off, whilst showing at the same time that the political

struggle continues beyond his death.

Scene 2 revolves around a committee meeting whose
agenda is unbelievably long, ranging from a typhus
epidemic, lawlessness and sabotage to transport and fire-
wood shortages and . . . church weddings. In addition to
these ongoing issues of policy, the committee addresses
itself to more immediate problems such as devising a
method for incinerating diseased animals and providing
homes for railway workers who are currently forced to live

in railway carriages. The Head of the Health Department 1is

reprimanded by the Chairman for slackness and time~wasting



~and accused of misuse of materials by Bratishka, but he
is incorporated into the fight against typhus together

with two worthy Party members, an example of..a calculated

risk taken by the Chairman, faute de mieux.

The problem of the railway workers' accommodation is
settled by the decision to requisition the monastery, as
suggested by Bratishka.  This potentially boring scene is
enlivened by the interplay of the characters. The main
interest derives from the interaction and contrast between
the bluff, hot-headed unorthodox but honest Bratishka and
firstly, the dishonest Head of the Health Department,
Zagoretskil, whose bureaucratic procrastination is

lampooned and secondly, the lecturer who, as an
intellectual, is negatively portrayed as fastidious and
faint-hearted. Throughout this scene, the Chairman
remains in full control, settling internal disputes,
swiftly resolving disagreements by rough but fair methods
and exhibiting an authority which is little short of

‘autocratic, as he calmly deals with the havoe on all

sides.

Act i ends on a note of controlled urgency as the
Chairman sets out to resolve yet another urgent problem --
this time that of a rabble-rousing komsomolets -- whilst
keeping tabs on the committee meeting. Thus, two points
of interest are held in suspense to sustain audience

attention and involvement through to the second act.



Act ii, Scene 2 commences with a meeting called by the
regional soviet to organize a campaign against the typhus
epidemic. A range of characters is given voice in this
scene, although their portrayal is partisan. The members
of the praesidium are seated on a platform before the

members of the soviet. Their bleak situation is painted

in all its horror by the doctor whose words are
underlined by the Committee Chairman who pleads that
unless the members of the soviet take action to alleviate
matters, he can no longer be held responsible for the
state of the town. The Voenkom, himself a victim of the
typhus epidemic, summons up enough strength to describe
the desperate conditions in the barracks where the
epiaemic has caused corpses to accumulate which cannot be
disposed of for lack of the wherewithal to do so. It
transpires that the Voenkom has been given the post of
Acting Head of the Health Department in addition to his
existing function as chief of the garrison following the
arrest for drunkenness and negligence of Zagoretskil.
Knowing that death is imminent, the Voenkom pleads for
deputies to be appointed to assume his duties. The
lecturer is next to speak, urging the proletariat, who are
are about to inherit the fruits of the Revolution, to
sacrifice present comfort for the sake of the sick; in
other words, he suggests that it is their duty to forego
the monastery accommodation so that it can be turned into
a hospital. Naturally, as the suggestion is made by an
intellectual, it is not welcomed, and its proponent is

made to look like a pompous ass. The final, compelling



speech on this topic is left to the next speaker, Popov,
the representative of the workers, who emerges as the

spirit of sense and practicality amid suspect 'experts'

and intellectuals:

A 8 TOBApHMU, HEe JeKapb U He JEeKTOp, a 3HaK, YTO, BATOHH
~- 3TO HOBHHM ouar sapadn M UTo 6G0JbHOMY He CTaHeT Jerue,

ecJu 3nopoBua¥ zaboreeT. . . . PeBoawuuu Taxoil nypauxui
NOJII’ He HYXEeH, OT Hero TOJbKO BpeJ OJLHH. (Anno,n;ncmen'm)B9
The Requisitioner is then invited to make hié
contribution, which is the suggestion that everyone's head
be shaved to prevent the infection spreading. The Docﬁor
and others point out to him that this action is of little
value withaut soap. At this reference, the

representative of the Cheka feels 1t incumbent upon
himself to stress that he is doing his utmost to trace

the whereabouts of the supplies of soap and washing

powder which have been stolen. Clearly, counter-

revolutionaries are sabotaging the war effort, a fact

which emerges explicitly in the next scene.

Kurilova, a non-Party member who represents the

fellow-traveller sorority, 1s given the opportunity to
make her contribution next., This offers a pretext for
the peasants' voice to be heard, with a passing
acknowledgement of their problems and hardship, together

with that of the New Soviet Woman as Kurilova =--

somewhat incongruously -- digresses into the area of

female emancipation:

A myxugu: "Hy TH, 6aba, nomaakuBall, TOXe 3a KOMMYHHIO, B
[IOJUTUKY, a IaXe YUYHTb Bac, JypakoB, CTaHeM, MOTOMY JeHHUH
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cKaszal, YTO ¥ KaxJzafd KyXapka JLO0JXHa yYMeTh rocylapCTBOM
ynpapagTp ! " 40
Again, the raising of this issue seems out of place in
the context of emergency action. Indeed, after
Kurilova's robust rallying call on this theme, she is
recalled to her main point by the chairman. Her
suggestion is both simple and practical: to use clay as
a substitute for soap. Having invoked Lenin several
times -- clearly, he is the embodiment of an otherwise
purely abstract notion of the Revolution in the minds of

the uneducated peasants, assuming the role of folk hero

and father-figure combined -- Kurilova resumes her seat,

She is followed by a representative of the sewage-

disposal brigade declaring the impossibilty of carrying
out Kurilova's suggestion, and then, by Bratishka urging

the mobilization of the temporarily unemployed teachers
to nurse the victims of the epidemic. Following this
build-up, .the Chairman takes the rostrum, making a
rousing concluding speech which neatly joins together
the threads of the meeting. Rhetorically equating the
struggle against the typhus epidemic with that against
Denikin's forces, he sets the practical solutions in
motion. He also gives a foretaste of the scene to come
in his reference to summary execution for speculation in
clothes and linen, an intimation that this is to be the

fate of Zagoretskii, presumably pour encourager les

autres, The noisy reception of this speech is curtailed

#ﬂ-

by a final rallying call by the Chairman and the scene



ends with an inspiring chorus of the Internationale.

ocene 4 shows the enemy plotting to subvert the
efforts of the epidemic task force. The Voenruk is
shown to be a traitor in reality. Initially, the
audience is not made aware of his treachery as the first
part of the scene consists of a dialogue between the
Voenruk and the Garrison Commander in which the former
ostensibly reprimands the latter for the collapse of
discipline in the Uhlan barracks. This charade is
sustained while the secretary is in the room, but, once
he has left, the true nature and intention of the
plotters are revealed. This delayed revelation serves
to sharpen the audience's awareness of the action on the

stage, as well as alerting them to the potential danger
of the enemy within. It transpires that the Voenruk .and

the Garrision Commander are behind the unrest amongst

the Komsomol, and that they are awaiting a signal fronm
Denikin to joln forces with him in a combined attack on

the town. In the meantime, says the Voenruk:

41

Tud -- Hauw BepHHN COW3HHUK.

Suspense is introduced into the scene when the
secretary unexpectedly returns and the Voenruk and the
Commander have to revert swiftly to their former roles.
The secretary, suspecting nothing, even supplies a
couple of unsolicited testimonials for the Voenruk who
is thereby given the pretext to indulge in heavy irony,

rather like the villain in a pantomime. In response to
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the secretary's suggestion that, as a truly loyal
comrade, the Voenruk should join the Communist Party,

he remarks:

Tak Jaydue. Mory OHTbL B Kypce bOecnaprTHHHHX MHCJeH.
(Xurpo yanbasicb.) C KOMMYHHCTaMH TaK He 12
OTKPOBEHHUYAKT.

A female employee enters, apparently bringing papers
for the Voenruk to sign. He, once more, affects
annoyance at the interruption, but once the woman leaves
it is revealed that she,too, is a collaborator, and
that she has brought a secret letter for the Voenruk

which he reads before tearing it into small pieces.

Abramov, a young Communist member of the Red Army,
is brought in to be told that his imprisonment .(on a
spurious charge) is to be extended as a token example -of
the Voenruk's intention to arrest many of the
Communist soldiers before the counter-revolutionary
attack which is planned for the Subbotnik when the

population is due to be mobilized for wood-gathering
and sewage disposal. This part of the plot is revealed
in a conversation between the Voenruk and an old

military civil servant collaborator.

Finally, in this scene, Ibrahim, a Tartar, is
introduced. He is a steward who, it transpires, is the
arch-colluder in the spreading of the epidemic by
selling off the infected clothes and linen in the worker

district of the town. The character of Ibrahim is
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portrayed in this brief scene as coarse, greedy and
primitive, with a personal chip on his shoulder:

(1ux0 ocKaauB 3y6n.) Pesarp 6yzemM! KpoBb nuts! (Tuua
ce6a B rpyib.) MHUb6bparumos 6oray OHI . . . U6paruMoB 13
PYKY XMAJ o o H6parumoB onarth Oyner HOGparuMosB.

In this entirely negative characterization of the
steward, Ibrahim, it seems likely that we are beilng

of fered a blatantly prejudiced view of Tartars.

Ibrahim is the only character who displays such overtly

repulsive greed and violence. The degree of racial
prejudice exhibited in the portrayal of this character

. would certainly be unacceptable today for political --

if not moral -- reasons.

This scene in the enemy camp concludes with the
messenger, left alone to clear up the Voenruk's office,

piecing together the secret letter and declaring her

intention of taking it to the Cheka.

Scene 5 starts with a didactic interlude in which
the Party Chairman appears to spend an inordinate amount
of time, given the circumstances, on a relatively
trivial matter which he eventually delegates an&way.
This concerns the efforts of a petty bourgeoise to get
jnto the Party in order to gain material advantage. As
the woman is transparently foolish and mercenary, she
falls easy prey to his questions, revealing not only her
own dubious motives but also the names of Party members

who are using their official positions to feather their



nests as well as to secure advantage for their friends.
Presumably, this intelligence justifies the amount of
time spent on the woman's application. The Chairman's
use of heavy irony throughout the interview, which is
not perceived by the petty bourgeoise, together with
Bratishka's exaggerated courtesy towards her, afford

opportunity for humour at her expense. After she has

been dispatched to a subordinate, already briefed, for

further questioning, the Chairman resumes his other

duties.

His terse response to impossible bureaucratic
demands, telephoned from the regional Party head-
quarters, reveals the extreme pressure which the

assailed local Party is under:

b

Te, . UTO OCTAJUCL B XKUBHX, Ha KYCKH pPas3pHBaARTC.

Once more, the Chairman displays his qualities of
leadership in suggesting a practical solution to the
problem of delivering the Party line to each
individual cell. A second telephone call, following
swiftly upon the heels of the first one, conveys the
message that the Voenkom has died. The Chairman's

response to a suggestion from the other end indicates

that he does not regard the Vo%%uk as his natural
successor and indeed, when Bratishka reappears, he is
given orders to request the Gubvoenkom to sanction the
nomination of another person to the post. In addition,

the Chairman sends out an order to all the Party cells
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to submit reports on mortéiity figures among Party

members and to nominate people to be responsible for the

organization of the firewood collection.

The Chairman of the local soviet, the Predsovet, now
appears, at his wits' end, seeking advice on how to
dispose of the corpses of the victims of tﬂe epidemic,
cope with the shortage of stretchers and clear the
accumulated rubbish. The ever-resourceful Chairman
advises stofihg fhe corpses outside on open ground where
they will"pfesent no health risk in the sub-zero
temperature, and covering them temporarily with snow
until the ground is soft enough to be dug. Once the
corpses have been put 'on ice', he suggests, the problem

of the rubbish can be dealt with, after which time the

corpses can be properly buried. The Predsovet demurs,

pursuing the point of the necessity of conveying the

bodies to the cemetery and, therefore, the need for

stretchers. The Chairman loses patience, pointing out

that it is immaterial where the corpses are stored as far

as their owners are concerned, but of considerable

advantage to the survivors if they do not have to

transport them to the cemetery. The Predsovet does not

want to accept the responsibility of leaving the bodies

outside, on unconsecrated ground, wiskesh He trie;:wgfgqfoist U‘qlnq.t;l;b

upon the Pérty Chairman. For this, he is heavily

upbraided:

Yro?! OndATb OTBeTCTBEeHHOCTL? Yuuywa! . . . C nocra L5
cuuMeM! U3 naprtuu HeckKawuum! Tpyc!



- 3 -

As the shamefaced Predsovet is sent off to do his duty,
the petty bourgeoise returns cock-a-hoop, in anticipation
of receiving her Party membership card. Her enthuslasm 1is
rapidly quelled by the Chairman's informing her that she

will be required to do voluntary hospital duty.

Next, Shuiskii, the Commissar for Education, enters,

outraged at the discovery that the Theatre and Education
Department is going to be converted into an infirmary. In
his objections, Shuiskil shows himself to be pompous, self-
important, unsympathetic and stupid, which makes him an
easy target for the Chairman and Bratishka, both of whom

mock the traditional links between the Church and

scholarship:

Ou yuBuuit, 3HAeT Kak CMOTpPEeTh OLHMUM TJa3KOM Ha Hebo L6
nMorJaa3nBaeT, a JIpyruM IO 3eMje nouapHBaeT.

They follow this up with the serilous accusation that
Shulskil has been receiving bribes which, unbeknown to him,
the petty bourgeoise has reveéled. Additionally; he has
abused his position by inculcating?religious ideas into
children whilst disseminating anti-Communist propaganda and
dfiving away workers who were sent to him for literacy
élasses. Shuiskii refuses to acceﬁt their rebukes,
alfhough he cannot refute the accusations. As he storms
6ﬁt in high dudgeon, the Chairman of the Cheka enfers with
fhe news that the plot led by%the Voenruk, Bogomolov, has
éeen discovered,?and that there will be an uprising in the

Uhlan barracks the following day (at this*point, they have
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no knowledge of the impending attack by Denikin's forces).
They work out a strategy to deal with the crisis: the
barracks will be surrounded by the armed division of the
local Cheka to ensure that the Subbotka proceeds as
planned, while the ring-leaders will be rounded up that .
night and, it 1is impiied, be prevailed upon to reveal
where the roots of the plot lie. As he departs, the
Chairman of the Cheka remembers to communicate to the Party
Chairman the information that Shuliskil plans. to spend the
night carousing with his cronies. The Party Chairman
decides that this time he is beyond redemption, and makes

the peremptory vow to have him shot;

In Scene 7, the setting changes to the Uhlan barracks

where ailing young Red Army soldiers are lying without
medical attention, while the convalescing and still

healthy men wander around bored and listless being goaded

by the agents provocateurs in their midst. The latter
try to persuade the others that the Communists have

betrayed them and left them to die. Inevitably, a fight
breaks out between this faction and the staunch defenders
of the Party. The situation becomes increasingly riotous
with everyone. vocally backing the warring parties. The
tumult is brought dramatically to an abrupt end by the
appearance of the Chairman of the Cheka, who fires his

rifle in the air; behind him appear the Party Chairman

and Bratishka flanked by two armed Cheka officials. The
Chairman of the Cheka holds the soldiers at bay whilst

Bratishka reasons with them, telling them that they would



be mutinying against their own people if they deserted
now. The Chairman of the Cheka warns of the dangers of
fleeing to the countryside and carrying the epidemic
there. The infected linen racket is revealed to them and
the announcement 1s made that they are to be issued with
fresh supplies of uniforms and linen and that anyone found
speculating again will be summarily executed. At this
juncture, the Party Chairman seizes the opportunity to
point out that the landowners in.the countryside would be
seeking revenge on those responsible for taking their

land from them, and this compelling argument finally
convinces the Red Army soldiers of their own naivety and

shortsightedness. The Chairman warns of the dangers of

political ignorance:

He Takx Bpar XKakK HeCO3HATEJBHOCTL Bala. 47

The Chairman of the Cheka offers amnesty to those Red Army
soldiers who denounce the agents provocateurs. The most

vociferous of the Communist supporters loses no time in

naming the ringleaders who are immediately arrested and
dragged off to be executed. The concluding words of the
scene are uttered by one of their number who pleads
political ignorance in defence of his action. The drama
of the play carries the underlying moralism; his cries

are grimly ignored as the scene draws to a close and the

audience witnesses another salutary lesson.

Act iii consists of one scene only, the 'Subbotka!
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scene, much praised for its effective deployment of the
masses.48 The scene opens with young Party members, Popov,
Vasil'ev and Ivanova indulging in innocuous horseplay,
partly as a means of keeping warm, while they wait for
their work brigade to assemble. Disapproval of their

behaviour is voiced by a prim schoolteacher --

representing yet another unsympathetic portrait of the

intellectual class -- who accuses them of not conducting

themselves in a seemly manner 'when there's an epidemic
on'.49 They reply that they are emotionally moved, but in
their own way, rather than in the prescribed way of
outward manifestation of grief. They ask the teacher
whether she expects them to wear sackcloth and ashes and
weep and wail like (o0ld) women. The girl Communist chides
her for judging too hastily because of her natural
prejudices and counsels sobriety in her judgement of the
Communists. The teacher suggests that gradual change and
compromise should be the order of the day, and that the
Communists should be less iconoclastic and less flagrant
in their disregard for the old established ethical order.
Naturally, this provokes the response that compromise is
unacceptable in the moral code of their new society and
that they 'spit on'! bourgeois ethics. The argument
degenerates thereafter with Ivanova proselytizing, backed

up by Popov and Vasil'ev, producing such memorable

aphorisms as:

50

PeBoJawlusa He KJaccCHas JgaMa.
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The teacher -- with possible justification -- defends her

own work and accuses Ivanova of behaving like a schoolgirl.

Ivanova states her rejection of the inculcation of
bourgeois ethics of which the teacher is clearly guilty,
and finally, losing her temper, accuses the teacher of
gaining Party membership under false pretences. She is
again backed up by Popov who reproaches the teacher for
trying to impose her own (wrong) ideas upon the Party of
which she has only just become a member (and who thus,
presumably, is politically illiterate). The teacher
proceeds to spoil her argument by appealing to Ivanova

o1

'as a woman'. Ivanova vehemently denies all personal

affiliations, declaring the Revolution to be her entire

life:

KoailekTuB -- BOT MOA CeMbi. PeBonmuﬁH -- BOT MOA Ja0GOBb
As she finally resorts to roughly)pushing the teacher
away’y; Popov intervenes to bring the 'debate'! to a close
and makes a conciliatory gesture towards the teachef, but

she (not surprisingly) runs away.

A not wholly convincing portrait of the New Soviet
Woman is represented in the young Communist, Ivanova.
From the preceding quotation it may be seen that she
asserts her total commitment to the new ideology in the
language of political rhetoric. ©She expresses the blind
faith and misguided enthusiasm of a zealot, allowing no

sober reflection on the consequences of her slogans As

52
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described by Xenia Gasiorowska, she is one of

the pioneers of progress, aggressive, intrepid, ready
to take on any adversary . . . the whole enormous
hulk of the pre-revolutionary way of life. The key-
note to their characterization was rebellion. Eager
to destroy the old order, they were doing little to
establish a new one, no¥"did they know exactly what
it should be like. They denounced religion,
neglected their homes (if they had one) and dedicated

all their time and energy to work in new Soviet 53

institutions.

The middle-aged school teacher clearly represents the
unacceptable face of pre-revolutionary intellectual life
and values. She will never succeed in embracing the new

age of enlightenment, and, in this way, she resembles

Gornostaeva, the unsympathetic professor's wife in Lyubov!

Yarovava.

Following the altercation between the two women, there
is a quasi-choral commentary, presented by various small
groups of characters, some of whom have already appeared,
on the action of the play so far. The first group,
consisting of the Station Commandant, also the secretary

to the War Committee and the office cleaner, both of whom
appeared in the previous act, discuss Bogomolov, the
Voenruk. The Commandant expresses the view that experts
are to be distrusted when they have no correct political
foundation; the secretary demurs, pointing to Bogdmoiov
as a fine example of a non-Party member helping to fight
for the Communist cause. He calls upon the cleaner to

endorse his statement but, naturally, the latter is not

inclined to do so, although she says nothing about



Bogomolov'!s treachery, while the Commandant recmains
sceptical of the Voenruk's devotion to the Communist

cause. Other voices testify to the new social order
where experts will no longer expect material privileges

or preferential treatment.

The second group discusses the situation in -the
Uhlan barracks, bearing witness to the demoralization and
general neglect and breakdown in discipline, but at this
point, Popov interposes a reassurance that all is now

under control at the barracks.

The third group of workers greet with some merriment
their task force leader, 'cneun no uyucTke nnopon',54 the

dvornik, who introduces himself thus:

22

1 yx He crnell a OTBETCTBCHHHNA pabOTHUK,

Amidst general preparatory movement, a woman worker
rushes in to join Vasil'ev's and Ivanova's work party,

showing her determination to do her civic duty despite
overwhelming personal difficulties. She'highlighté
another of the problems facing Soviet women during this
period, jettlisoning everything in order to respond to the
'ringing call "the Revolution 1is 1in danger"'.56 thereby
testifying to the supersedence of public over domestic
duty and Party over family allegiance:

lyMmana ono3jaw, JAEeTHWUKY 3aLCPRAIU == PEBYT. o o o 57
danepiaa Ha Kibd, a caMa jpaia. llorasjgerr HCKOMY.
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Vasil'ev asks where Shulskii, the Commissar for
Education, 1s. From the general comment, it is clear that
he is regarded as a renegade. Ivanova declares that he
should be taken to task at the next public meeting. The
representative from the Party tries to defend Shuiskii,

but his ludicrous and feeble defence provides ammunition

for more overt criticism of the intellectual class:

-- A MoxeT OH 3aHAT? KyJabTypHHH 4YesoBeK HHKoOrjga 6e3 neia
HEe CHIUT.

-- A MH He 3aHATH? C ceMbel, XeHOM NOUYTH He BUIHUNWLCH.

-- J HEro IeJo HNUDPOKOE.

-~ 3aToO y Hero InoMOuMHHKH, M 3HaHWe WHUPOKoe? EMy M KapTu
B DYKH.

58

Ivanova demands that he be excluded from the Party and

Shuiskii is promptly tried and judged in absentia and
sentenced without a hearing, the assembled throng being in

general agreement that he is guilty of failing in his

public duty.

Silence is called for, at this point, so that Vasil'ev
might read to the work brigade his poetry on a rousing
revolutionary theme. The poem concludes on an optimistic
note of victory over the typhus epidemic, and is

enthusiastically received by the crowd.

The editor and lecturer now enter, arguing about the

content of the Communist Manifesto. The editor provokes

mirth at the lecturer's expense by dismissing his constant

pedantic and irritating invocation of Marx and Lenin to



support his lofty contentions:

OcraBbTe BH, noxalyicta, U JeHHHa U Maprkca B nokoe . 29

In complete contrast, Raevich now appears. He is an
old Bolshevik, a former émigré who returned to fight for
the Revolution. He is also a member of the intelligentsia,
but, far from being vilified, he is held in general high
respect. Although he is now very old and desperately ill,
he insists on doing his public duty. He is warmly greeted

by the others, who declare their intention of not allowing

him to do any heavy work.

Finally, the Party Chairman enters and swiftly

organizes the workers, appointing leaders to each sector
and distributing task-force lists. Onippets of dialogue
indicate the general conviction that public duty must

supersede private allegiance, and the scene is brought to
a close by the exit of the task~-force marching in unison

to a stirring military theme.

Act iv, Scene 8 is again set in the Party Chairman's
office. It is night time and he has fallen asleep at his
desk, worn out with overwork and impending illness.
Bratishka snters and solicitously dims the light. The
Chairman wakes up and promptly scolds him for this action,

a reaction which Bratishka accepts with equanimity,

acknowledging the strain under which the Chairman has been

working. He hands over a newly-arrived telegram. from the
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Party Central Committee, endorsing the order to execute
Shuiskii. The Chairman expresses surprise as the Gubkom
had initially challenged his decision, whereupon Bratishka
reveals that he has engineered a movement at the general
meeting declaring that the Party Chairman haa their total
backing. Without any expression of gratitude -- indeed
one has the impression of unspoken disapprovalpof these
unorthodox tactics -- the Chairman demands the remaining
official communications from his secretary, amongst which
he discovers that relatives of his have been shot because
they were kulaks. The Chairman hangs his head while
Bratishka offers tacit moral support. As the playwright
deliberately does not develop this embryonic dramatic
conflict, it is not clear whether the Chairman is grieving
over the loss of kinsmen or their being on the side of the

enemy. After a brief silence, work resumes,

Next, Raevich enters looking more ill than ever; the
other two suspect that the typhus from which he thought he

had recovered has returned. Raevich forgets why he has
come and starts to ramble incoherently about the heady
days spent with left-wing revolutionaries in France. The
Chairman and Bratishka indicate to each other that old
Raevich has lost his senses, but the latter suddenly
rallies, realizing that he has been burbling deliriously
and apologizes. The Chairman and Bratishka deal
sympathetically with the old man, urging him to rest and
reassuring him that a replacement will be found the next

day to take over his work., Raevich is thus inadvertently
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reminded of the object of his visit, which is to urge the
Chairman to appoint his successor as soon as possible so
that he might pass on to him the plan of his work while he
is still compos mentis, for during his interludes of
Jucidity he has perceived that his sanity is fast
dwindling. He continues to fulminate about the saboteurs
of the Revolution ﬁhilst exhorting those present to
continue the struggle. Before he is gently ushered out,

he concludes on a practical note, requesting that he be
cremated after death for the sake of economy. The Chairman

once more demonstrates the humane side of the Party man by

ordering the messenger to follow Raevich home to ensure

that the o0ld man reaches home safely.

An old peasant now enters, having travelled from the
neighbouring volost, to announce the rout and massacre of

Communists by kulaks led by the local landlord's son. The

Chairman, alarmed that the attack should have taken place

only twenty versts from the town, decides to send a
cavalry detachment which is to remain under cover until

dawn. He then orders Bratishka to get some rest; as usual,

his unceremonious address belies his affection and concern:

ToxiUCh CIaThb, NOCJIENHKI HOry CBOK INoxalel. 60

Bratishka retorts that he should rest himself lest
Raevich's fate overtake him too. He then leaves the

Chairman alone in the office.

A strange character enters next, dubbed a rabble-rouser



by the Chairman. Initially, the purpose of his visit is
not made clear, although he is obviously ill received by
the Chairman who tells him to leave. The visitor,
nevertheless, pushes his luck and stays to bandy words
with him about his alleged shortcomings for which he is

due to be punished. The Chairman indicates that he has

already shown leniency in the hope that the young man

would reform. The latter claims that his peccadillos --

it emerges that he is a womaniser and a drunkard -~ do not

warrant punishment. Clearly, he is a Party member who has
not lived up to his badge. Whereas the young man's.
perception of himself is as an avenging champion of his
class, the Chairman disapproves of his self-styled folk

hero image, and he upbraids him for misusing his talent:

lemaror ThH! HacKoJbKO paHble yBaxal Tebid, HaACTOJIBKO 61
rTenepb HEHaABHUXY .

The Chairman, refusing to relent, is finally compelled to
issue a.full catalogue of his crimes which include bribery,
corruption and abuse of official position. When he
concludes by telling him that sentence on him has already
been passed, the young 'dandy' then tries to bribe the
Chairman, who, enraged, tells him to leave. threatening

Lim with a revolver. Whilst seized by a sudden attack of
cougﬁing, the Chairman is attacked by the youth whom he
wounds in self-defence. The youth retaliates by throttling
thg 6hairman who is saved in the nick of time by the ever-

vigilant Bratishka, who kills the assailant,
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By ensuring that the Chairman is not directly
responsible for this character's death, the playwright
preserves hils untarnished iﬁage and places him on a moral
pedestal above the other characters. Again, this raises
the question of whether Bill'-Belotserkovskil created a

hero figure, albeit unintentionally. Also, the act of

rough and ready justice shown here -- rather akin to that

which has become familiar to us in the screen
representation of the American Wild West -~ 1s carefully

vindicated not only by its defensive nature, but also by

the use of a cripple as the killer.

Scene 9 is full of action: it starts immediately as
Bratishka rushes in to rouse the sleeping Chairman to  tell

him that the town has been the victim of an early morning
surprise attack by the anti-Communist forces from the
neighbouring volost. The Chairman learns that the eneny

has been tipped off by informers and has taken a different
route to that taken by the Red Cavalry. Bratishka gives
the Chairman a brief report on the situation in the town
where the enemy forces have set fire to the hospital in
order to divert attention and manpower resources, and

are being held on two fronts. The Chairman swiftly gives
orders to bring up reiﬂforcements. He then telephones the
Town Commandant apparently for no other reason than to
upbraid him for the present situation. He then orders the
messenger to prepare a cart with a machine-gun on it; he
telephones the Fire-station Commanddnt, but the brigade has

already left. The panic and fighting outside are conveyed
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off-stage, aurally, by the device of the open window.

Next, a messenger enters to announce that the textile

workers have jolned the fray, but that they have
insufficient weapons, whereupon the Chairman dispatches
those without weapons to the hospital to save the patients

from the blaze. He then demands the classified papers

from his secretary who, it transpires, is carrying them
concealed about his person. The Chairman orders that they
be handed over to Popov and asks for the safe to be brought
in. In the meantime, the Commander of the barracks appears
to receive orders to hold back the enemy on two fronts.

The Chairman tells him that the forces from the Uhlan
barracks are mounting an offensive against the attackers.

The Chairman then delegates responsibility for the Party

headquarters to his (reluctant) deputy, Popov, as he
himself plans to man the machine~gun, leaving him with

orders to destroy the classified documents in the event

of capture.

Before he can leave, he is met by a large contingent
of disabled patients from the military hospital. Still
clad in their hospital gowns, they demand to be given
weapons and accuse those present of leaving them to perish.
Popov and the Chairman try to reassure them and urge them
to return to the hospital or their homes, but the disabled
men will have none of this and thelr obstinacy causes the
Chairman to become desperate and to threaten themn.

Finally, Bratishka, a more credible spokesman in view of

his permanent disability, demolishes their plaintive
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accusations and proposes the idea that the invalids be
used as look-outs, thereby releasing the able-bodied
currently fulfilling this task to fight. The scene ends
with the Chairman setting off with the machine-gun,
accompanied by the loyal Bratishka who refuses to leave

his side. Any mawkishness is avoided by the Chairman's
cursing Bratishka for his stubbornness to conceal his

concern for the latter's safety.

The final scene opens at dawn with a messenger
arriving at the Chairman'’s office to inform the dozing
Popov of the discovery of a cache of rifles in the
guarters of the steward, Ibrahim, at the recruiting office,
following which Ibrahim has been summarily executed,
Popov orders the distribution of the weapons to the workers
but they have already taken matters into their own hands.
There foliows a short speculative exchange between the
messengef and Popov about the outcome of the battle in
which they reveal their intention to blow themselves ﬁp

inside the building should the enemy try to take then.

This exchange is interrupted by the noisy entrance of
Raevich who has gone mad, singing, yelling and confusing
friend for foe. Popov and the messenger try to tie him

down, but Raevich breaks free and rushes out. Popov,

fearing that Raevich will spread panic among the fighters,

prepares to shoot him from the window, but he is spared

this painful duty as Raevich suddenly collapses. Once

again, one suspectis a judicious deus ex machina
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intervention'by the author. The body of Rzevich is laid
out in the committee room while the battle continues to
rage outside, commented on by Popov and the messenger,
They observe the arrival of the stretcher-bearers carrying
a body; the body turns out to be that of the Chairman
accompanied by the ever-faithful Bratishka who has been

injured himself. The Chairman is placed on the table and

Bratishka, despite his injuries, staggers over to him to
1isten to his heart. Although he realizes that he is dead,
he tearfully asks Popov for confirmation. As the three
comrades, left alone on the stage, gaze at the corpse of
the Chairman which the messenger has covered with a red

flag, there is sudden shouting and tumult from outside.

The messenger rushes out to see what has happened whilst

Popov and Bratishka, fearing the worsit, grab the gun and
bomb respectively. The messenger returns with the joyful

tidings that the Whites are on the run. Amidst the off-

stage jubilation, Bratishka shakes the corpse of the
Chairman, proclaiming their victory to his deaf ears,

and conveying to the audience the ringing message that he

has not died in vain.

This final tableau contains the obligatory positive
tone as well as concluding on a note of moral uplift
where personal sadness and loss are acknowledged, but not
allowed to linger, because the individual has sacrificed

himself for the greater good of the community.

In the three years following the premiere of Shtorm,



- 50 -

the few reviewers who paid any attention to the play gave
it a largely favourable reception. There was almost
unanimous praise for the acting, directing and designing

62

talents of the original MGSPS production, although

lesser actors and directors were sometimes less successful
in coping with the demands of the Naturalistic dialogue.63
There were a few examples of praise, -nevertheless, for

64

minor and provincial troupes which tackled the play.

The play was perceived by contemporary reviewers as
marking a significant transitional phase in .the
development of Soviet drama. They recognized that it was
not purely agitka, even though an (unnamed) writer in
Rabochii i teatr referred ambiguously to MGSPS's ‘'Tak

yasuwBaeMHt " ardTauMoOHHHHA penepTyap".'65 The same. writer

considered that this sort of material could also prove to

be popular entertainment:

Takxoli pernepryap MoxeT OHTbL U "kKaccoBum', 66
Shtorm left an abiding impression, however, of being,
above all, both didactic and inflammatory.67 The links
with agitative drama were indisputable. A. Obragztsova
in Spektakli i gody refers to the slogans which Bill'-
Belotserkovskil put into the mouths of some of the
characters, such as:

68

KoJJIEeKTHUB =-- BOT MOA J0OOBL

and



Mu ymp8M Ha ¢poHTC!

Contemporary reviewers, however, acknowledged the novel
use of prosaic, blunt language, interspersed with touches
of ironic humour and the (merciful) absence, by and large,

70

of agitative rhetoric. This feature was even more

evident retrospectively:

[ladoc aruTal¥oHHOro TeaTpa OHJI rpybee u cyuwe. "liTopm"
O3HayaJ HOBHH 9Tamn -- DPOXIEHUEe DpeaJUCTHUUECKOH APaAMATYPTHH, oy
IIPOHU3AHHOU ILYXOM PEBOJOIHOHHSHMOIO POMaHTH3M.

| A‘couple of reviewers#commented on its absence of
plot.72 The play consisted, rather, of a series of
loosely-linked scenes, some of which were virtually self-
contained and heralded another important development,

namely the arrival of cinematic art, an lmpression

heightened by the set designs.73

The play found its dramatic force not in the

traditional personal conflict but in the newly~-acquired -
notion of the mass struggle against counter-revolutionary

agencies. Even though Shtorm was still considered by. some
74

to have vestiges of traditional individual heroism,

others ~-- in retrospect -- maintained that there was no

intentional heroism.

In depicting the work of the Party, the play did not
seek to glamorize its role but to convey accurately the
everyday horror of the struggle.75 As this necessitated

showing banal and unsavoury aspects of daily life, the



concept of theatrical byt came into being for which a

contemporary critic, A. Kryzhinskil, coined the stylistic

76

description, 'condensed naturalism'. Subsequently,

however, Naturalism became discredited as shown in the

following passage from Spektakli i gody in which

A, Obraztsova refers to the ‘pejorative remarks made by

contemporary (unnamed) critics:

KpuTUKH nucaay o "crazuM HaWBHOTO OHTOBH3MA H ZaHPOBOTO
HaTypaausMa", .« . . Teatp uMeHu MI'CIIC He pas HAa3HBAIH

TeaTpoM "cClleHHUecKOoro Hatypaausma',

The rejection of the undesirable bytovol tag meant that
another label had to be found to attach to the new
departure in dramatic terms, as represented by Shtorm.
The answer lay in the interpretation of everyday life; in

the striving for a higher purpose, 1its undeniable sgqualar

was transcended. Thus, the romantic-~-heroic style was

born:

IpaMaTypr OTKDHJI MJ2MEHHYK DPOMAHTHKY B CaMUX NOBCEJIHEBHHX
daxTax, BHBEILEeHHHX MM B nmbece, =-- B npulMe npexncejartenem
yKoMa noceruTexelf, B TOM, KakK OIZHHM CYOOOTHMUM YTDPOM
OTINPaBHJINCh KOMMYHHCTH Ha OYMCTKY YOOPHHX M NOMOMHHX fM.

HoBaTOpPCTBO 3aKJAWYaAJOCh YX€ B TOM, 4YTO a4
reaTpalbHOI'O NpencTaBIeHHUA OHJI NpelyoxeH MaTepHasl, Ka3aloch
6, TeaTpy coBceM He npucyuH#. Ho Buaar-beaoruepkoBckuit
cresnas U 6oJjbuee: B PeBOJWIXOHHOM, HENPHKpaueHHOM OHTEe OH

yBHAEJ BHCOKYHW DPOMaHTHKY, B PEBOJVOIHOHHOM JHTYy3Ha3MC --
BHCOKHUH repoMuyecKHi nagdoc. 78

The production of Shtorm was not rooted in the
traditional theatre, nor was it performed in a traditional
auditorium for much of the time, but was closely linked
with provincial tours and amateur theatre clubs. Judging

by some of the reviews, Shtorm's reputation as a play



undoubtedly suffered from the sub-standard production
which was the inevitable penalty imposed by these harsh
conditions. The following extract gives a clear

impression of Volkov's set design:

Ha HeBHCOKOM CTaHKEe XYJAOXHUK BO3LBHUI CBoeobpaszHybo,
JErKYn M NPOCTYI KOHCTPYKLUHID: JIBa COIMPUKACANUUXCS
MOBEPHYTHX pebpaMu. K 3puUTeNIM Kyba. HX KoOHTYpH o0603HAUYEHN
CBETJHMHU HEPEBAHHHMH DPaMKaMU U OTUYETIUBO BHPUCOBLHBAWNTCH HAa

boHe TEMHOIo 3aIHHUKA. .« « . HecnoxHaa ycTaHOBKa
obecrneuuBata 6ecrnepeboUHYI CMEHY KADPTHUH. o o o CLeHH
CIIeKTaKJIs HaIlOMHHAaJH nopoil KaipH oduUIbMA: GTEHKH ITOJLX
BHYTpPU KYOOB, KaK pPaMKH O3KpaHa, TOUYHO OUepuBaJHd rpaHUUH
BHOpPAHHOIroO M3 XU3HH MaTepHalta. A XO0Jb cxggo reicTBHe He
yMeuaJoCch B Ipeleyax YKAa3aHHOI'O XYIOXHHKA NMPOCTPaHCTBA,
aKTE8pH HEeNPUHYXIEHHO CIYCKaJHCh CO CTaHKa, pas3Meualuch Ha
aBaHCclUeHe U 00 o0e CTOpOHL OT KOHCTPYKUMU. Ha MaJleHbKOM
DKpaHe IMNOABJASAJNUCL B BHJIE CBETOBHX HallUCcell Ha3BaHHuA 79

KapTHH.
Despite the varying degrees of success, 1t was by virtue
of Volkov's imaginative sets which, if not directly
borrowed, inspired adaptations, that the play lent itself

to the exacting conditions of touring and amateur dramatic

performances.

Additionally, the actors! doubling and trebling of
roles meant that the play could be performed with modest
resources. In contemporary accounts, however, tﬁere are
some numerical discrepancies concerning the allocation of
the fifty parts.’ The reviewer in Zhizn' iskusstva
mentions thirteen actors each playing two or three
roles,80 whilst the writer in Rabochil i teatr reviewing
the same production, four months later, mentions twenty
actors each playing three or four roleS-81 He, moreover,

stresses the effectiveness of the mass Subbotka scene with



twenty actors only. One can only speculate on the

effectiveness of the same scene with thirteen players.

neaction to the characterization was varied; the
reviewer in Nov¥i zritel! considered that the positive
characters were well defined, while the negative ones

were less subtly drawn (in direct contrast to the usual

criticism). He praised, however, the overall absence of
crudely depicted heroes versus villains, and the presence
of a wide variety of characters united by a single idea.82
It was the first time that a whole gallery of individually
defined characters had appeared on the stage, united as
one strike force with the Party representing the heart and
soul of the collective, even though, according to the

critic, 'Sadko', as the play reaches its apogee, the Party
appears to stand alone:
Bc8-taku, Korma "llTopM" nmocTuraetr BHcoualiue# TOUKH,

"maprannapaTr" KaxeTCs 3PUTEJN KaKHM-TO OILHHOKHM, MaJo &3
OKPYXEHHHM .

The absence of calculated heroism was also praised as
was the discreet masking of passion with humour.84 An

example of the unfortunate effects of the comic element
being mishandled, however, was given in Zhizn' iskusstva
where the Vasileostrovskil troupe in Leningrad contrived
virtually to dispel the tragic elements of typhus, ruin

85

and betrayal with humour (!), presumably. in an over-

zealous attempt to present a positive view of events.

The most interesting insights, despite their apparent



contradictions, appear in Blyumenfel'd's review of the
touring production.86 According to him, the play
possessed the first hero (sic) not motivated by personal
human passion. Blyumenfel'd considered that Bill'-
Belotserkovskii had replaced the old-style heroes and
introduced a new social background of 'mass movement'.
The usual ingredients of drama had moved from the purely
personal level to a popular and public one. He thought
commendable not only the obviously outstanding scenes
like the Subbotnik scene, but also those in which the
masses had not yet emerged fully-fledged and were still
1iving through their (vanishing) heroes. The notion of
the masses was ever present even when there were only two

characters on stage as each character was perceived and

represented as no more than a distinctly composed part of
the whole. What Blyumenfel'd praised, above all, was the

strong dramatic tension, sustained by the stark counter-

balancing of the opposing forces seen as:

Macky HOAHCHUPOBAaHH JO BO3MOXHOI'O Nnpemexna, HO NPOTHUBO-
nocTaBJEeHH LPYI IPYry B OCHOBHOKH JIUCCHUMETPHMH Haum U He Hal
(npezcézatresb yKoMa M GaHZMT, MATPOC U CGapHUHA HUyuad
napréuijeTa, HHTEJJIUreHT U palbouuii, npejuexa U Kpaﬁioapmeeug,]

MPOBOKATOD K T.X.) | }

There was a divergence of opinion on the staging and
design of the play; in some quarteré its innovatory sets
were welcomed,88 while in others Volkov's designs were
criticized for their undesirable quasi-Constructivist
quality.®? In the original MGSPS production, Volkov and
Lyubimov-Lanskol were praised for sceking only to reveal

the intention behind the author's work and to complement




it, whilst oblique reference was made to Meyerhold in
alluding to recent examples of the over-prominence of the
director'!s influence at the expense of the play's text,
in O0ther words, form superseding content.90 ' The unnamed
author of a review in Rabochi¥ i teatr commented on the

rare phenomenon of author and director working |

harmoniously together, but condemned the scenery as

dubiously 'Constructivist'!, abstract but not expressive

thereby causing audience confusion:

I1EeKOPaATUBHO-KOHCTPYKTHBHAA YCTAHOBKA MAOBOJbLHO CJIOXHAA H091
He BCerla BHpasuTeJbHad.

The instant adaptability of the scenery was deemed a
.useless attribute, and its schematic design uninspiring.92
Another director, Entriton, who adapted Shtorm for the
Builders' Theatre in 1926 was criticized for attempting
to 'freshen up' the play by mounting it on a sloping stage
in a 'semi-Constructivist' style. Theatres in general
were criticized for such recent manifestations of 'old
wine in new bottles'! which did not render the play 'new!
in any true sense.93 On the other hand, the writer
signing himself 'S. Dr' in Zhizn' iskusstva found the

application of technical innovation to be artistically

effective and a boon to travelling troupes and theatre
clubs.94 Both A. Movsenshon and P. Konoplev in separate
articles in Rabochil i teatr also considered that rural
communities were admirably served by such technical

innovations which provided an invaluable service in

bringing culture to the masseS.95




This raises the point of the play's significance to
theatre clubs and travelling theatre companies in the
provinces, and its fate was probably inextricably bound

up with their existence. It might well be that Shtorm

would have had a far earlier demise if it had not been

for its vital and effective contribution to the provincial

theatre of enlightenment.
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CHAPTER 2

How far it is relevant, in attempting to evaluate

Bulgakov's Dni Turbinykh, to examine Belaya Gvardiia,l

the novel upon which it is based, is debatable. Ultimately,
the play must stand or fall on its own merits and not be

assessed in the light of knowledge of the pdarent novel,
its author or the attendant biographical detail. A

passing glance at the novel can none the less be justified

'in view of the interesting illumination which it throws

upoh its later stage counterpart.

The origins of Dni TurbinV¥kh are imbued with the same
ambiguity which is the hallmark of Bulgakov's work. In

the author's fictionalized but thinly-disguised account. of

the staging of this novel, Teatral'nyi roman, the author
gives the reader to understand that he had already

conceived the play form of the novel before it was

commissioned by MKhAT:

Ponuauch 9STH JWIK B CHaX, BHUWJU U3 CHOB H NPOUHEHUUM
o6pa3oM o60CHOBaJaUCb B Moe# kesbe. SCHO OHJIO, UYTO C HHUMHU
raKk He pasofituchb. HO 4YTO xe gesaTh C HHMHY

[leppoe BpeMa A npocrto 6ecejoBat C HHMH, M BCC-Takwu

KHUXKKY PpOMaHa MHe NpUmIOCh HU3BJEeYb M3 AuUKa. TyT MHe
HayaJo Ka3aThCHd MO BedyepaM, UYTO U3 Oesoi CTPaHHUUH BLCTYyIaeT

yTo-TO lBeTHoe. IllpucMaTpuBasicCh, WLYPACL, A YOeIHJICSA B TOM,
yTo 3TO KapTHHka. H Oboxaee TOoro, 4YTO KapTHHKA 2Ta He
njiockKasfl, a TplxmepHasg. Kakxk 6 Kopobouyka, U B Hel CKBO3b

CTPOUYKHM BHUIHO: TI'OPHUT CBET U IBURXYTCA B HEeH Te .Xe caMie 5
GUIrYpKHl, YUTO ONHCAHH B pOMaHe.

He recounts how vividly he perceives his novel in concrete

visual and aural terms:



LT TR e T

C TeueHHUEeM BpPEeMEeHH KaMepa B KHUXKe 3aazByuala.
OTU8TIAUBO CJIAHUHUAJ 3IBYKHU DOANTe o o o Ho BTtoro mMano.
Korma sartuxaeT OAOM M BHU3Y DOBHO HHU Ha u&M He uUrpawr, 4
CJAHWY , KaK CKBO3b BbLWI'Y IPOPHBaeTCA U TOCKJUBaAaA M 3JoOHaM
rapMOHUKa, & K TapMOHHKe INPUCOEIUHAWNTCA U CepLUTHE U
eyaJlbHHE TIoJoca MU HOOT, HOKT. o o o JaueM Xxe racHerT
KOMHaTKa, 3ayeM Ha CTpaHullaxXx HacTylnaeT 3UMMHAA HOYb Hal
NIHenpoM, 3ayeM BHCTYNaKT JouailHHHE MOPIH, & HaLl HUMH JHUIa
Joreil B nanaxax. H BUXY A ocTpHe uWaAUKH, M CJHAHWY A LYUY 3

Tep3aluuil CBUCT.

Finally, he relates how he deals with the problem of

pinning down these elusive visions by omitting all that
is not actually seen, by plucking the essential action
from the novel and by pruning it of the impersonal voice
of the third person so that the characters and places are

brought into sharply-focused three-dimensional existence:

A oueHp npocto. YTOo BUAHULL, TO M INUUH, & UYEro He
BUIWWL, IIHCATh He cJaexyeT. DBoT: KapTHHKa 3aropaercsd,
KapTHHKa paclBeyuBaeTcsa. OHa MHe HpaBUTCaA? UYpesBHUallHO.
Crano OHTbL, £ U NHUY: KapTHHKa nepsBasg. §f BUXY Bedep, TODPHUT
jaMna. DBaxpoma abaxypa. HoTH Ha posne pacKpHTi. Hrpaort
"paycTa". Bapyr "®aycT" cMoaKaeT, HO HaYUHAET HUI'DATh RHEIPS
rurapa. Kro urpaet? DBOH OH BHXOILUT M3 JnBepe# Cc rurtapoit B
pyke., CJanuy =-- HanepaeT. IlHuy =-- HaleBaeT. .« . o

Houy TpU £ NIPOBO3UJICA, UI'pad C INepBOH KapTHUHKON, U K 1
KOHIY 9TOH HOUM § IIOHAJ, YTO COUYUHAKW IbeEecCy.

s strrestarminpy—tho—sssonce Gf the novel) The
the theatre obviously meant that i%unwieldy

exigenclies O

ad to be pruned to a much tighter and
succinct dramatic structur?( In this respect, Bulgakov

cosmic scaleV¥

might be said to have over-pruned; so much of the flesh of
the novel has been removed that we are left with little
more than the bare bones. In other words, unlike the other

Civil War plays examined here, Dni Turbinykh has to rely

heavily ~-- if not solely -- on its characters. It is by



no means a straight adaptation of Belaya Gvardiva; many

of the characters who help to create the multi-faceted
aspect of the novel, for example, Vasilisa, Vanda, Mal¥yshev,
Nai-Turs, Julia Reiss, Rusakov, Shpolyanskii, Karas' and
Anyuta are absent from the play, whilst others such as
Nikolka and Elena have been modified. The Hetman, Tal'berg
and Shervinskil have been amplified, while Fedor, the foot-
man, and the German officers have been written into the
expanded scene of the Hetman's defection. M¥shlaevskil
assunes a more significant role, while Larion remains un-
changed in essence and weight. The central novel figure of
Dr Alekseil Turbin has been altered to a degree that he is
something of a composite figure in the play, exhibiting

traits of Malyshev and Nal-Turs as well as his namesake.

In the play much of the universal and historic quality
is lost and there is no attempt to express the voice of the
people, although these defects are attributable to
Stanislavsky rather than Bulgakov.5 As only those
protagonists who are airectly concerned with the action
remain, the fusion, lyriclism and epic scale of the original
worlk are lﬁrgely reduced to the proportions of a personal
tragedy. The world of the play Turbins is far more
enclosed and narrow than the world of their novel counter-

parts, with the result that the overall effect is an

impoverished, skeletal version of the original. Despite

this reduction of the cosmic to the parochial, in the play

we witness people -- many of them admirable -- whose lives

are undergoing cataclysmic upheaval, and whose stable
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domestic environment is suddenly ruptured by violence and
death. They are faced with a choice: either to perish
with the old order, which is the choice made by Studzinskii,

or to welcome cautiously a future which 1is, at best,

uncertain, but which, at least, offers hope.

The realization of the bankruptcy of hitherto dearly-

held values and of the passing of a beloved way of life is

central to both Belaya Gvardiya and Dni TurbinVykh but

emerges more emphatically and explicitly in the latter.
Aleksel Turbin, caught between his rejection of the
discredited old life and-his inability to accept the new
is morally, socially and politically a displaced person,
Unable to compromise,he is left with no alternative but to
tdo the -decent thing'!. Hence, Aleksei's motives for his
(unduly) heroic defence of his cadets remain ambiguous,
open to an interpretation that the gesture is at once also

expiatory and suicidal, as suggested by Nikolka:

1 agapw, 4Yyero TH CHLHuwbL! J3HaK, TH, KOMaHIUD, CMEPTH OT
noszopa xIi8ub, BOT UTO!

6

By the author's suppression of the emotional side of

Aleksei's character and by the removal of the Julia Reiss

character, Aleksel is given nothing more for which to live.

The play attempts to show the various factions involved

in the events which took place in and around Kiev in
1918--19 with scenes set in the gymnasium, the Hetman's

headquarters and in the Petlyuran camp as well as in the
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Turbins' apartment (which effectively shuts out the other
three) but the result is somewhat disjointed and static,
as the individual scenes bear little relation to one
another. The cohesiveness of the novel is altogether
lacking and thus, an audience watching the play has the
impression that it is witnessing not so much a succession
or simultaneous occurrence of interrelated events, but

rather, a group of sporadic, isolated incidents.

Apart from his own textual modifications, Bulgakov
had to contend with the influence brought to bear on the
production by Staniélavsky as a result of which scenéstwere
either removed or inserted.7 Thus, ‘'Aleksells Dreanm' was
cut8 as were scenes depicting the lives of Lumble folk
(see p.64) while the gymnasium scene was shortened.9 ¢More
significantly, Aleksei's loss of faith in‘the Wﬁi£é cause
and Myshlaevskii's embracing of Communism were more clearly
defined and the (controversial) last scene re-written.lo

The net result was a truncatea, blander. play,

conventionalized in the traditional MKhAT style.

In their article, Ot 'Beloi Gvardii' k 'Dnyam
Turbinikh'.ll

views of contemporary reviewers who disagreed over the

Lur'e and Serman point out the conflicting

merits and demerits of the above-mentioned scenes. Hence,

ﬁccording to Blyum, the Hetman's palace, Petlyuran camp

and gymnasium scenes were sharp and satisfying, while the
domestic scenés were written 'mno uexoBckoMmy mTaMHyl_lz
A. Tsenovskii, though, considered that the 'epic! scenes,

full of shots, bugles and noisy props, compared unfavourably



with the intimate domestic scenes which were inbomparabiy

13

more effective,

Lur'e's and Serman's article also draws attention to
the interesting review of the play by the critic,
M. Zagorskii, who challenges the whole concept of turning
a novel into a play, which results in the latter being na
more than an.impoverished re-hash of the former. In having
done this, says Zagorskil, Bulgakov is guilty of 'mepsui

xynoxecTBeHHH rpex'. He contlnues:

BOMNpPeKU MHeHUHH JOCTOEBCKOro O rubeJbHOCTH M QaJbUUBOCTH
BCAKOHN TepenedKH ILJS ClLEeHH PEe3KO0 OUepUeHHHX B CBOeit OCHOBE
U CIOXETHOHM CTPYKTYpe OOpM poMaHa U nosecTH -- M. DByJaraxkos

caM nepexpauBaeT naa TeaTpa "Benyw I'Bapauwn'. 14

If Bﬁlgakov's chief sin was not that of adapting a
subject which was artistically completle in one genre  to
another, then there are two questions which arise,
Firstly, is Bulgakov simply a superior novelist and
inferior dramatist? Secondly, if the quality of the play,
Dni Turbinykh is judged to be poor, why did it -- and does
st still -- enjoy such popular (and, latterly, critical)

success?

The first question may be swiftly resolved by looking
at the rest of Bulgakov's dramatic output. Other piays
ére living proof of his skill as a dramatist. To take
Beg as an example, whose subject-matter, like that of
Dni Turbin¥kh, concerns the experience of the White Guard

during and after the Civil War, the style is as fluent,



- 68 -

mobile and imaginatively original as that of Dni TurbinVkh

is disjointed, static and dully conventional. There 1s a
tendency, in the West, to extol the virtues of Dni
Turbinykh purely on the grounds of its worthiness in
depicting an aspect of Soviet history hitherto ignored in
Soviet drama. Although the play is undoubtedly an
extraordinary product of this period in its sympathetic
portrayal of the officially reviled Whites, well-documented
evidence shows that Bulgakov's intentions were far from
writing an anti-Soviet play. The spectator is shown brave
and honourable men on the 'other' side and presented with

a view of events from their perspective. There 1is none of
the romanticizing typical of most other Civil War plays, no
prescribed message of uplift, no crude black and white
4issues with the ubiquitous positive finale; all is depicted
in shades of grey and imbued with ambivalence., The fact
remains, however, that the play's undoubted merit in

redressing the balance cannot be said to compensate for

its artistic shortcomings.

J

The answer to the second question is rather more
complex and must be based on conjecture rather than on
solid fact. One suspects that the play's early success
wvas due in part to its topicalilty and the controversy

surrounding it and in part to the exceptionally talented

original cast who succeeded in bringing the dialogue to
" 14ife. Not only was the style of the play suited to MKhAT,
unlike the mass epic dramas being turned out by other

“ dramatists, but the actors were people who formsd the



cream of the young MKhAT talent, selected for this play by
15

Stanislavsky, whose legend lives on today among those
who never saw them, actors such as Khmeldv who played
Aleksei, Dobronravov (Myshlaevskii), Prudkin (Shervinskil),
Sokolova (Elena) and Yanshin (Lariosik). These people,
trained in the Chekhovian style, according to contemporary
critics -- even harsh detractors of the play conceded the
skill of the acting -- were able to bring out all the
psychological subtlety of the characters, missed no

opportunity for humour and satire and succeeded in render-

ing the Turbins and their friends wholly sympathetic.

Although the performances of these great actors have

not been surpassed since -- and to judge from productions

at the New MKhAT, have been but palely imitated -- the

play'!s popularity endures, largely owing to three factors.

The first of these is that during its long sojourn in the
Soviet repertoire, and with the official reinstatement of

Bulgakov, the play has gained respectability to become

regarded és something of a sacrosanct classic. The second
facfor ijs that of nostalgia, both for the great days of
MKhAT and for the pre—Revolﬁtionary life-style depicted in
the play. It shows some of the best of 0ld Russia: the
quality of life (for people of the Turbins' class), its
grace; charm, warmth, colour and gaiety, in fact much

that was and is lacking in the Soviet period. Thirdl&,
tuch of the play deals with eternal themes in its ideas,
emotions and sense of history which transcend the

hysteria and over-sensitive reaction of its immediate



context. Victor Nekrasov writing in Nov¥i mir in 1967

sums up the play's attraction to the Soviet audience:

Sakhnovgky, a director at the Moscow Art Theater,
wrote that for the younger generation at the M.A.T.
The Turbins became the 'the second Seagull', . . .
The Turbins was not just a play but something much
more . . « it was a tangible piece of life, receding
as the years passed, yet always very near to me. . .
¢ o s I had never known a single 'white guardist'
in my life . . . And yet we had something in common
with the Turbins. A kind of spirit? The past?
Things, perhaps? . . . For I fell in love with
those people and I love them to this day. I love
them for their honesty, their nobility and their
bravery, and ultimately for the tragedy of their
position. I love them, just as hundreds of thousands
of people loved them who saw the play at the Moscow16

Art Theater-.

Thus, only a few years after the Revolution and Civil
War, when the majority of dramatists were already

portraying those events through the haze of romantic myth,

here was Bulgakov offering a play of sober realism seen

through the eyes of the defeated, while himself standing
at the crossroads of history with a foot in both camps.

He was late of the Turbins' class and life-style, yet

conscious like them that his was a class hated -~ and
probably justifiably so -- by the majority. He saw the
defects in his own people, knew that change was

inevitable and accepted the Bolshevik assumption of power.
Hence, as a product of one system, yel accepting life
under another, whilst objectively observing the
shortcomings of both, Bulgakov's work inevitably bears
the mark of ambivalence. Like Aleksei Turbin, Bulgakov
is unable to embrace the New Order with whole-hearted

conviction because his intellectual honesty cannot



prevent his seeing both good and bad. He is unable to
accept or reject without qualification because he is
incapable of seeing events in simplistic terms of black
and white and because he is also aware of the presence
of the 'unknown quantity', the spiritual dimension which

is not accounted for. He is conscious of some greater

theme which is beyond the earthly struggle, eternal
qualities, a continuity which prevails in spite of men's
confliects and which cannot be slotted into their rational
scheme. In acknowledging this dimension, Bulgakov is

virtually unique among early Soviet playwrights.

The initial collaboration between Bulgakov and MKhAT
came about as the theatre found itself in a period of
decline, attributable mainly to its repertoire and style
which seemed to be stagnating in the now ossified
Chekhovian mould, but also to the predominance of the
elderly actors in the company. Moreover, by 1926, MKhAT
desperately needed to add a play to its repertoire on an

approved Soviet theme which would nevertheless befit its

own traditional style. Dni TurbinVykh appeared to
Pavel Markov, MKbAT's artistic director, to fulfil both

requirements and, to a large extent, he was responsible

for initiating and encouraging the adoption of Bulgakov's

play.

There had been few new productions since 1918; one

- 4in the twenty-second season (1919--20), none in 1920--21

and one in 1921--22, followed by two seasons’absence on
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tour. In the season following their return, there were
again no new productions. The twenty-eighth season

brought Trenév's Pugachévshchina (premi2re: 19 September

1925) which had not proved a success and had run for

forty-one performances only;l7 Ostrovsky's Gorvyachee
serdtse (premigre: 23 January 1926) which had been a

relative success with 690 performances,18 but whose theﬁe

was scarcely 'Soviet'; A. Kugel''s Nikolal I i dekabristy

(premidre: 19 May 1926), another flop with thirty-seven

performances:.l‘9 and Pagnol's Les Marchands de gloire

(premidre: 15 June 1926), an imported offering which

20

notched up an unremarkable 103 performances. The

twenty-ninth season, however, brought Dni Turbinykh which

ran for an astounding 98Y performances,?1 a fact which may
be said to disprove conclusively all insinuations that the
play was anything but a popular success. Indeed, a survey

of the performance records shows that, between 1919 and

1974, the success of Dni Turbinykh has only twice been

surpassed by other productions, namely a dramatization of

Tolstoy's Anna Karenina which ran for 1052 performances22

and Oscar Wilde's An Ideal Husband which ran for 1029
performances.23 The periods in which these two latter
plays are set are, perhaps, noteworthy as they both relate
to eras and societies quite outside the scope of the
Soviet society in which they appeared. As this may also

be said of Dni TurbinVykh, it would seem to lend support to
the speculative theory postulated earlier (p.69) on the

reasons for this play's popularity.



Sadko, in his review of Dni Turbinykh in Zhizn!

iskusstva24 castigates the public for going to see the

play. Whilst asserting that few people would be attracted
S
by its political content, he attributed the play's appeal

to the 'romantilka meshchanstva' which:

6yneT npuBJeKaTh ToJanu Jaozeid B MXAT, oboraumaTh OapHUHHKOB
M TPpUXIH B HeLeJl IO BepxXy HaNOJHATL KaccCy TeaTpa. ' Bce

"vcraBuHe" OT peBoJakLHUU, Bce "HeBepuuue" B Hel, Bce
yeJJOBEKH B HyTiafape, bOolee Bcero OoAuHecs cCBexXero BO3LyXa
M uyBcTBybuue cebid XOpowo TOJLKO B cneprod arMocdepe ywTa
"yuyHOtd XU3BHU" -- BCce MeuwaHe U INOWJIAKU IIOINpexHeMy JaBoi 25

[IOTEKYT B 3puTedbHHN 3aa MXATa.

Ironically, of course, the hysterical outcry on the part
of the reviewers which greeted the play's appearance
earned it a notoriety which could only do good as far as
the box office receipts were concerned. Whether the
audiences were indeed drawn out of curiosity suscitated by
unintentional publicity such as the above or whether they
actually belonged to the above-mentioned groups one may
only conjecture, but even Sadko seemed to be resigned to
" the fact that, whatever the reason, 'tolpy lyudei' would

be drawﬁ to see the play. This constitutes one of

several examples of the ambivalent attitude of

contemporary reviewers.

The reference made to Dni TurbinV¥kh's box office

success indicates its importance to MKhAT in financial

terms, apart from any other consideration:

TeaTp nobuBaica nponiexHusa IHe# TypObUHHX, Kaxk ¢GuHAlICOBOH
623k a8 cBoell manbHeluweil paboTH. IBa Mecana, MPOXUTHE
reaTpoM 6e3 JHe#t TypbuHHX Ha aduue, OHIAM BpeMeHeM MNOJHOH
x038HCTBEHHON pas3pyxu TeaTpa: OoCTalbHON penepryap MXATa

He coOupat LOCTATOYHOTO KOJIUYECTBA NYOGJIUKH, -- LEIO0 LOWJIO
10 TOro, YTO Haualacb, TOBOPAT, 3alepPRKa 3apIIaTH

pabOTHHKAM TeaTpa.
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XO3ANCTBEHHO! paspyxu TeaTpa: OCTaJbHON penepryap MXATa

He cobvpal XOCTATOUYHOIO KOJUYECTBa NyOJIMKH, -- HeJO LOWJIO
IO TOro 4YTO Havyajlachb, TOBODPAT, 3alepPXKa 3aplJiaTH
pabOTHHKaM TeaTpa. | 26

This meant, in Sadko's eyes, that MKhAT was selling its
ideological soul in return for economic survival, thereby
condemning it to inevitable spiritual decline. Again,
the question of the public's continuing support is

eschewed:

Tpu pasa B Hegedw craBATcA JHM TypOHHHX, -- pa3Be 3TO He
3HAUUT, 4TO OHBUHN "TeaTp UexoBa", 6ose3HeHlO
yyBCTBOBaBUEro BCAKY NOWJIOCThL M MeWaHCTBO, cTaJd "TearpoM
Byaraxosa', -- npopoka M amnocTtoJa poccUickol
0OHBATEAbUUHAN? . . . 27

Ho Benps 3TO Xe CMEpPTHHH NPUroBOp IJS TeaTpa, €CJHH OH
MOXEeT CYLEeCTBOBATb TOJILKO 3a culT nrnect, cToAued B caMoM

KpuyanueM MNIPOTHBOPEUHUU C OKPpYXawueH pealbHON jaeReTrsireNl
1eCTBUTEIbHOCTHIO, COIHAJbLHHM CTPOEM, C MUPOCO3EplLaHUEM

1 HaCTPOEHHEM OTrpPOMHOro OOJbUHUHCTBA HaceJeHUA U Tallo !y, <O

The reviewer's remedy for the company's predicament was

to exhort it to make a conscious effort in rising to meet

the challenge of its crisis by putting on more and more

new plays as well as bringing back old ones

29
710 \MUHUMaANIBbHON HODMH.
One wonders what a '"minimum norm' might be in artistic
terms. Again, it was assumed that MKhAT's fundamental
problem was its repertoire, although one is bound to
suspect -- especially in view of what Bulgakov wrote about

his relationship with the MKhAT -- that the problem lay in

the stranglehold of the formidable and autocratic duo,

Stanislavsky and Nemirovich-Danchenko.



Finally, in his article, Sadko strongly advised
MKhAT to rid itself of the nefarious influence of
Bulgakov whose play he deemed a 'HeHagexHasa oTnopa',

supporting MKhAT in the same way that:

BeplBKa NoLlepxXyuBaeT NMOBeCHBUErocHd. 50

L

Shortlyaafterlthe opening of Dni Turbinvkh on
5 October 1926, the storm which had been brewing over it
broke, and the debate which was to continue for many
months started. The first manifestation of this was the
public.'trial' of the play at the Dom Pechati which was
reported in several papers and journals. The purpose of
this apparently one;sided debate seemed to be to give
Bulgakov's principal enemies -- most of whom had already
condemned the play in print -~- the opportunity to conduct

t it
a concerted denunciation of eeme in public; in short, to

give author, play and all participants a 'ropsauasa Gausa',

The author(s) of the article which appeared in Vechernyaya
Moskva31 reported that among others, Bulgakov's well-

xnown adversaries, Orlinskil, Litovskil, Podgaetskii and
Levidov were present in their capacity as 'raaBuue
6auumuxu'. The ensuing battle of words was reported with
evident relish. The banshchikil severely condemned MKhAT
for its pro-White political attitude in choosing to stage
Dni Turbinykh 2 and the director, Sudakov, for slavishly

following the author's (anti-Soviet) intentions in his

jnterpretation of the play. They saw the play in the

following terms:



JTO HaCMelKa pPYCCKOro WOBHUHHUCTA HaAl YKpaHMHUaMU. TaxkuMm
06pa3oM, gaxe INOJOXUTEeJAbHHE MOMEHTH IbeCH 33

aHTUPEBOANLUUOHHE . (Kupuon)

This led them to their final assertion that:

[Ibeca BCTpeTHUJa OTIOP CO CTOPOHH BCcelt COBETCKOH 3
o6uecTBEeHHOCTH. (OpPIMHCKUIN) 4
These predictable conclusions were reached, apparently, in
the face of little opposition but, equally, with little

sign of approbation from the assembled throng:

HO COUYYBCTBUA He OHJO: nyOJauka OpUuJa B XOopoluee 35
HaC TPOEHHUEe.,

For their part, the MKhAT actors present maintained silence,

on the grounds that they were not qualified to speak on

the company's behalf and claiming that Stanislavsky was ill
and unable to attend the 'hearing'. Presumably, the
dignified silence and the diplomatic illness both reflected
the management's policy of discretion rather than valour in

36

the face of such biased censure.

Ultimately, Stanislavsky, despite having interfered
extensively in the staging of the play, disassociated

himself from the production, leaving Sudakov as the sole

accredited director.

Two years later, 1929, marked the year of official

disapproval of Bulgakov's plays and their subsequent

removal from theatre repertoires. Rabochaya Moskva
carried an article announcing the removal of Dni Turbinykh
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from the MKhAT repertoire by the head of Glaviskusstva,
L. L. Obolenskii, in accordance with the board of
Narkompros which had tolerated the play's inclusion only

37

until a suitable replacement was introduced. This had

now happened in the form of Ivanov's Blokada which had its

premiére on 206 February 1929.

In addition, Zotlkina kvartira and Bagrovyi ostrov had

alresdy been removed from the repertoires of the Vakhtangov

and Kamerny theatres respectively following 'protests from

38

public organizations'.

An article in Komsomol'!skaya Pravda dealing with the

same subject also came up with some interesting remarks on
the economic results of the production. It set out the
costs of the production against the box-office receipts,
viz. 21,000 rubles against 792,301 rubles and concluded
that having made this substantial profit from the play over

24,9 performances, the theatre would have suffered no

financial loss by the swift exclusion of Dni TurbinvVkh
39

from its repertoire.

The article went on to say that the same was true of

Bagrovyl ostrov at the Kamerny which

BH3BaBlas NPOTECTH obumeCcTBEHHOCTHU, Yycnexya npo#itu 42 pasza,

1aB cSopy 49.011 py6. TocranoBka Barposoro ocrpona oﬁomn340
o6ounacy scero B 9.000 pyo.

There was no attempt made to reconcile the anomaly of
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public protest on one hand and (to judge by box-office
receipts) public support on the other. Having served
their remunerative purpose, according to the writer, these
plays should be dispensed with without further ado,

especially in view of the availability of 'better' plays

on more appropriate themes:

Ho Temepb, KOIZa 9TH aHTUCOBETCKHE INbECH IPEBPATHIUCH yXe
B "jOMHHX KOpPOB" M IIPpUTOM KOPOB TYUHHX, & B peneptyape MXT
u MKT momBMIMCH HOBHe, Golee JOCTOMHHE MbeCH, Hax JlHam .

TypOuHHX U barpoBHM OCTPOBOM ZLOJKEH OHTL NMOCTaBJIEH KpecCT.
No justification for this peremptory action was offered,

apart from the incidental remarks quoted above.

Dni Turbinykh is known ﬁo Western audiences in a wvay
that the other plays discussed here are not. The first

English translation of thé piay was made by Eugene Lyons
in l932_under Bulgakov's personal supervision.
Productions iﬁ England took place in 1934 at the
Ambassadors; in 1938, there was a production by Michel

St Denis at the Phoenix, based on an adaptationﬁby Rodney
Ackland, with Peggy Ashcroft and Michael ﬁedgrave; in
1960, there was a televised version directed by Rudolf
Cartier with Mariﬁs Goring as Alexel, Sarah Lawson as
Flena and David Cameron as Shervinékii. in 1979, the

Royal Shakespeare Company put on a production at the

Aldwych directed by Barry Kyle and using a translation by

aMichael Glenny, in which the scene in Actiii in which*a

Jew is tortured was reinstated at the director's behest. 4%
Most recently, in 1984, the BBC televised a production by

Cedric Messina, again using the Glenny translation and
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including the anti-Semitic 'scene, translator and author

receiving equal prominence in the credits.

- It seems strange that this play should attract

Western directors as it seems to offer more in the way of
historical rather than dramatic interest. Bulgakov's
original conception of the play as a fragmentary drama on
the lines of Lyubov! Yarovaya and Shtorm, depicting -
.contemporaneous events during the Civil War, had been
firmly quashed by Stanislavsky, and Bulgakov had been
compelled to alter it to formal classical mode.43 Because
of this re-writing and interference by other parties at
MKhAT, the play is disjointed, particularly in the scene
set in . Bolbotun's camp which is not linked up with any of
the other common threads running through the play. The

original Act ii, Scene 2, a potentially interesting dream

scene, was removed on Stanislavsky's orders44 (see p.66).

The events surrounding the play and the different

factions must be perplexing to Western audiences; indeed,
in recent productions, it has been thought necessary to
provide background notes in the foria of script and film
footage to fill in the gaps in the awareness of the
circumstances surrounding the play.: - Why, therefore, should
there be the prevailing interest? What remains to attract
Western directors? The dialogue, it is true, gives scope
for humorous interplay, as the first MKhAT cast proved so
admirably. The Turbins are attractive, witty, intelligent

and merry, and thus engage the sympathies of the audience.
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Their lives are affected by personal as well as political
tragedy and upheaval with which people can easily identify.
Moreover, their stand for moral integrity and freedom set
against a lively, Bohemian style of living makes them both
appealing and understandable whilst their predicament is

accessible to Western audiences.

The action of the play takes place in and around the
chaotic events in the Ukraine during the Civil War in the
years 1918--19. At that time, the conflict lay not only
between Reds and Whites -~ the latter having placed their

faith in the Ukrainian Hetman, a German-backed puppet

ruler, =-- but also between both Reds and Whites and a
third faction, the bandit force of Petlyura which enjoyed

popular support in the local rural areas.

The first act takes place in the Turbins'! flat, the
hub of their universe and a haven from the harshness of
the outside world which is shut out by the cream-coloured
blinds. Here, there is a seemingly unlimited supply of
hospitality. The family consists of three children: the
eldest, Aleksel, is a colonel in the White Guard; the

youngest, Nikolka, is a cadet in Aleksel's division, and

their beautiful sister, Elena, is married to Colonel

Tal'berg of the General Staff,

The first scene opens amid mounting tension as Elena

awaits the tardy arrival of her husband and AlekseY grimly

prepares for the following day's confrontation of



- 81 -

Petlyura's forces by his woefully inadequate division.
The -brooding tension is suddenly broken by the arrival
of Captain Myshlaevskil, -an old family friend, a bluff
but good-hearted type who has just returned from foot
patrol outside the city. He 1s suffering from exposure
and frostbite - and brings news of the desperate situation

in the field, first fulminating at the defection by the

peasants to Petlyura and secondly, at the gross
incompetence and callousness of the General Staff which
have led to the appalling deprivation of the soldiers.

He expresses his disgust in language which is both rough
and picturesque.. He requests that he be allowed to join
AlekseY's artillery unit where they will be able to fight
together alongside their mutual friend, Captain Studzinskii.
As Myéhlaevskii:is led away to thaw out, the doorbell rings
again, -but, once more, it 1is notl the long-expected Tal'berg
but heralds the entry of the chief comic-pathetic character
IL,ariosik, the Turbins' accident-prone cousin from Zhitomir.
Confusion ensues during his chaotic entry as, unbeknown to
him, the family have received no forewarning of his arrival,
nor do they know who he is. As this comic knot is finally
unravelled and-the cousin is warmly welcomed, there is a
third ring at the door which, this time, turns out to
announce the arrival of Tal'berg. There is sharp anti-
climax as he informs Elena that he 1is leaving immediately
ton orders! to flee to Berlin with the Germans who are
pulling out of. the Ukraine, leaving it to the fate of
Petlyura's superior forces. Elena discerns straight away

that her husband's main preoccupation is with saving his
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own neck while his second concern, prior to departure, is
to ensure that his property, namely his wife and his rooms
in the apartment, be safeguarded during his absence.
Elena's initially incredulous reaction to Tal'berg's
ignoble conduct gives way to cold disgust. During the
remainder of the dialogue, Elena's coolly ironic tone
betokens not:ronly her ability to judge independently, but
also the dissolution of her vows of love and fidelity.
She prevails upon Tal'berg to perform at least one small
act of decency in warning Aleksel of the situation. For
this advice, however, he receives little gratitude from

his brother-in-law who has grasped the full implications

and who, consequently, bids him a cold farewell.

Hot on the heels of the departing husband comes the
suspected rival for Elena's affections, her would-be lover,
Shervinskii. He is an opera singer by inclination but
personal adjutant to the Hetiman of the Ukraine by
profession. He is a handsome but rather dandified
character given to inventing fanciful stories to enhance
his own reputation. He is as delighted at the news of

Tal'berg's precipitous departure as Elena is downcast at

his cowardly abandoning of her.

The family are now reunited with their friends,
Myshlaevskii, Shervinskii and Studzinski% (who has just

arrived) and proceed to enjoy a lively supper complete

with wine and defiantly rousing song. The outward cheer,

however, belies the mood of impending doom, heightened by
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Tal'berg's defection. In the course of an increasingly
drunken meal poised between tears and laughter, the
political views of the protagonists emerge clearly.
Shervinskiil, with his customary capacity for self-delusion
and shallow optimism anticipates the advent of Ukrainian
rule by the Hetman under a restored Tsar of all Russia,
blithely dismissing the reported death of the latter as
wild rumour. His wishful thinking inspires enthusiastic
‘but naive patriotism in Nikolka, the youngest member of
the Turbin household. Studzinskil, Myshlaevskiil and
Aleksel take a soberly realistic view, aware that the
Hetman is a hollow symbol, largely responsible for their
present plight. Aleksel, their leader in both rank and
spirit, a man of integrity and astuteness, voices their
true predicament. He acknowledges that, as it is too late
to turn the tide, the struggle against the Reds is
virtually lost; he knows too that the odds against his

jnexperienced little division are hopeless, but he is

still prepared to put up a fight in defence of the Russia
in which he believes. The supper degenerates into drunken
chaos and, finally, Myshlaevskiil, the worst affected, is
removed from the scene by his fellow officers, leaving
Shervinskii alone, with the opportunity to court the

tipsy Elena and denigrate her husband. Elena only half-
heartedly repulses Shervinskii's advances and defends her
husband; her sense either of guilt or propriety rcasserts
itself in timely fashion as she suddenly realizes that

they are not alone. The emotionally confused scene is
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briefly and haziiy witnessed by a maudlin Lariosik béfore

he succumbs to the potency of the alcohol to which heé is

unaccustomed and passes out.

Act ii, Scene 1 depicts the Hetman's hasty, ignoble
and undignified flight from the palace assisted by the
Cermans as witnessed through the eyes of Shervinskii. As
the news emerges that Petlyura has broken through the
pitifully inadequate White defences, the initial panic and
confusion and the subsequent display of self-interest is
conveyed with irony and ridicule. The only altruistic act
-- and that not purely so- -- is performed by Shervinskiy
who manages to warn Aleksel of the increasingly dangerous
situation. The cynicism of the lackey, ¥edor, throughout
the scene is an eloquent comment on the behaviour of his
so-called'suPeriors. Additionally, Fedor, acting as é
mouthpiece for the common man, expresses indifference at

the passing of the old masters and the coming of the new,

‘There is an abrupt transition in Scene 2 to the enemy
camp, the cavalry division of Petlyura's forces, led by the
brutal, swaggering Bolbotun. The brief scene depicts a
.couple of incidents of gratuitous violence to indicate the
sadistic and tyrannical nature of this faction. Harsh and
unjust punishment is meted out to a frost-bitten deserter
and a Jewish bootmaker bears the brunt of Bolbotun's anti-
Semitism. Suddenly, the order to attack is phoned through

to the camp and the scene concludes with the swift departure

of the brigand cavalry, conveyed aurally.
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In Act 111, the scene shifts to the Alexander High
School where Aleksel's undermanned artillery division,
consisting mainly of cadets, is posted. The cadets, on
Myshlaevskii's orders, break up the classroom desks for
firewood to light the stoves. Incredulity in the face of
their vandalism is registered by the o0ld caretaker who is
apparently oblivious of the situation outside the school
and who remains intent on carrying out his school duties
as usual. As the division assembles in ranks, Aleksel
enters to deliver the bleak message that the struggle is
lost and that they must all now flee to their homes. This
news is greeted by uproar and near-mutiny followed by
noisy confusion. When order has been re-established,
Alekseil first upbraids the young soldiers for their
insubordination which conclusively demonstrates how useless

they would have proved in battle. He then reveals to them

in a speech of controlled, bitter passion the betrayal and
flight of the Hetman and General Staff so that there
remains no cause for which to sacrifice themselves.
Studzinskii suggests that they make their way to the Don to
join Denikin's forces, but his suggestion is scorned by

Aleksel who, in a brief key speech, indicates his change of

heart:

TamM Ha JIOHY, BH BCTpPeTUTE TO Xe caMoe, eCJH TOJbKO Ha JoH
npobepeTeCb., BH BCTpeTHTE TEX Xe TeHepaJoB U Ty Xe uTabHYyW

OpPaBY . e o o

OHU BaC 3acTaBAT ApaThbca ¢ COO6CTBEHHHM HapoaOM. A Korma oH
BaM paCKOJeT TOJOBH, OHH yOeryT 3a rpaHully ... § 3Haw, 4YTO
» PocToBe TO %€ caMmoe, uto ¥4 B Kueme. TaM jpuBuU3nOHH Oe3

cHapiALOoB, TaM WHKepa 0e3 camnor, a OQUUEepH CUAAT B KOQPEHHAX.

CayuailTe MeHA, Apy3ba mou! Mue, 60eBOMy odHullepy, MOPYUHAH
paC TOJKHYTb B ApakKy. DBujo Ou 3a uro! Ho uHe 3a urto.

ny6JAMYHO 3afABiAfAK, 4YTO A BaC He NOBely H He nyuy! § Bam



ropopp: 6eJoMy ABUXeHUI0 Ha JKpaKnHe KOHell. EMY KoOHel B L5
PocToBe-Ha-JloHY, Bcwoiy! Haponr He ¢ HaMu. OH NpPOTHB HaC.
Following this speech, Aleksel once more orders his
troops to disband, this time with an increased urgency
which is dramatically underlined by a sudden explosion. As
everyone leaves in disarray, tearing off their insignia as
they go, Aleksei remains at his post, burning official
papers and awaiting the return of a detachment of cadets
from an outpost. Refusing to accompany Myshlaevskii at
the latter's bidding, Alekseil sends him home to Elena, but
Nikolka defies his orders, refusing to leave without hin.
They jointly manage to cover for the remaining cadets who
return, hotly_pursued by Bolbotun's men, but as the latter
take over the school, Aleksel is killed by an exploding

shell, while the devastated Nikolka, although wounded,

manages to escape.

Scene 2 is set again in the Turbins' apartment as
?l1ena and Lariosik and then Shervinskil, followed by
Myshlaevskii and Studzinskil, anxiously await the return
of Elena's brothers. As tension mounts, a row breaks out
between the dandyish'Shervinskii and Myshlaevskil as the
latter accuses the former of colluding in the Hetman's
departure. Shervinskil justifiably points out that they
owe their present safety to his timely warning; finally,
this is acknowledged and the two men make their peace
under gtudzinskii's order. Shervinskiil cannot resist
telling one of his boastful lies, claiming that the gold

cigarette case which he in fact removed from the Hetman's
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desk, was a personal gift from the Hetman presented as a
token of gratitude. Shervinskii's displaying of the case

is taken as irrefutable proof of the story.

A sudden knock at the window puts them on their

guard,‘but it turns out to be'the wounded Nikolka who has

managed to drag himself home. The friends carry him in,
trying not to arouse Elena's fears, but she realizes at
once that Nikolka has been seriously wounded and her
instinct‘tells her that Aleksel is dead. 1In the only scene
where Elena exhibits an outburst of raw émotion, she blames
the other officers for Aleksef's death. Studzinskil}
accepfs her blame and threatens to kill himself, whereupon
the others prevail on £lena to retract her harsh words.
Thié she does before Nikolka cénfirms her worst fears. The

act concludes abruptly as Elena faints to the ground.

In contrast to the high drama which concludes Act iii,

the opening of Act iv 1is set two months later in a quiet

domestic scene as Larion and Elena decorate the Christmas
tree, carrying on the household traditions despite recént*
tragedy to which no reference is made. Instead, they seem
preoccupied with their own emotions, Elena gently rebuffs
I,arion's gauche declaration of love by revealing her
existing relationship with Shervinskil, a situation which
appears to have escaped her cousin's notice. As Larion
departs to drown his sorrows, he meets ShervinskiY on his
way in.i The latter has just come from his successful debut

at the opera house. With his ever-strong instinct for
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survival, Shervinskii has now become a bona fide member
of the civilian population and has even taken the
precaution of donning shabby outer clothes over his
magnificent suit and frock coat lest he be hounded by the
Bolsheviks as a member of the Ukrainian 'boss' class.

His references to the outside world reveal that Petlyura's
army has fled before the approaching Bolshevik forces.
Ever the opportunist, Shervinskil uses this rare occasion
of solitude with Elena to point out to her that a new life
is beginning for them. He begs her to divorce formally
her husband and marry him which, after a modicum of
protest, she agrees to do on condition that he reforms

his propensity for lying and deception. Shervinskil
triumphantly destroys the picture of Tal'berg on the

mantlepiece before exiting with Elena to exercise his
vocal chords in a joyous epithalamion. Against this back-

ground of musical euphoria, Nikolka enters, a poignant
figure, still supported by crutches and now wearing a
student's rather than a cadet's uniform. Seeing the emptly
portrait frame, Nikolka guesses what has taken place, which
he proceeds to relate to Larion upon the latter's return.
LLarion, on hearing confirmation of this news, inevitably
drops the precious bottle of vodka which he has only just
managed to secure. This latest incident in Larion's series
series of clumsy misfortunes is still being dealt with

when Myshlaevskii and Studzinskii arrive, both in civilian
dress. From their talk, it emerges that the Bolsheviks
will be arriving in the city the following day. There

seems to be a general cautious curiosity about them, the



sole dissenter being StudzinskiY who rejects the Bolshevik
authority and announces his intention, albeit vague, of
joining Denikin's forces on the Don. 1In words of bitter
irony, Myshlaevskil reminds Studzinskil of Aleksei's
realization of their leaders' betrayal and of the price

which he ultimately paid for this betrayal:

IosoapHo! §{ BOWK C JeBAThCOT YETHPHALLATOIO roza. 3a 4YTo?
3a oTeuecTBO? A B5TO OTeuecTBO, KOorjga OpOCHMAM MEeHS Ha L6
nosop?!... H a4 ondaATp ULy K 9THM cBeTiaocTaAM?! Hy Her.

Although Myshlaevskil is unsophisticated in the realm
of politics and might even be described as a political

illiterate, demonstrated by his declaration:

i 3a O00JBLUEBHKOB, HO TOJBKO IPOTUB KOMMYHHUCTOB 47
he has, nevertheless, grasped the essential point, namely
that the Bolsheviks have the grass-root support that the
others have not. Moreover, he .does not wish to be cannon-
fodder for what has become a dishonourable cause:

Crnepel¥ KpacHOrsapleHln, KaK CcTeHa, C3aiHd CIEeKYJAHTH U

BCAKas pBaHp C reTMaHOM, a A nocpepauHe? Ciayra TOKOPHHH!
HeT, MHe HajnoeJo uH3obpaxaTh HABO3 B npopybu. IycTsh

Mo6uauaywT! Ilo KpaltHe#l Mepe Oyny 3HaTb, UTO A OYLY CJIAYXHTH
B pycckoit apmuu, Hapox He Cc HaMH. Hapoxm npoTuB Hac. 18

Anexceilt OHJ mnpaB!

Given Larion's exemption from military service on medical

grounds, his pacifist interjection:

fl mpoTUB YyXacoB rpaxiaHCKoOl Bo#HH. B cywHocTH, 3aueM
NpoJNBATL KDPOBb? 49

is regarded as misplaced by the soldiers present and he is
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roughly put in his place by Myshlaevskii. The latter
pursues his pro-Bolshevik argument, expressing optimism
in Russia's future as a great power and countering
Studzinskil who considers that Russia's glorious days as
a mighty power have ended. Myshlaevskil further warns

Studzinskil of the dangers of leaving one's native land

and becoming an exile abroad:

Hyxun BH TaM, KakK IyuwkKe TpeThbe Koxneco! Kyza HM npueznere,
B xapp HanawoT oT CuHranypa 1o llapuxa. § He noeny, Oyny
sgecb, B Poccuu. M O6yap ¢ Hen urto Oyner!... 50

Before these points of view can be reconciled, Elena
and Shervinskii enter to announce their intention to marry.
Larion is persuaded to add his congratulations to those of
the others and the announcement naturally offers a pretext
for toasting the couple. Celebrations are just getting
underway when Elena's husband, Tal'berg, makes an
unexpected reappearance. He ,to0,1s apparently intending
to join the White forces on the Don and wishes to take
Flena with him. ‘The latter, in a brief scene alone with
him, tells him of her brothers' fate and declares her
intention of divorcing him and of marrying Shervinskii.

At the first insult which greets this news, Elena, unable
to cope, summons Myshlaevskii who hits Tal'berg and then

throws him out without any further ado. The celebrations
are resumed and conclude with Larion's sentimental speech

about weathering the storm of civil war and coming to the

safe haven 'c KpeMOBHMHY MTOPaMH'sl where they are all
sustained by the warmth of human fellowship. The speech

is brought to an abrupt and jarring conclusion -- perhaps
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an intentional comment on it -- by the sound of cannon-
fire. After momentary panic, they realize that it is a
salute, heralding the arrival of the Reds. As the
increasingly loud playing of the Internationale is heard
off-stage, the Turbins and their friends go to the
window to look out on the real world outside. Nikolka

greets the arrival of the Reds with (incomprehensible)

enthusiasm as:

BeJUKHUH MPOJOr K HOBOM MCTOPHUECKOH nNbece. 22

The only note of bitter resignation is sounded by

Studzinskii in the much-quoted last line of the play:
KoMy -- mpoJoOr', a KOMY OSIHJOT. 53

This line contained sufficient ambiguity to be regarded

as ideologically dubious by Bulgakov's critics.

Despite Aleksei's death in Act iii, he remains the
central figure of the play and the author's mouthpiece.
He is the man of honour, an admirable representative of
the ruling-class who acknowledges the inherent degeneracy
of that class and, thus, its inevitable passing. This
begs the question of his loyalty to the White Guard. His
initial stance of patriotism and fealty (to a now dead
tsar) are heartfelt, as is his will to defend the city
against Petlyura's bandit hordes, but he also knows that

the Communist forces will ultimately triumph because of
their grass-root support. In them, he sees, lie moral

strength and seriousness of purpose which cannot be denied



or opposed. Aleksel seems uncommonly wise and serious

for his thirty years,possibly because of the heavy burden
of responsibility which he has to bear. He is preoccupied
with world events, appears austere and formal and displays

no trace of the frivolity and facetious humour which he
tolerates in his friends and family. Aleksei is given
1ittle opportunity to show his private emotions, although

he briefly signals his contempt for Tal'berg by refusing

to shake his hand in farewell. 1In his relationships with
others, it is, above all, his qualities of humaneness,
altruism and integrity which emerge. From dealing with a
drunken and frost-bitten Myshlaevskil to covering the
retreat of his troops, Aleksel assumes his responsibilities
unflinchingly, placing others first and himself last. His
ultimate sacrifice is possibly unnecessary and could well
be interpreted as a (subconsciously) expiatory act, but it
is also unquestionably noble and brave. His death means
the loss not only of a military leader but also a moral
guide. Although his authoritative pronouncements are used
as a point of reference posthumously, with Alekseitl's death,
the strong focal point of the White Guérd is 1osf and the

other characters have to make thelir own decisions about

their future lives.

For his portrayal, Khmeldv, the original interpreter of
the role, won universal praise, which would seem to
indicate that he was able to capture the passion which lay
behind AlekseY's rather forbidding exterior, thereby

creating a character to whom the audience could relate.
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Nikolka, by contrast, is a lightweight character. In
the main, he exhibits the general attributes of youth --
high spirits, impetuousness and idealism ~-- rather than
specific personal qualities. He treats his elders and
betters (including his Colonel/brother) with due respect
and in no way resents his junior status. He acts as a
foil to Aleksei; like him, he is patriotic and courageous,

but ﬁnlike him, he is naive and eternally optimistic.

His cheerful, defiant musical accompaniment enlivens the
apartment scenes, punctuates the action and refers to
outside events. Nikolka is presented as a sympathetic
character who ‘likes and 1s liked by everyone. His own
disabling injury and grief over Aleksei's death make hinm

a poignant figure 'in the final act and cause the last words
which are put into his mouth to ring hollow. His apparent
éhange of heart is both unheralded and unsubstantiated:
there is no suggestion of such a change in his novel
counterpart, which leads one to conclude that these words

were wished upon the author.

Elena, the only female character in Dni Turbinykh,
epitomizes the traditional notion of femininity. A
description of Bulgakov's own mother would suggest that
the portrait of Elena is, to some extent, based on'her.54
A quasi-romantic herolne, she is beautiful, accomplished
and charming whilst being tolerant of unconventional
behaviour and even indulging in it herself. Admirers, we
learn, have always flocked to her side, and now, she is

ardently courted by one of the characters and worshipped"
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from afar by another. The male characters defer to her
wishes in domestic matters, and rush to protect her from
the harsh realities of life; 1n the course of the play she
never leaves the apartment. She is as indulgent towards
the menfolk as they are towards her. Thus is Elena wooed,

cosseted and protected, insulated behind the cream-

coloured blinds of the Turbin apartment.

Elena's strength, however, lies in her female instinct
for survival; she overcomes bereavement, a disastrous
marriage, family misfortune and the passing of a familiar
and beloved way of life. She represents hope for survival
and renewal of life for the men.whose role.-- however
justified -- is one of violent destruction. Assuming as
required the roles of housekeeper, nurse and hostess, she
ensures continuity in the quality of day to day living,
supplying the comforts of domestic life: food, warmth,
hot water and even an elegant style of living amidst chaos,
fighting, misery and hardship. It does indeed seem
strange that the Turbins' high standard of living should
have been preserved throughout this period
(notwithstanding'the odd power-cut!) and that they
appear to suffer none of the general deprivation. Not
surprisingly, this point was pursued by several critics
of the play. Additionally, Elena creates a haven of
emotional warmth and security -- however illusory =--
~ whither the menfolk repair after exposure to battle and
danger. She offers a retreat too, for cripples (Nikolka)

and misfits (Larion). The character of Elena is in marked
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contrast to the female protagonists in the other Civil War
plays discussed here. She is essentially unaffected by the
fiwar raging around her, except to the extent to which it
directly impinges on her personal life. She appears to
remain largely ignorant of events outside; the ideological
struggle belonéé to the world of men, and she spares little
thought or concern for anyone outside her immediate clan.
Devoid of notions of class consciousness and female
emancipation, Elena in no way represents the New Soviet
Woman or any of the variations on this type. Although she
exhibits a measure of independence by abandoning her
traitorous husband and forming a liaison with the dashing
Shervinskiil, nevertheless she is running no real risk. She
is financially well provided for, is protected against her
husband's wrath by her brothers' friends and is even
morally vindicated. The sudden break-up of her marriage,
however, must surely be seen as symptomatic of a general
breakdown of a way of life and traditionally-held values.
Likewise, her flouting of moral convention in forming a
1iaison with Shervinskil prior to her divorce and her
unseemly haste in accepting a new proposal of marriage may
be regarded as symptomatic of ahdesperately urgent need to

grasp happiness and stability in uncertain times.

As with all romantic heroines, Elena's beauty and

I VTR A W

Although her acceptance of Shervinskil's hand can scarcely
be seen as a wise move, her romantic desire for emotional

warmth and gaiety is seen by the other characters as a



perfectly understandable right and her influence on her
husband-to-be considered morally sound. It is debatable if
Elena would have succumbed as easily to the charms of her
new suitor or discarded her husband as readily for his
morally reprehensible behaviour -- quite apart from the

peculiar climate of the times -- if he had not been
undemonstrative, unattractive and dull. These reservations

apart, Elena must surely be seen to incorporate the
romantic notion of woman as bearer of sustaining love,

provider of domestic comfort and harmony and embodiment of

beauty and grace.

The three family friends who collectively, together
with the Turbins, represent the White Guard, are
characterized by individual traits and attitudes. Captain

Studzinskii alone remains true to the White cause to the

end, in spite of the betrayal by the General Staff. He
places his hopes in the vague notion of a White counter-
attack or backlash. He sees no place for himself in the
new Soviet society. He tries, in his own way, to remain
true to Aleksel's memory and regards it as a point of
honour to fight to the bitter end, even for a lost cause,
jgnoring Myshlaevskil's sermon on the worthlessness of the
cause itself. He will clearly continue to support the old
Rugssia and, as he sees it, the only true Russia., His
patriotism and sense of honour are shown to be genuine but
misplaced, and he is destined to become a sad,
disenfranchised and disillusioned exile, a worthy member of

the old régime who cannot accept the new, Hence, he is the
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one to utter the bitter last line of the play.

Shervinskil clearly lacks the integrity of his
colleagues because he is essentially morally weak, but

he possesses a quality which neither of the others does,

namely a strong instinct for survival. Throughout the

play, he contrives to be one step ahead of=the=game. He

abandons his well-cushioned post at the Hetman's palace
just in time to avoid capture by Petlyura's army, and

regains his civilian status just before the arrival of the

Bolsheviks. His opportunism is also shown in his wooing
of Elena and, eventually, winning her hand during

Tal'berg's absence. Apart from his general affability, his

attractions seem to lie entirely in his appearance, charm
and talent, all superficial attributes, but his redeeming
features are loyalty to his friends and homeland
(irrespective of régime), his generosity and his

jrrevressible capacity for enjoying life.

Myshlaevskif remains of the three friends the true
soldier. He 1is courageous and has served his country well.
His blunt expression belies his good heartedness and
loyalty. He, like Aleksel, has experienced at first hand
the moral bankruptcy, abuse of priviIege and betrayal by
his superiors and is no longer prepared to serve them.

Instead, he intends to join the Red Army and approaches

the new egalitarian society with an open mind. His aftitude

ijg one of realism, but a realism which is morally justified

and not simply pragmatic.
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The remaining member of the Turbin 'clan', acting as
a foil to the other characters, is Larion, whose near
imbecilic ineptitude and clumsiness are both tragic and
farcical. He is a misfit and thus, a non-participant in

the external turmoil of war and the internal emotional

turmoil of the household. Larion is hors de combat in

two senses, being unfit (both physically and mentally)
for military service and unsuitable as a contender for
Elena's affections. He nevertheless finds blissful peace
of mind as a member of the Turbin household, declaring it
to be a sanctuary from the harsh realities of existence.
At the same time, the relatively Bohemian life of his
cousins has been an exhilarating liberation from his
provincial, insular and over-protected existence in

Zhitomir. His role is almost akin to that of the 'holy
fool! and, as such, he is accepted by the other 'characters,

although one wonders how he will fare in the new Communist

society -

The ostracized erstwhile member of the Turbin household,
#lena's husband, Tal'berg, is cast in tae mould of Kareninj;
a cold and insensitive husband, more concerned with outward
appearances than with genuilne feeling. He 1s a careerist,
jntent upon protectling his own interests, apparently devoid

of finer sentiment but full of cant hypocrisy. He

represents, in their midst, the worst kind of General Staff
officer, bearing the tell-tale Germanic name, unlike themn
in every way, and by whose hand they have directly suffered.
In just such a man lie the seeds of the White Guard'!s

destruction. Tal'berg!s two appearances are brief, but,



- 99 -

while he is little more than a caricature of his novel
counterpart, he serves to illustrate the innate corruptness

of those in power and to heighten the dramatic tension with

his unexpected appearances and disappearances.

Other characters appear as caricatured representatives

of the different factions involved in the complex civil
war. Significantly, perhaps, the Bolsheviks are omitted
as they are in‘the novel; they ére, presumably, an unknown
quantity. The Petlyuran forces are represented by the
brutish Bolﬁofun whose ﬁain objectiﬁes in life are,
apparéntly; to lead his marauding band on a trail of
mindless destructioﬁ and violence and to instil abject
terror in the hearts of all and sundry. This embodiment
af evil tyranny emerges unequivocaliy as the enemy force
againét whom the Kievans must defénd themselves, leaving
the Bolsheviks occupying the third ground and emerging,

ultimately, as the liberators of the city.

The scene at the Hetman's palace is broadly satirical,
‘with the principal figures again caricatured. The Hetman
himself is portrayed as a weak, vacillating puppet ruler
who, when confronted with imminent defeat, is more
concerned with face- and, ultimately, skin-saving measures
than with standing by his supporters. The German officers
are ruth}essly pragmatic as they help the Hetman to effect
ihis hasty and undignified escape. Their quasi-farcical
hdeparture is witnessed by the cynical footman, Fedor,

whose contempt for his outgoing masters and apparent
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indifference towards the identity of the incoming ones
marks the alienation of the ordinary people from the

powers that govern them.

The caretaker, who plays a significant part in the

action of the novel, appears only as a bit part in Act iii.
His comments serve to illustrate the bewilderment of the
ordinary working citizens in the city as their lives and

deeply-cherished values are completely overturned.

The absence of the proletariat and peasants, the
masses, from this play was criticized by contemporary
reviewers as a glaring omission. Dni Turbinykh, they
felt,could not claim to be an accurate and impartial
portrait of the Civil War if the chief participants were
not properly represented. Fedor, as a lackey, was deemed
to be a mercenary rather than a member of the toiling
masses. Indeed, it must be said that the novel, Belaya
Gvardia, presents a richer panorama of the Civil War
encompassing characters from all walks of life, whereas
Dni- Turbinykh focuses on a personal and one-sided view
of the events in question, as the title suggests. Whether

or not the play is of any lesser stature as a result of

its local emphasis is, however, debatable.

The critical reception of the first production of Dni

Turbinykh was, for the most part, hostile. Negative

criticism ranged from the disparaging to the hysterically

vituperative and was, naturally