
THE STRUCTURE OF THE PEASANT 

UNIVERSE IN CHEKHOV'S SHORT STORIES 

by E^ajBurrelaia, 

UBRARKS • 

v . . «**• 

Thesis presented to the School of Graduate 

Studies of the University of Ottawa in 

partial fulfillment of the requirements for 

the degree of Master of Arts in Slavic Studies 

OTTAWA, CANADA, 1973 

C ) Eva Bundala, Ottawa, 1974. 



UMI Number: EC55869 

INFORMATION TO USERS 

The quality of this reproduction is dependent upon the quality of the copy 

submitted. Broken or indistinct print, colored or poor quality illustrations 

and photographs, print bleed-through, substandard margins, and improper 

alignment can adversely affect reproduction. 

In the unlikely event that the author did not send a complete manuscript 

and there are missing pages, these will be noted. Also, if unauthorized 

copyright material had to be removed, a note will indicate the deletion. 

® 

UMI 
UMI Microform EC55869 

Copyright 2011 by ProQuest LLC 
All rights reserved. This microform edition is protected against 

unauthorized copying under Title 17, United States Code. 

ProQuest LLC 
789 East Eisenhower Parkway 

P.O. Box 1346 
Ann Arbor, Ml 48106-1346 



ACKNOWLEDGMENTS 

This thesis was prepared under the guidance of Professor 

Tadeusz Krukowski, Ph.D., of the Department of Slavic Studies of the 

University of Ottawa. 

The writer of this thesis is undebted to Dr. T. Krukowski for his 

advice and patience. 



CURRICULUM STUDIORUM 

Eva Bundala was born on May 26, 1942, in Czechoslovakia. Studied 

Science at the Comenius University of Bratislava, Czechoslovakia, where 

she graduated in 1968. 



TABLE OF CONTENTS 

Chapter page 

INTRODUCTION I 

I CHEKHOV'S PEASANT PROSE 1 

II THEORETICAL CONSIDERATIONS 16 

1. Plot 18 
" 2. Character 20 

3. Se tting 22 
4. Point-of-vlew 23 
5. Concluding observations 24 

III THE STRUCTURE OF PLOT 31 

IV THE STRUCTURE OF CHARACTERS 40 

V SETTING 61 

SUMMARY & CONCLUSIONS 68 

BIBLIOGRAPHY 74 

ABSTRACT 76 

APPENDIX 7 8 



INTRODUCTION I 

The peasantry in the Russian Empire always consti tuted an over­

whelming majority of the population. Perhaps for th is reason alone, 

Russian l i t e r a t u r e dedicated a great deal of i t s a t tent ion and writ ings 

to the l i f e and problems of the v i l l age . The l i t e r a ry beginning of th is 

i n t e re s t can be traced back to the end of eighteenth century— to Chulkov's 

story en t i t l ed The Bi t ter Fate. Nineteenth century abounds in works on 

the peasant topic . Indeed, there i s hardly a wri ter or poet who does not 

have at leas t one important work on the v i l lage theme. Among these men 

of l e t t e r s who contributed to the peasant topic one finds the prose of 

Gogol, Turgenev, Grigorovich— to name a few. In the i r works readers 

are confronted with the Russian peasant universe before the emancipation. 

Nor was the peasant neglected in poetry. Koltsov's Russian songs 

(1835), I . Niki t in ' s The Tailor and_Nekrasov's Who Can be Happy in Russia, 

may be taken as a representative sample of poetry dedicated to the peasant 

theme. 

With the Edict of Emancipation promulgated by Tsar Alexander I I , 

l i t e r a ry output focusing on peasants enters the phase of immense populari ty. 

This phenomenon r e f l ec t s , to a large extent , the ideological movement 

known in Russian history as populism. The basic bel ief of a populist 

rested on a conviction that Russianess and Russia's future->aifebound with 

the fate of underprivileged and oppressed masses of peasantry. This phi­

losophy became almost a fai th among the post-Reform socio-economic s t r a ­

tum, the so-called raznochintsy. This new "c lass" absorbed members from 

various soc ia l groups, chiefly from economically-ruined gentry. The 

populist movement climaxed in the so-called "going to the people" movement 



INTRODUCTION II 

which took place in 1873-1874. During this period many thousands of city 

young people went to villages with the intention of helping and living 

with peasants. The movement failed. Mainly because of its starry-eyed 

idealism. Indeed, many a youth were turned over to the police by peasants 

themselves always suspicious of anything coming from the city. 

The intensity of populism subsided considerably during the reign 

of Alexander III, although it never ceased to be one of the main pre­

occupations of Russian liberals and revolutionary alike. However the 

changing economic conditions and social stratification brought an assess­

ment of the attitudes and new remedies for the eternal "peasant problem". 

The emergence of the proletariat during the last two decades of the tsar­

ist Russia turned the interest of intelligentsia and literati away from the 

village. Yet, even then the peasant occupied the foremost position among 

Russian intellectuals and practical politicians as well. 

The "golden" era of nineteenth-century populism spawned a veri­

table flood of prose about "the people". Much of what was published then 

belongs to literary archives, rather than literature. But there were 

writers whose works had a great influence upon the public's conscience 

and opinion as well as upon the great writers of the period. Among these 

writers one should place Ertel, Zlatovratsky, Nefedov, Zasodimsky, but 

above all, Gleb Uspensky. Each one of these writers projected a particular 

personal vision of the Russian village and its problems. The publishing 

of Chekhov's The Peasants and In the Ravine announces a new approach to 

an old problem; these two stories present a detached and objective analysis 

of the Russian village toward the end of nineteenth century. 



INTRODUCTION III 

The purpose of this dissertation is twofold: to study Chekhov's 

"peasant" prose on the background of the epoch as well as within the fra­

mework of the writer's own prose works. Chapter I and chapter II are con­

cerned with these two aspects of the thesis. The second part of the dis­

sertation is dedicated to the analysis of the major structural aspects of 

prose writing—chiefly plot, character and setting. 

Point-of-view is not scrutinized in a separate chapter, for met­

hods applied in analyses of the three preceding elements encompass author's 

"angle of vision" from which he presents the story. Concluding observations 

on this aspect are stated in the chapter Summary and Conclusions. 

The main concern of the dissertation is to determine Chekhov's 

technique employed in executing plot, character, and setting. 

The quotations from Chekhov's stories used in the thesis are cited 

in English translation;the corresponding Russian language texts are given 

in the Appendix. The source of these quotations is: A.P. Chekhov, Povesti 

i rasskazy v tryokh tomakh, Tom 3, Gosudarstvennoe izdatelstvo khudozhest-

vennoi literatury, Moskva, 1959. 



CHAPTER I 

CHEKHOV'S PEASANT PROSE 

The purpose and composition of the present chapter aims at provid­

ing a backdrop, both literary and historical, to the writer's fiction on 

peasant topics. The chapter is divided into two parts: the first focuses 

on Chekhov's totâ L prose output between the years 1892 and 1904. The se­

cond part will concentrate on Chekhov's interest in the peasant "problem" 

in general, and on his "peasant" stories in particular. 

The year 1892, in which Chekhov moved to Melikhovo is regarded 

as a literary as well as a biographical turning point. This date, which 

happens to fall half-way through the twenty-four years of his career, 

marks the beginning of a more settled period of short story writing than 

anything which had preceded it—from farce to literary maturity. 

The entire body of Chekhov's fiction written between 1892 and his 

death in 1904, contains altogether forty-two stories. As this figure re­

veals, the quantity of fiction written by Chekhov during the last twelve 

years of his life falls below that which had preceded it. In the latest 

Russian complete edition seven volumes are assigned to the earlier, and 

only two to the later period. But this ratio does not correspond to their 

relative importance. Indeed, one main feature of the later short stories, 

as opposed to those which precede, and to all other sections of Chekhov's 

work, lies in the dominant position which they occupy in his artistic 

achievement in the field of prose. 

The period which begins in 1892 shows Chekhov's new approach to 

fiction. In contrast to the earlier period, now he begins to abandon the 
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approach of a comparatively dispassionate observer. From 1892 on, Chekhov 

tends to handle his stories in a manner more consistent with the demands of 

those who looked to fiction for a comment on life. The consequence of this 

noticeable change was, that: 

...social problems began to feature more prominently and though 
Chekhov's attitude to them never became tendentious enough to satisfy 
all his critics, although he did begin to show his own sympaties more 
openly, and to express protests,...against trends and theories which 
impressed him as undesirable. -*-

From this perspective the later stories can be suitably grouped in accord­

ance with problems which they tackle. Thus, one can speak of: 

The Bourgeoisie Fiction, where the Russian social scene is of domi­

nant importance: the growth of Russian industry, the new bourgeoisie and 

the worker, and the life in the village. In these stories the source of 

human frustration is > related to the flaws of a social system in which a 

great majority of Russians lived in deprivation. Concern with social phe­

nomena, though fundamental to the stories, is still subservient to Chekhov's 

main theme, human isolation. The stories: A Woman's Kingdom (1894), 

Three Years (1895), A Doctor's Visit (1898), are concerned with industraliz-

ation and the emergence of a new class—the bourgeoisie. 

The stories dealing with the social order in the Russian village in 

the late nineteenth century-The Artist's Story (1896), The Peasants (1897), 

The School-mistress (1897), The New Villa (1899), and In the Ravine (1900),-

constitute the group of fiction that could be entitled The Peasant Fiction. 

1 Ronald Hingley, Chekhov: A Biographical and Critical Study, 
G. Allen, London 1966, pp. 154f-155. 
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The other group of stories can be named The Intellectual, since in 

them Chekhov expresses his attitude toward the intellectual whom he studied 

from various aspects. One such aspect is the Tolstoy's doctrine of "simpli­

fication": 

Tolstoy considered most sorts of higher cultural or intellectual 
pursuit an immoral and unnecessary luxury. He thought that people 
capable of such complicated activity would do better to simplify ^ 
themselves by sharing the labours and experiences of the common man. 

In the story My Life (1896), for example, Chekhov gives very deliberate cri­

ticism of Tolstoyism by allowing readers to observe a test-case of simplifi­

cation. Another variety of intellectual disapproved of by Chekhov was the 

talkative type that seemed incapable of making any genuine contribution to 

the community as found in—The Wife (1895), Neighbours (1892), and The Grass­

hopper (1892). The picture conveyed in such stories is reinforced by the out­

burst against intelligentsia to be found in Chekhov's correspondence: 

...I have no faith in our intelligentsia, hypocritical, false, 
histerical, ill-bred, lazy.„. -' 

In the other group of stories Chekhov dealt with Freedom. To Chekhov 

freedom represented something of fundamental value, for which he was always 

yearning in his own life, and which he found lacking in many of the people 

around him. It was the absence of political freedom in Russia to which he 

objected. So far as he could see, individuals were often as a big menace to 

their own freedom. Lack of freedom could take many forms, as Chekhov 

2 Ibid., p'. 165. 

3 Louis S. Friedland, Letters on the Short Story, the Drama, and Other 
Literary Topics by Anton Chekhov, B. Blom, New York, 1964, p. 286. 
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showed in the three stories, all published in 1898: The Man in a Case, 

Gooseberries, and About Love. These stories were intended to be read as a 

group, and are accordingly sometimes referred to as a trilogy—Ionych. 

This thematic classification of Chekhov's short stories written 

between 1892 and 1904, proves clearly that Chekhov's fiction dedicated to the 

peasant is not a major theme; that the peasant universe is one of several, 

occupying the writer's attention during the years of intense and diversified 

literary activity. 

Chekhov's own social origin, his professional training as a doctor, 

and especially, the years he spent in Melikhovo, enabled him to remain in 

close everyday contact with peasants. Indeed, he was well familiar with 

Russian peasantry, and —one may suggest—perhaps better informed than most 

gentile writers of his own and earlier days. L. Grossman emphasizes this 

strong link between Chekhov—the doctor and Chekhov—the writer. 

Medical practice brought home to Chekhov with remarkable full­
ness the horror of life, the cruelty of nature, and the impotence 
of man. Incidents from his medical practice found in his stories 
and letters create such a painful picture of life's absurdity that 4 
they are enough in themselves to make a pessimist of the observer... 

L. Grossman goes even further, when expressing his opinion on Chekhov's 

turn to the peasant world on the direct example of Zola ".. .to develop 
5 

more fully that theme of the human menagerie which always intrigued him." 

4 Leonid Grossman, "The Naturalism of Chekhov", in Robert Louis 
Jackson, Chekhov, the Collection of Critical Essays,Englewood Cliffs, 
New York, Prentice-Hall, 1967,p. 34. 

5 Ibid., p. 39. 
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But anyhow, Chekhov gives us in his peasant stories a convincing picture, 

created as a mixture of gloomy and idyllic scenes of the various aspects 

of Russian villages. The presence of such idylls lies, probably, in the 

writer's intention to provide a contrast with the waking world,which 

"...he was too honest to idealize". Idealization was abhorrent to Chekhov, 

the artist. Because Chekhov with his "non-embellishing proneness", 

...considered it his business as an artist rather to state the 
problem correctly than to attempt its solution, to state it in his 
concise and reticent way in fiction that should be truer to type 
than any individual transcript from life, and believed fundamental 
social changes to be necessary. ' 

During the period 1883-1904, several well-known stories reflect 

Chekhov's concern with the Russian social scene, particularly with the 

peasant milieu. However, this can be traced to Chekhov's earlier works— 

The Huntsman (1886) Agafya (1886), At the Mill (1886), The Steppe (1888), 

Gusev (1891), and Peasant Wives (1891). T. Winner remarks that these 

stories are a clear evidence that Chekhov knew and understood the peasant 

milieu better than he did the industrial world. T. Winner also considers 

the peasant characters in the Chekhov's early works as excellently drawn. 

A group of Chekhov's early stories—set in a peasant and village 

6 Walter H. Bruford, Chekhov and his Russia, Kegan Paul, Trench, 
Trubner, London 1947, p. 41. 

7 Ibid., p. 41. 

8 Thomas Winner, Chekhov and his Russia, Holt, Rinehart and Winston, 
New York, 1966, p. 138. 
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milieu— opens with The Huntsman. In a brief dramatic scene the story pre­

sents two contrasting characters—a freedom -loving huntsman,and his stolid 

peasant wife, whom he married while drunk. The story is limited to a brief 

description of their meeting and conversation in open field, and their parting 

which follows—their differences still unresolved. This lack of a definite 

resolution becomes ever more frequent conclusion of Chekhov's stories. 

Nature is a part of the conversation in which they participate. The suggest­

ion of the symbolism of the disappearing ducks and the delicate use of sounds 

foreshadows Chekhov's later sophisticated use of audial and visual elements, 

and symbolism of nature. 

In the early peasant story Agafya, a narrator-observer describes a 

nocturnal rendez-vous between the village Don Juan, Savka, and the wife of 

the railroad switchman, Agafya. Savka, a variant of the Egor type in The 

Huntsman,is again the antithesis to the submissive type, Agafya, who offers 

him her love. Savka is not a villain, nor is he brute; nevertheless he 

treats Agafya unkindly. Like the huntsman, he is a rebel and nonconformist, 

who is sometimes gentle and sensitive to nature. The emptiness of Agafya1s 

life had led her to Savka, but at the close of the story we see her walking 

slowly towards the threatening figure of her husband. The story concludes, 

as does The Huntsman—without resolution. 

The Steppe, one of Chekhov's longest works, is constructed as a 

traditional tale of the adventures and observations of a traveling young 

boy Egor. There is neither the dramatic conflict, nor the traditional 

action plot. Instead, there is a symbolic, inner action. The dramatic 

-tension consists more in Egor's withdrawal from the activity of his surroundings. 
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The end of the journey seems to be of little use, and Egor, who has wit­

nessed so many adventures, seems more alone than ever. A subtext, which echoes 

throughout the story, states the Chekhovian contrast of the world of art, 

sensitivity, and beauty to that of "poshlost", of ugliness and vulgarity. 

Chekhov handles this contrast by the identification of Egor with nature. 

Through Egor's poetic perception is reflected nature, but he is as lonely, as 

deserted, and as misunderstood as is nature, and no one has the time to 

heed him. The people who are part of "poshlost" in a Chekhovian milieu are 

indifferent to beauty and likely to destroy it, just as those who surround 

Egor are indifferent to him and to the nature through which they are passing. 

In 1890 Chekhov became increasingly concerned with the search for a 

more clearly defined world-view and for an answer to the question of the 

moral responsibility of the writer. He also began to think more seriously of 

social problems, and his writings voiced a degree of social criticism previous­

ly unknown in his work. To this period belongs Peasant Wives, with a village 

milieu as a setting. It is a study of the hypocrisy of a trader, one of whose 

victims is a Russian peasant woman. A subtheme is the subservient position 

of women in peasant society. Peasant Wives is, in many respects, a thematic 

prototype for many of Chekhov's later stories which depict the cruel treat­

ment of women among the peasants and the lower middle classes. 

Peasant Wives is a story of one character, that of Matvey Sawich. 

Other protagonists serve primarily to delineate Matvey more fully. The 

plot structure of this story is simple. The central protagonist arrives in a 

carriage, reveals himself by his action and speech, is seen through varying 

points of view, and leaves again—unchanged—as he had come. The initial 
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appearance of Matvey is marked as he crosses himself properly, it ends as 

Matvey leaves with the same gesture the next morning, but only after we 

have heard his cruel tale, which unmasks him. So, a significant gesture 

introduces and concludes the story on a note of irony. 

Contemporaneous with Chekhov's growing concern about social problems 

is his search for a definition of his own world view, expressed in a series 

of stories between 1889 and 1893, which are concerned with specific philo­

sophical questions. 

In this period was written Gusev. The setting of the story is a 

board ship in a sick bay, a depressing ward. The impression of suffering 

is sharpened by contrasts with the peace and beauty beyond the portholes 

of the ward. The story presents the conversation of two moribund patients 

Pavel Ivanych and Gusev. Gusev is the simple peasant, who speaks naively 

in phrases filled with folk expressions. He humbly accepts death, which 

is dramatically emphasized when his corpse is devoured by a shark. Pavel 

Ivanych, a reversal of the Gusev type, and one of Chekhov's rebellious 

intellectuals, opposes Gusev's humility. He not only rejects the accept­

ance of evil, but also suggests the deification of science and intellect-

ualism. The story ends with the death of both protagonists. 

In the first two stories of the later cycle concerned with Russian 

village, The Artist's Story and My Life, Chekhov examines certain intellect­

ual solutions and attitudes toward the "peasant problem". In these prose-

works Chekhov explores the populist view that the peasant can be saved by 

education and sanitation (The Artist's Story), and the Tolstoyan tenet of 

"simplification" (My Life). But neither concepts are shown to be a solution. 
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In the peasant stories which followed, naturalistic pictures of village 

life appear more important than social issues. 

The Artist's Story is only indirectly involved in the peasant 

question. But many discussions of solutions to the village problem contained 

in the story, justify its consideration as part of the "peasant cycle". In 

this story we find the contrast of beauty and sensitivity to a prosaic, uti­

litarian attitude to life. An artist—who is the narrator—loves a young, 

romantic girl, Zhenya. But Zhenya's sister, Lida, a village schoolteacher, 

causes this love to be frustrated. Zhenya and the artist, who see poetry 

in nature and life, are contrasted to Lida, the philantropist and social re­

former, who resents the artist because he does not share her faith in sani­

tation and medical facilities as a solution to the peasant problem. The 

artist's opposition to Lida's philantropy stems from a conviction that: 

...all these Annas, Mavras, Pelageyas and other peasant women 
are hard at work...They fall ill from working too hard, they spend 
all their lives trembling with anxiety for their sick...children, 
in terror of death and illness...they've no time to think of their 
souls ... 
You go to their aid with hospitals and schools, but that's not free-q 
ing them from their shackles...It's only a worse form of slavery... 

In the second story about peasants, My Life, concerned with solutions 

to the social ills of the Russian village, here too, peasants play only a 

secondary role, as a kind of documentation of the intellectual argument. In 

this story many of the protagonists seek to escape the boredom of society. 

Some adopt the Tolstoyan precepts of life. The protagonist, Misail Poloznev, 

9 Ronald Hingley, The Oxford Chekhov, vol. viii, Stories 1895-1897, 
Transl. and Ed. by R. Hingley, London, 1965, p. 106. 
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expounds the redemptive power of physical labour. Misail, the son of a 

leading architect in a provincial town, rejects the society of his youth and 

refuses to pursue an occupation appropriate to his education and social 

status. Instead, he leaves the family and his position to become a simple 

laborer and later he attempts to work the land. But physical work does not bring 

him salvation, or even relief. His proximity to the peasants shows them to 

be devoid of the romantic emotions with which they were endowed by the Popu­

lists and by Tolstoy. Peasants are backward, drunken and brutalized by cons­

tant hard work. The barrier of distrust which exists between them and Misail 

is insurmountable. When Misail and his wife Masha, who has married him to 

escape the boredom of the town, try to help the peasants by constructing the 

school, the peasants are unco-operative and steal building materials. 

Misail's venture represents the dismal failure of the "go to the 

people" movement of the seventies exposing the naive idealism of the early 

populism. 

Chekhov's principal "peasant" story The Peasants, was published in 

the April issue 1897 of Russian Thought. In it he shows a typical village in 

central Russia through the eyes of Nikolay, a consumptive waiter, who has 

come back with his wife and child to his native village in the hope of re­

covering his health. Nikolay's parents live in a delipidated cottage, a 

single-room log hut. Here lived Nicolay's parents, both bent with age and 

toothless, with their two daughters-in-law Marya and Fyokla and eight grand­

children. Food was scarce, usually black bread, which they dipped in water 

and ate greedily. On a feast - day they bought a herring and made thin 

soup from its head. There is no mention of traditional costumes or of 
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stores of finery. This family has no reserves, and the only article resembling 

a luxury that they possess is a samovar. If the women have their tea, at 

any rate on special occasions, the men of the village could not be kept away 

from the inn. The over-crowding poverty and ever-present hunger gave rise to 

constant friction, kept within bounds only by the firm control of the head of 

the family. In the story it is the grandmother who was constantly nagging at 

her husband for his drinking and shiftlessness. The coarse Fyokla lost no 

opportunity of showing her dislike for the other two. When things went badly 

even the dying Nikolay was loudly cursed for inflicting himself and his family 

on the over-burdened household. Ignorance was the cause of much of their 

suffering and their fears, for the old traditions and superstitions were 

strong and they had little guidance. 

As for the moral character and manners of the peasants-^-Chekhov 

gives an unfavourable picture in the Peasants. The whole work consists 

of a series of episodes which are only tenuously connected, but which create 

a total impression of peasant life. This was a sufficient reason for having 

a number of pages prohibited by a censor. However, Chekhov was able to re­

instate these passages in the first its edition in the book form, since 

book publication was not subject to the same stringent censorship laws as 

periodicals, Chekhov writes to A.S. Suvorin in the letter written on March 1, 

1897: 

I have no luck. I wrote a novel on peasant life but they say 
that it will not pass the censorship, and that I shall have to cut 
it down to half. It means losses again. ^ 

Chekhov had originally planned The Peasants as a larger work. Two further 

10 Louis S. Friedland, op. cit., p. 24. 
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chapters have been found in rough draft among Chekhov's papers. They tell 

of Olga, Sasha, Kiryak and Fyokla and their life in the city. Olga leaves 

Sasha with her sister, a prostitute. Sasha also becomes a prostitute, and 

all live as hopeless lives in Moscow slums as they had in the village. 

The Peasants made a great impression on the public and was discussed 

more in the press than any other of Chekhov's works of this period. The 

interest was aroused not so much by the story's purely literary qualities as 

by the ruthless depiction of the backwardness and poverty of the Russian 

peasants. Its theme was quite topical, for it appeared at the height of the 

controversy between the Russian Marxists and the Populists about the village 

community and other problems of Russia's village social development. 

In the Marxist magazine Novoe Slovo, Peter Sruve published a very 

11 

faMDiaable review of the story. In the Populist Russkoe Bogatstvo, lit­

erary critic of those days, Nikolay Mikhaylovsky attacked both Chekhov and 

12 
Struve. The playwright and actor Yuzhin-Sumbatov, in a letter to Chekhov 

described The Peasants as "...the greatest work in the whole world for many, 

13 
many years, at least for a Russian." There were also adverse opinions, 

besides Mikhaylovsky's, voiced in the press and expressed privately. Tolstoy 

was reported to have described the story as "...A sin with regard to the 

14 
people" and to have said that Chekhov did not know the people. This opinion 

11 Anton p- 'Chekhov1- , Seven Short Novels by Chekhov, Bantam Books, 
N.Y. ,1963, p. 365. 

12 Ibid., p. 365. 

13.Ibid., p. 365. 

14 Ibid., p. 365-366. 
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is not, however, in Tolstoy's own writings. The story was greatly admired 

by Maxim Gorky. 

The last important work of Chekhov's "peasant cycle" is In the Ravine, 

published in 1900, in the Marxist journal Zhizn. Here Chekhov's concentrat­

ion on rich peasants has a much deeper moral import and social ramifications. 

One of the effects of peasants' emancipation by tsar Alexander's 

Great Reforms had been to remove the levelling influences of serfdom and to 

favour economic differentiation in the village. Consequently, some peasants 

became still poorer, a few, usually the more energetic ones, became richer. 

In Chekhov's story they are village shop-keepers, they have inns or even 

small factory. These village "capitalists" are represented as being on bad 

terms with the peasants, though they are connected with them by blood ties 

and cannot easily change the peasant way of life. 

In the Ravine is a story of the life and fortunes of Gregory 

Tsybukin's family. Tsybukin kept a grocer's shop, but he dealt in more pro­

fitable wares, illegal sale of vodka as well, in anything that promised a 

good return. The family lived in a two-story stone house and enjoyed relative 

material comfort, but retaining, however, all others aspects of peasant's 

culture. It was only after Tsybukin's second marriage, late in his life, that 

his family began to use individual plates instead of common dish at dinner. 

His second wife, Varvara, also introduced lamps, tablecloths, and tended 

flowers in the garden. The Tsybukins worked hard. They could afford better 

clothes, horse, carriage, and expensive wedding reception. There was nothing 

of the muzhik's life in this luxury, yet the mentality and mode of life was 

that of a peasant. The sons were married to healthy, hard working and good 
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looking peasant girls without dowries. Tsybukin was rich enough to forego 

the dowry—one of very important item in peasant match-making. 

Chekhov himself makes comments on this story in the letter to O.L. 

Knipper, written on Jan. 2., 1900: 

My story is a very queer one, will be in the February number of 
Zhizn. There are a great many characters in it; there is a scenery, 
too, there's a crescent moon, there is a bittern that cries far, far 
away: "Boo-ool Boo-ool" like a cow shut up in a shed. There is 
everything in it. l-> 

Quite differenfe-when compared to that of The Peasants—but unanimous were 

responses to In the Ravine. Gorky praised it in a long article, in which 

he wrote among other things: 

"As a stylist, Chekhov is unmatchable, and the future historian 
of literature, in speaking of the growth of the Russian language, 
will say that this language was created by Pushkin, Turgenev and 
Chekhov. l6 

Tolstoy, in a letter to Gorky, wrote: "How good is Chekhov's story in 

"Life". I'am exceedingly glad1.1 Alexander Koni, well known both as a 

writer and as a lawyer of distinction, a friend of Tolstoy and Dostoyevsky, 

wrote to Chekhov, that he had read and reread the story "with delight" 

and went on to say: "I think it is the best thing you ever wrote and one of 

18 
the profoundest works of Russian literature." Bunin regarded In the Ravine 

15 L.S. Friedland, op. cit., p. 24. 

16 A. P. Chekhov , op. cit., p. 397. 

17 Ibid., p. 397. 

18 Ibid., p. 397. 
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as one of the greatest works in contemporary literature. It is undoubt­

edly one of Chekhov's most powerful stories on the "peasant problem" at 

that time. 

19 R. Hingley ranks both, The Peasants and In the Ravine among 

Chekhov's most influential works and his finest stories. 

L. Grossman finds in both stories the influence of Zola upon 

Chekhov: 

There is no doubt, however, that the picture of savage avarice, 
cruelty, and uncontrolled passion in The Peasants (1897) and In the 2n 
Ravine were not created independently of Zola's painful peasant epic. 

In the Ravine struck a more responsive chord among "people-loving" 

inteligentsia and guilt-ridden aristocracy because of its more balanced view­

ing of contemporary Russian village. Unlike the Zolasque panorama in The 

Peasants, In the Ravine probes deeper, the analysis is more complex and the 

implied answers to the "peasant problem" more profound and universal. In 

the subsequent chapters of this dissertation both, In the Ravine and The 

Peasants are the object of the analysis which will indicate, it is hoped, 

some areas of essential differences between the two stories. 

19 Ronald Hingley, Chekhov, A Biographical and Critical 
pp. 163-164. ! 

20 Robert Louis Jackson, op. cj.t., p. 39. 



CHAPTER II 

THEORETICAL CONSIDERATIONS 

The past century is marked by many and significant developments 

and changes in the European literature, of which the most important and 

lasting occured in the domain of fiction. It was during the nineteenth 

century that fiction overtook poetry—till then dominating form of litera­

ture. This dominating position of poetry was paralleled by an immense volume 

of critical literature on the subject of poetry's theory and practice. 

Unlike poetry, fiction is comparatively poor in this domain; there 

is not, yet, a single, universally acceptable "poetica" of fiction. In­

stead, a student of fiction is confronted with numerous concepts, theories, 

critical approaches, and rich, but often vague and contradictory terminology. 

The nineteenth century criticism concentrated preponderantly on 

"the message" contained in a given piece of fiction. This "message", the 

dominant idea—the content was closely scrutinized, then judged according 

to the criteria of social or philosophical views of a critic. The nine­

teenth century was chiefly concentrated with "what" is the studied book 

about. But "how" this book is made, what technique or techniques are employ­

ed in telling the tale—this aspect of fiction received peripherial critical 

treatment. 

Toward the end of the century one notes the change leading in sub­

sequent decades to the emergence of a more exact and scientific study of 

fiction. This trend produced various theoretical and critical schools during 

the last decades which, despite of differences, recognize a work of fiction 
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as the primary object of studies. The extra-literary elements—biography, 

social and ideological backgrounds—were relegated to the secondary level of 

critical interest. The priority reserved for the study of the work itself 

had another important result—it led to a more elaborate and precise cr itical 

apparatus. 

The traditional,bifocal viewing of a work of art \hich gave preferen­

ce to the "content" (the"what" of the work) tended to see 'form" as an inde­

pendent entity as a sort of ".. .an envelope, a vessel into which one pours a 
21 

liguid (content)" . In the new critical approach the form becomes an organic 

element of the totality, an element tightly interwoven with content. 

The organistic criticism focussed its efforts on the manner in 

which the multiplicity of ingredients are put together. The twentieth cen­

tury study of fiction has been thoroughly analyzing the writer's technique. 

One consequence of novel critical direction was the introduction of new ter­

minology associated with writer's technical workshop. 

Despite rich critical literature about the art of fiction, there 

is no one universally accepted poetics of fiction. But, there is a general 

agreement on the meaning of a number of terms pertinent to the basic struc­

tural elements of fiction. By "basic structural elements" one understands 

the major components which<3iape the design of a story. To these components 

belong: the structure of plot; character, background, and point of view. 

21 Paul A. Olson(ed.), Russian Formalist Criticism, Four Essays, 
Lincoln, University of Nebraska Press, 1965, p. 112 

file:///hich
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1. Plot 

"The idea of plot is too often confused with the description 
22 

of events—with what I propose to call the story." —observed V. Shklovsky, 

the foremost Russian formalist. Similar remark was made by E.M. Forster in 

his Aspects of the Novel. This English critic made a distinct division bet­

ween the term "story" and "plot" ; a "story" being "...a narrative of events 

arranged in their time-sequence," and a "plot" "...a narrative of events in 
23 

which emphasis falls on causality." Both the Russian and English critics 

agree on the understanding of plot as an artifice, as a structure superimposed 

by the artist on the raw story material. This distinction made between the 

"story" and the "plot" is crucial in the study of fiction, since it accounts 

for the difference between art and non-art. 

Not that current concept of plot is twentieth century creation; 

the foundations were laid in the Greek antiquity and were formulated by 

Aristoteles himself. Aristoteles saw plot as an action that is complete 

and whole; an action that has a beginning, a middle, and the end. A model 

of the Aristotelian story-telling technique consists of several dist inct 

major portions. 

The plot's beginning phase is the establishment of the situation. 

In it the characters are introduced and the conflict of plot is planted. 

Briefly, the establishment phase contains the main ingredients and the con-

22 Victor Shklovsky,"Art as Technique", in Russian Formalist 
Criticism,op. cit., p.57 

23 E.M. Forster, Aspects of the. Novel, Penguin Books Ltd.,Harmonds-
worth, Middlesex, England, Penguin Books Pty., Ringwood, Victoria, Australia, 
1964, p. 93. 
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tours of a given work of fiction. 

The next stage is peripetiae (rising action, or complications). 

Here the developments follow the course that has been indicated at the be­

ginning, leading at times, to the first turning point of the plot. Essen­

tially, this phase is the development of the conflict. 

The plot's second and more decisive turning point—the climax 

(recognition)—is the moment when characters become aware of the drastic 

change that has taken place in their relationship. A crisis may be a key 

turning point in a conflict between forces that have already been put into 

opposition during the plot's "rising action". 

Succeeding climax is the denouement (falling action, or unknotting), 

the post-climax events that lead toward the final resolution-

Although a growing segment of contemporary fiction deviates from 

the traditional model, still, even in every technically experimental works 

one can detect the Aristotelian pattern of story-telling. 

There could be neither plot nor story without conflict. Conflict, 

meaning the opposition ofttwo forces, functions as the generating force of 

a work of fiction. A conflict is carefully planted, developed and proces­

sed through all the stages of the plot. Conflict controls plot's foreward 

movement, and is chiefly responsible for retaining reader's interest. 

There is an infiniteonumber of techniques of plot. A plot may 

be structured around clearly demarcated conflict or one imperceptibly dif­

fused throughout the narrative. One may have a complex or simple plot; 

a major plot and several sub-plots. A plot may have sharply defined phases 

or a great deal of overlapping between them. Similarly, the plot's climax 
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may, or may not be easily discernible. The denouement may provide a clear-

cut solution, or it may be only implicit. Briefly, there are no ready-made 

rules and formulae. The choice of a particular technique will be the vector 

of many factors. 

2. Character 

Of the two—plot and character—the latter tends to occupy t he grea­

ter part of the writer's efforts in prose structuring. After all, a story 

is about man and his world, and consequently, man occupies the centre of 

the stage. 

The most frequently met terms associated with character building 

were coined by E.M. Forster in his Aspects of the Novel: "flat" and 

"round" characters, known also as "static" and "dynamic" characters. Thus, 

the "flat" character is the one that never surprises the reader. According 

to E.M. Forster, the "flat" character neverundergoes basic changes from the 

moment of his introduction. The"round" character develops during the story 

to a point of becoming quite another hero from the one a reader met in the 

first pages of the work. 

Although E.M. Forster's distinctive categories are helpful in an 

analysis of writer's techniques, they do not encompass all technical pos­

sibilities at writer's disposal. Most characters in modern prosecombine 

the devices associated with both categories. 

The key question a critic will most likely ask is the following: 

what was the principal method employed in creating character? Is it a di­

rect method or indirect? This means, are characters revealing themselves 
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without the assistance of an outsider (narrator, author); or, is the nar­

rator clearly visible during the process of character building. In the 

first instance, one deals with indirect characterization technique, in the 

other—direct. 

In opting for the indirect technical model the writer is allowing 

the character to present himself without or with little assistance from 

outsiders. Indirect technique will tend toward a dramatic rendering of the 

story, i.e., characters will become the actors of their own roles. 

Direct techniques imply the presence of narrator who presents cha­

racters to the audience. In this instance character himself performs a mi­

nor role in creating his own image. Consequently, narrator's description 

will be the chief method in structuring character. 

A character developed by the direct method will tend toward "sta-

tism"—it will approach E.M. Forster's "flat" category. The indirect model 

will gravitate toward E.M. Forster's dynamic category of character. 

Whether using tbadirect or indirect models, characters may be 

developed through a specific set of human and environmental traits. A hero 

may be structured with the assistance • of outward characteristics, such 

as physical traits, manner of speech, relationships with others, clothes, 

and the like features. Or, if the writer chooses, his hero may bedeve-

loped through the gradual-unveiling of man's inward characteristics—his 

feelings, emotions, thoughts. 

There are not set rules that a writer must follow, but one: 

to become an artistic creation, a character must be credible and it ought 

to be an organic and integral part of the whole—of a given work of fiction. 
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3. Setting 

While character and plot are the principal sources of interest, 

they require the support of other elements in order to strengthen their 

lifelike qualities and to enhance interest. One such element which enters 

into the basic structuring of fiction is setting, also known as background. 
24 

E.A. Bloom in his The Order of Fiction denotes setting as: 

... the physical background against which the story is projected 
and of which it is a coherent part ... it is a group of symbols ... by 
which the author conveys certain of his own expressions and by which 
he gives us a more or less specific point of spatial and temporal 
reference ... 

The function of setting is to contribute to the development of 

plot and character, for setting is invariably connected with the events 

of the story. Like character and plot, setting arouses and helps to sus­

tain readers' thoughts and feelings. It also calls into play visual imag­

ination, which may be drawn from any aspect of nature (the world of trees, 

mountains, rivers, oceans, sun, stars, and so forth), or from man-made 

phenomena (cities, streets, houses, rooms, and the like). Setting or 

atmosphere is an important instrument in achieving a single effect. 

Setting works especially well with mood, for it helps to streng­

then the emotional responses through visualization. 

Nevertheless, as E.A. Bloom states: "One of the most important 

characteristics of setting is its close affinity with development of plot 
25 

and character." 

24 Edward A. Bloom, The Order of Fiction, The Odyssey Press Inc., 
New York, 1964, p. 105. 

25 Ibid., p. 120. 
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4. Point-of-view 

Point-of-view is synonymous with "focus of narration", or "angle 

of vision" from which the author has chosen to present his story. The 

author must determine the_spatial placement of his narrator in story's 

structure, after having decided who-will serve credibly as his functional 

voice. 
26 

E.A. Bloom in his The Order of Fiction distinguishes three basic 

types of point-of-view: 

Omniscient Point-of-View. In principle, every author is omniscient, 

for he has complete knowledge of everything that goes on within the story; 

an omniscient narrator speaks in his own voice as well as in that of his 

characters. Not only he describes all actions and thoughts, but also offers 

commentaries on them. 

The Third-Person Point-of-View directs focus upon a main character 

through whose presence, actions and mind the story is told. Whatever is 

said, done, or thought is conveyed to the reader without visible autho­

rial interference. This external point-of-view is immediate and yet with­

out the bias of the "I", whether a direct-person or an omniscient narrator. 

In The First-Person Point-of-View, the narrator (not to be confu­

sed with the author) speaks in his own voice. The "I" of the narrator can 

establish an exceptionally intimate bond with the audience. But his angle 

of vision is very restrictive and subjective, for the narrator can report no 

26 Ibid., p. 147 passim. 
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more than falls within the limits of his experience, and he cannot avoid 

his personal bias. 

Poin-of-view is one of the most important ordering devices at the 

writer's disposal having important bearing upon the shape of plot, structu­

ring of characters, the type of background, and other remaining elements 

of fiction. 

5. Concluding observations 

The preceding brief survey of the main aspects of the structure of 

fiction has focussed on those essentials which will assist in the subsequent 

analysis of Chekhov's stories: plot, character, background, and point-of-

view. 

No matter how important and attractive a theme (pontent) might be, 

it is the manner how it is told that determines the artistic qualities of 

a work of art. 

Analysis of plotting, character building, setting, aid point-of-

view unveil the writer's narrative strategy and permits one ID discover the 

tradition as well as the novel of the studied work. And, largely on the ba­

sis of findings accumulated from these studies one may proceed with for­

mulating a critical judgement. 
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THE STRUCTURE OF PLOT 

1. The Peasants 

Having discussed i n the preceding chapter the b a s i c concepts of 

how the p l o t i s s t r u c t u r e d , one can analyse Chekhov's The Peasants i n 

order to determine the w r i t e r ' s technique i n developing the s t o r y ' s p l o t . 

The f i r s t task of t h i s ana lys i s w i l l be to s tudy the p l o t i n i t s major 

o u t l i n e . The r e s u l t of t h i s a n a l y s i s w i l l permit one to determine the 

e s s e n t i a l s of Chekhov's s t r a t e g y as he develops the p l o t , as w e l l as to 

po in t out the most important dev ia t ions from the c l a s s i c a l model of the 

p l o t . 

The Peasan t s ' es tabl i shment phase in t roduces a l l t he b a s i c i n ­

g red ien t s of the s t o r y : Chik i ldeev ' s family, the s e t t i n g and some a l l u ­

s ions to the economic and s o c i a l aspec ts of the f ami ly ' s e x i s t e n c e . 

The s t o r y ' s c e n t r a l thread i s Nicholas Ch ik i ldeev ' s r e t u r n to h i s 

n a t i v e v i l l a g e . I t begins with the day of h i s f ami ly ' s a r r i v a l to h i s 

p a r e n t s ' h u t , and ends with the depar ture of Olga and Sasha - N icho la s ' 

wife and daughter . Nicholas himself died of the i l l n e s s which forced h i s 

r e t u r n to the v i l l a g e . 

The time-span of the s to ry i s about n ine months. I t was h a r v e s t 

time,presumably August,when the family a r r i v e d i n the v i l l a g e . The s t o r y 

ends when the two women l e f t the v i l l a g e in the s p r i n g , — l a t e A p r i l or 

the beginning of May. Chekhov does not i n d i c a t e p r e c i s e l y e i t h e r of the 

two dates framing the s t o r y , although the t ime-span of va r ious scenes and 
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incidents is fixed by indication of the exact day of the happening. 

Chekhov's division of the story into chapters follows a cor­

responding division of the plot into separate and larger scenes, each 

constituting the main links in the story's development. In fact, ex­

cept for the two last chapters, each one is fixed in time and duration. 

Thus, seven chapters out of nine encompass one day's action, and each 

is identified with a particular day of the week or with a month. It 

follows, that the calendar time is used as the indication of the progres­

sion of the story's narrative. 

The Peasants is a story set between the arrival and the depar­

ture of Nicholas' family. In this sense, the narrative adheres to the 

traditional pattern of story-telling. How are the remaining components 

structured? Does one distinguish separate phases of the traditional 

plot: the establishment, the peripetiae, and the climax accompanied by 

the denouement? To answer these questions, one must carefully ana­

lyse each chapter. 

Chapter one—th* return of Nicholas' family to his parents' 

hut— has all the traits of the establishment. Here an attentive rea­

der will find the basic ingredients of the story; here one also de­

tects the motive power of the conflict. The four-page narrative pro­

vides the most essential information regarding the purpose of Nicholas' 

return (it is the narrator who refers to the cause of his return)—his 
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unknown s ickness which deprived him of employment i n Moscow. In ad­

d i t i o n , one i s given some information about the family i t s e l f , i t s mode 

of l i v i n g and the sur roundings . A ca re fu l s c r u t i n y of the t e x t unve i l s 

the s t o r y ' s c o n f l i c t which i s we l l v e r i f i e d by the subsequent s t a g e s . Soon 

a f t e r a r r i v i n g and having met the members of the fami ly , Nicholas " . . . 

knew t h a t he had been wrong to come h e r e — s i c k , p e n n i l e s s , and wi th a 

27 family t o o . A g rea t m i s t a k e . " 

Why i s t h i s dec is ion sense le s s? Although the subsequent chapters 

w i l l provide a well-documented answer, the i n t roduc to ry chapte r i n t ima t e s 

t h a t the s t r i f e among the i n h a b i t a n t s of the hut w i l l , most l i k e l y , be 

the chief cause . 

Indeed, the ac t i on of chapters two to e igh t i n c l u s i v e , develop i n 

a number of major scenes and i n c i d e n t s the var ious aspec t s of the s t r i f e 

which turned the fami ly ' s hu t i n t o a ba t t l eg round between the g e n e r a t i o n s , 

as w e l l as between the i n d i v i d u a l members of the family . K i ryak ' s drun­

ken spree ends with the bea t ing of h i s h e l p l e s s and doc i l e w i fe ; Fyokl^ 3»a-

t e s everybody i n the h u t ; the grandmother t e r r o r i z e s everyone. N icho las , 

who thought h i s a r r i v a l to be " s e n s e l e s s " , soon found himsel f i n a s t e a d i l y 

d e t e r i o r a t i n g s i t u a t i o n . Rea l ly , t he re was no way out for him and h i s f a ­

mily; t he re was no p lace to go; nobody to tu rn t o . 

The t ens ion mounts as the family s e t t l e s down for the long , s e ­

vere and hungry months of the w i n t e r . In t h i s c l imate of growing hunger 

and i n c e s s a n t q u a r r e l s Nicholas d i e s . In the fol lowing chapter Olga and 

27 Ronald Hinglgy,oPfhe Oxford Cfaefchov, p . 196. 



THE STRUCTURE OF PLOT 34 

her daughter Sasha take to the road leading to Moscow. To survive, she 

resorts to begging. And on this subdued tone ends the plot of The Peasants. 

Does the plot's structure follow the traditional model?— The 

answer is yes, but only in a very general manner. Chekhov's plot goes 

through the usual phases, the plot is pushed ahead by the conflict, and 

The Peasants' epilogue has all the traits of the unknotting of the story. 

But, having stated this, one should like to point out certain peculari-

ties of the plot's structure which render it somewhat different from the 

end of the nineteenth century literary conventions. 

Firstly, The Peasants' plot develops slowly, uneventfully. Its 

individual phases are not marked off in a clear and definite manner. This 

signified that there is a large area of overlapping between the phases. 

Secondly, the plot is not propelled by a fast-moving action, an action 

brimming with surprises or action marked by suspense, moving toward a 

climax and culminating in a total and exciting denouement. Indeed, it 

is rather difficult to trace the development of the plot and its prota­

gonists. The plot is not rigidly structured from a fast-moving succession 

of episodes associated with the actions of the main characters. 

That Chekhov's intention was not to narrate the dramatic story of 

the Moscovites upon their return home, is borne out by several indi­

cators. Thus, the focus is not exclusively on Chikildeyev's parents, but 

on all the members of his family inhabiting the hut. A considerable 

amount of the writer's attention is given to the various aspects of the 

life in the village, events such as church services or the fire which is 

revealing of character. These and other events have a very limited bearing 
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on the p r o t a g o n i s t s , bu t such occurences do en la rge the panorama of 

peasant l i f e in the post-Reform Russ ia . 

The p l o t of The Peasants i s a d e s c r i p t i o n of the unheroic l i f e of 

many peasants who make up a l a r g e g a l l e r y of the v i l l a g e ' s c h a r a c t e r s . 

I t i s the "p lo t of l i f e " , unaffected by the drama of Nicholas and h i s 

family. One sees the confirmation of t h i s c h a r a c t e r i s t i c of the s t o r y ' s 

p l o t i n a very subdued climax and ambiguous denouement. 

I f Nicholas and h i s family a re considered to funct ion as the p r o ­

t a g o n i s t s , then h i s death and the r e s u l t i n g depar tu re of h i s widow and 

h e r daughter r ep resen t the p l o t ' s climax and denouement. The f i r s t — 

Nicho las ' death— i s an event hard ly n o t i c e a b l e in the t e x t u r e of the n a r ­

r a t i v e ; j u s t a mere ha l f -page a t t ached to the end of the chapte r and con­

cluding wi th : "He wanted to be put on the f l o o r and asked the t a i l o r 

not to smoke. Then he went qu i e t i n s i d e h i s sheepskin and by morning he 

was dead." 

One could hard ly w r i t e a more unhero ic , under s t a t ed end to the 

fami ly ' s t r agedy . Yet i t i s more e f f e c t i v e , and more t r u l y dramatic than 

the commonplace climaxes s teeped i n l y r i c i s m or the n a r r a t o r ' s f anc i fu l 

s t r u c t u r i n g of such an important po in t of the p l o t ' s s t r a t e g y . 

In qu i t e s i m i l a r fashion i s s t r u c t u r e d the s t o r y ' s denouement. 

Without f an fa re , r a t i o n a l i z a t i o n , a u t h o r i t a t i v e comment, the l i v i n g p ro ­

t agon i s t s—Nicho la s ' wife and daughter— leave the v i l l a g e for an u n c e r t a i n 

f a t e in Moscow. Indeed, one does not know whether they reach t h e i r 

28 I b i d . , p . 200. 
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d e s t i n a t i o n , what the fu ture holds i n s t o r e for them. The s t o r y does not 

end i n the t r a d i t i o n a l manner, bu t i s l e f t incomplete—open-ended— as s o ­

me c r i t i c s l a b e l l e d t h i s t y p i c a l l y Chekhovian ending. 

2 . In The Ravine 

From the very beginning of In the Ravine, Anisim's involvement i n 

the ex tens ive product ion and d i s t r i b u t i o n of the coun t e r f e i t ed r u b l e s , 

becomes the major force shaping the f a t e and the drama of Tsybukin 's 

family—the p l o t of the s t o r y . Anisim's u n f u l f i l l e d dream of becoming 

r i c h i n a h u r r y , b r ings in i t s wake the death of h i s i n f a n t son, the 

s t r i f e between the ambitious Aksinya and the r e s t of the family , the ex­

pu l s ion of Lipa , and the j a i l term for the o r i g i n a t o r of the "ge t r i c h " 

schemer himself . 

Analysed with r e spec t to t h i s c e n t r a l c o n f l i c t , the p l o t ' s e s ­

tabl ishment phase u n r o l l s r a t h e r slowly occupying the two f i r s t chap te rs— 

approximately seven pages , or about one-s ix th of the s t o r y ' s t o t a l . The 

f i r s t chapter c o n s t i t u t e s a panorama of the countrys ide i n which the w r i ­

t e r p laced the fu ture s e a t of ac t ion—the v i l l a g e . The second chapter f o ­

cuses on Tsybukin 's family p o s i t i o n i n the v i l l a g e and on the i n d i v i d u a l 

members of the family. This purely d e s c r i p t i v e chapter gives no c l e a r 

and s t rong i n d i c a t i o n of l a t e r dramatic developments. But c lose reading 

of the p a r t desc r ib ing the a r r i v a l of Tsybukin's son shows a s l i g h t , bu t 

d e f i n i t e foreshadowing of the s t o r y ' s p r i n c i p a l c o n f l i c t . Here , t o o , 

e n t e r s Lipa , Anisim's f u t u r e , i l l - s t a r r e d w i f e . Thus, by the second 

chapter one i s f ami l i a r with main c h a r a c t e r s , the p r i n c i p a l dramatis 
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personae are ushered i n , and the fu ture d i r e c t i o n of the p l o t i s i n t i m a t e d , 

i f not s t rong ly i n d i c a t e d . 

What c o n s t i t u t e s the climax of the s to ry? I s i t Anisim's im­

prisonment for the c o u n t e r f e i t i n g a f f a i r , of which r eade r s a re f u l l y i n ­

formed i n chapter s i x ; o r , i s i t Akslnya 's fury culminat ing i n the p r e ­

meditated murder of Anisim's i n f an t son — an i n c i d e n t t ak ing p lace i n 

the seventh chapter? Judged from the e f f e c t on the p l o t ' s development, 

the second event occupies a more s t r a t e g i c p o s i t i o n i n the p l o t ' s s t r u c ­

t u r e , and the re fo re should be considered as the p l o t ' s c l imax. The f i r s t 

inc ident—Anis im's imprisonment— i s the an t i - c l imax foreshadowing worse 

th ings to flow out of the p r o t a g o n i s t ' s na ive ly-conceived i l l e g a l a c t i v i t y . 

Between the two key po in t s of the p l o t ' s s t r u c t u r e — t h e c o n f l i c t 

and the climax—Chekhov u n r o l l s the canvas of the v i l l a g e ' s l i f e 5 b u t con­

c e n t r a t e s on Tsybukin 's family l i f e evolving around i t s f l o u r i s h i n g bu­

s i n e s s . The p repa ra t ion for the wedding and the wedding f e s t i v i t i e s de­

p i c t e d i n chapter t h r e e , add l i t t l e to the development of the s t o r y ' s a c t i o n . 

The depar ture of Anisim i n the subsequent chap te r does no t b r i n g new e l e ­

ments e i t h e r , apa r t from adding some d e t a i l s about h i s "get r i c h " scheme. 

In the following chapter— the longest in the s to ry— the c o u n t e r f e i t e d 

rub les become genera l knowledge in the v i l l a g e . The news reaches 

Tsybukin's household, and the expected complicat ion and upheaval en sue . 

The "money a f f a i r " determines the bulk of the ac t i on of the next 

chap te r . Here, though, ends Anisim's ca ree r and begins another s t ream of 

a c t i on as the l o g i c a l consequence of the main c o n f l i c t . In t h i s unfolding 

s tream of e v e n t s , Lipa and her son a re placed a t the cen t r e of the s t age 
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wi th the l a t t e r ' s death occuring i n the next chap t e r . The s t o r y ' s climax 

i s reached. What follows i s the p o s t - c l i m a t i c phase—Lipa ' s expuls ion 

from the household and the wicked Aksinya ' s t ak ing over the f a m i l y ' s af­

f a i r s . 

The epi logue of the p l o t — t h e unknot t ing of the s t o r y — i s com­

pressed i n t o the r e l a t i v e l y sho r t l a s t chap te r . The Tsybukin bus iness 

f l ou r i shed as i t never did b e f o r e , bu t now under the d i r e c t i o n of Aksinya, 

who i s both ambitious and c l e v e r , harsh and wi thout p i t y . Toward the 

end the fami ly ' s p a t t e r n of a u t h o r i t y undergoes a complete r e v e r s a l . The 

p a t r i a r c h a l , old Tsybukin i s reduced to b e g g a r ' s s t a t u s . Anisim, the h e i r 

to the fami ly ' s f o r t u n e , ends up serv ing a j a i l term, completely f o r g o t ­

ten and ignored by h i s w i fe . Lipa r e jo in s he r mother and a t t a i n s once 

again he r previous s o c i a l s t a t u s of a h i r e d l a b o u r e r . 

The p l o t ax is of In the Ravine i s marked off wi th exac t chrono­

l o g i c a l i n d i c a t i o n s . Very a p p r o p r i a t e l y , the prologue of the s t o r y con­

t a ined i n the f i r s t chap te r , i s t i m e l e s s ; i . e . no p r e c i s e time i s i n d i ­

ca ted ; the s e t t i n g for the s to ry could be almost anywhere. But the very 

29 commencement of the a c t i o n begins wi th "one day before Sh roveday . . . " — 

thus announcing the unexpected a r r i v a l of Anisim, and from t h i s moment on, 

the p l o t i s moving ahead. The p l o t t i n g of a c t i o n aga in s t time axes i s 

i n d i c a t e d with g r ea t p r e c i s i o n . The wedding was f ixed for "Monday a f t e r 

30 31 
Quasimodo Sunday" ; Anisim a r r i v e d " . . . t h r e e days before the wedding" 

29 Anton P. Chekhov , op. c i t . , p . 402. 

30 I b i d , p . 404. 

31 I b i d . , p . 404. 
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and l e f t for the town a f t e r f ive days. The f i r s t i n d i c a t i o n of the un­

covering of Anis im's c r imina l a c t i v i t y occurs on "Fr iday , the e i g h t of 

32 
Ju ly" . The same exac t i t ude Chekhov app l i e s to o the r i n c i d e n t s t ak ing 

p lace i n the s t o r y . For example, the events i n the epi logue ( the l a s t 

chapter) take place th ree years a f t e r the main s t o r y . 

In conclus ion, the s t o r y ' s time scheme i s very d e f i n i t e i n terms 

of months and days. Consequently, the s t o r y ' s flow i s p laced w i t h i n 

exac t time l i m i t s . 

32 I b i d . , p . 413. 
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THE STRUCTURE OF CHARACTERS 

1. The Peasants 

The Peasants is well populated with characters— twenty men, 

women and children play part in the story, in addition to a number of 

individuals briefly ushered on the stage, but left unnamed. The pre­

sent analysis will concentrate on characters actually named and more 

extensively developed. 

In this gallery of characters one should distinguish several 

distinct groups separated on the basis of the criterion of importance 

they occupy in the story. Thus, the most prominent place, and the writer's 

greatest effort has been reserved for Chikildeyevs, a peasant family in 

the village of Zhukovo. From it are recruited the protagonists of 

Chekhov's short story. 

The second level characters come from the neighbours of the pro­

tagonists - -the peasants and the inhabitants of the same village. And 

still another group, to which belong several officials, members of admi­

nistration, recruited from among the city-folk and local gentry. Global­

ly taken, all characters in these three categories constitute a social mi­

crocosm of peasant universe with a significant set of relationships with 

non-peasant world: administration, manor house, church and local social 

centre —the tavern. Chikildeyev's family occupies the centre of the 

stage. It is composed of three generations: grandparents, sons, daughters 

and grandchildren, all living in a single dwelling —adilapinated peasant 

hut. And, because of their focal position in the story, each member of 
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the family i s fully introduced in the f i r s t , four-page chapter of the 

s tory. I t i s appropriate, therefore, to determine the type of material 

from which these protagonists are structured at the very outset of the 

s tory. 

Except for Olga and the family's children, every grown-up i s i n ­

troduced by the narrator with several physical features . In the next 

phase, everyone i s fixed with regard to his or her posi t ion in the family. 

Another se t of character is t ics employed in moulding the Chikildeyevs be­

longs to the psychological domain of each individual . And s t i l l another 

se t establishes the family's socio-economic posi t ion. 

As to the protagonists physical features-Nicholas1 parents 

33 " . . .were gaunt, toothless and both of the same he ight . " Marya, the i r 

daughter-in-law, i s ". . .broad-shouldered, s trong, ugly woman." ; Fyokla, 

another daughter-in-law, i s introduced as ".. .good-looking woman, strong 

35 and broad-shouldered." . Kiryak, Marya's husband enters the story as 
Of. 

"... a tall man...he had b&ck beard and wore a fur cap." . From numerous 

children found in the hut, only one is briefly presented as "...about 

37 
eight, fair-haired, unwashed..." 

There is one striking omission: neither Nicholas Chikildeyev, 

33 Ronald Hingley, The Oxford Chekhov, p. 196. 

34 Ibid., p. 197. 

35 Ibid., p. 197. 

36 Ibid., p. 197. 

37 Ibid., p. 195. 
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nor h i s wife Olga, nor Sasha, t h e i r daughter , a r e given any p h y s i c a l 

a t t r i b u t e s . The o thers are drawn with few t r a i t s i n d i c a t i n g the heijht 

and f a c i a l f e a t u r e s : "good looking" , "ugly" , and Ki ryak ' s t e r r i f y i n g face 

i n the shadow of the lamp. In concluding, i n i t i a l l y , N icho la s ' family 

and h i s r e l a t i v e s emerge as s c a n t i l y , but f i rmly drawn f i g u r e s . 

Unlike the r e s t of the family, Nicholas and Olga a re in t roduced 

by t h e i r s t a t e of mind, emotions, and t h e i r s t a t e of h e a l t h . Nicho las , 

one i s t o l d , f e l l i l l because of some s t r ange "numbness i n h i s l e g s " , a 

s ickness which cos ts him h i s w a i t e r ' s job and forced him to r e t u r n to h i s 

n a t i v e Zhukovo. Surveying the u t t e r poverty of the family, he r e a l i z e d 

t h a t he made a g rea t mistake in coming home; he s t i l l dreams of h i s Moscow 

work. Even l e s s i s known about Nicho la ' s w i fe , Olga. Two re fe rences are 

a s soc ia t ed with h e r , and both r e f l e c t her emotions and though t s . One 

passage contains Olga 's own exclamation of wonderement when surveying 

b e a u t i f u l view extending from the high shore of the r i v e r : "What a l ove ­

ly morningl And how lovely l i f e on e a r t h might be bu t for poverty— 

38 shee r , gr inding poverty t h a t you could not escape from." The o ther p a s ­

sage c o n s i s t s of Olga 's endearing and consol ing words addressed to Marya 

39 " . . . y o u must put up with t h i n g s , t h a t ' s a l l . . . " - she concludes . 

Much more expanded i s the area of the r e l a t i o n s h i p s e x i s t i n g b e t ­

ween the members of the family and*the f ami ly ' s economic a f f a i r s . Clear ­

l y , there i s no l o v e , not even the s l i g h t e s t i n c l i n a t i o n towards l o v e , 

38 I b i d . , p . 200. 

39 I b i d . , p . 199. 
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exhibited by Nicholas' r e la t ives with respect to each other. The grand­

mother thinks of her husband and son as "a ro t ten l o t " , chiefly because 

of the i r uselessness as wage-earners and drinking. Kiryak's drinking 

spree i s followed by a cruel beating of innocent, docile Marya, h i s wife. 

Fyokla despises everyone in the hut , including her absent husband. 

Nicholas' sickness and consequent return evokes no feelings of p i t y , com­

passion or understanding on the par t of the other members of the family. 

Further amplification of the main characters of the story i s found 

in the family's u t t e r poverty and backwardness largely responsible for 

dehumanization and cruel ty. Thus, semi-starvation diet—".. .how rave­

nously the old man and the woman ate the i r black bread, dipping in wa-

40 t e r . . . " ; three generations in a single "izba" — " . . . a l l these bodies 

large and small, swarming on the sleeping platform, in cradles and in 

41 a l l the corners" . Perhaps the worst e v i l was drunkeness —this i s what 

Nicholas and Olga saw the f i r s t evening of the i r re turn . Chikildeyevs 

know nei ther to read nor wr i t e . Their perception and acquaintance with the 

world did not extend even to the local town. The v i l lage pub i s the i r so­

c i a l centre. And most conversations center on " . . . about being i l l and 

U A " 4 2 

hard up . 

The first chapter is focused on one family. It is, indeed, one 

large scene introducing all members of the family chiefly through several 

40 Ibid., p. 196. 

41 Ibid., p. 196. 

42 Ibid., p. 197. 



THE STRUCTURE OF CHARACTERS 44 

physical features and a sampling of thei r behaviour and a t t i t ude toward 

each other. The only exception to this pat tern are Nicholas and Olga 

whom one gets to know through the i r thoughts, r e f l ec t ions , and emotions 

resul t ing from the confrontation with the r ea l i t y they met upon the i r 

re turn. Already in the f i r s t scene each character stands out with own 

d is t inc t ive t r a i t s . Thus, nagging domineering grandmother, ineffect ive 

and drinking grandfather, cruel drunkard Kiryak, meek, weak, and suffer­

ing Marya; proud, independent, strong and hating Fyokla; ineffect ive and 

sick Nicholas; and tender, rel igious Olga. These are the characters ' 

outlines emerging toward the end of the f i r s t chapter of The Peasants. But 

whether these i n i t i a l impressions are correct can only be confirmed by 

the analysis of the remaining chapters of the s tory . 

The analysis of the subsequent chapters shows that Chekhov did 

not introduce essent ia l changes in the characters of Chikileyev's fa­

mily. I t means that the introductory scanty outlines of the individuals 

met in the f i r s t chapter turned toward the end of the story into more de­

veloped sketches which do not deviate from the or iginal moulds. Chekhov 

simply amplified the features and t r a i t s implanted in the homecoming sce­

ne. As a consequence, Olga l ives up to i n i t i a l l y projected image of a com­

passionate and deeply, although naively rel igious young woman. Olga event­

ually becomes an ideal of simple, yet profound Chris t iani ty developed by 

the wri ter through a number of incidents and scenes. For example, her beg­

ging for alms reminds one of the Orthodox concept of Holy Fools, common in 

pre-revolutionary Russia. Olga meekly accepts the insu l t s and hopeless s i ­

tuation through solace in re l ig ion . Chekhov's s t rategy aiming a t a 
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figure of a saint among sinners, is revealed in Olga's mannerism of 

speech and emotional reactions. For example, the term "deary" with which 

she addresses everyone, sounds rather incongruous with crude and harsh en­

vironment in which she lives. Olga comforts herself with biblical proverbs 

and adages. Enraptured, she listens to her daughter's reading of the Bible 

without proper understanding of the text. Strange Slavic words move her to 

tears and her face radiates with compassion, love and religious exaltation. 

Nicholas' final figure adheres to the initial outlines just as 

strictly as Olga's. Ineffective, meek, spineless he remains to the last 

moments of his life. Till the very end he lives in the dreamworld of 

his "career" in Moscow restaurant. 

Kiryak, who is introduced as a raging, brutalized drunkard, con­

tinues to drink and terrorize the entire family. His life is depicted 

as two-cycle pattern alternating between drinking and mighty hangovers 

accompanied by typically alcoholic remorse and a feeling of guilt. 

Nicholas' and Kiryak's father had not changed either. From the 

beginning to the end of the story he is a good-for-nothing, lazy drunk­

ard: "...he was hopeless and might just have sat talking on the stove and 

never done a stroke of work if she had not kept on at him." — an apt sum­

mary coming from his wife. 

From the women introduced in the first chapter, the grandmother's 

bossy character has been somewhat expanded in several situations and epi­

sodes, but not altered. She is much stronger, hard working and energetic, 

43 Ibid., p. 202. 
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thus sharply contrasting with her useless and despised husband. What­

ever else is later added to the character outlines of Marya and Fyokla 

does not change their introductory images either. To Marya's meekness 

and fear is added the hate towards the gentry, supposedly responsible 

for her miseries which made her wish for an early death: "Marya thought 

44 
herself unhappy and said that she longed to be dead". 

Fyokla*s introduction as young and untamed character is well 

proven in the subsequent chapters of the story. To the very end she des­

pises and hates the entire family and continues to carouse with the boys 

living across the river: "...the life suited her—the poverty, the filth, 

45 the frantic cursing." Her boundless hate of the family is not subdued 

even by a compassionate assistance and treatment extended to her by Olga: 

"She took against Olga and Nicholas from the start just because they dis­

liked this life."46 

A careful comparison of the six grown up members of Chikildeyev's 

family leads to the following conclusion: women are superior to men. And 

this is inescapable fact based on quantitative and qualitative criteria. 

Quantitatively, men occupy less than fifty percent of space alloted to 

women, although the two groups are numerically equal. Men are individual­

ized very little, indeed. If Nicholas was as fond of vodka as his father 

44 Ibid., p. 210. 

45 Ibid., p. 210. 

46 Ibid., p. 210. 
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and brother, then one could talk of a single-man character. Only Nicho­

las ' abhorrence of drunkeness and his veneer of "Moscow "culture" sets 

him apart from other men. In all other aspects, men are alike. 

When one analyses women characters in terms of the same criteria, 

the difference is very clear and obvious. Chekhov's peasant heroines 

occupy more page-space. Their characters are more fully developed, and 

most important of all, each woman is individualized. Moreover, women, 

especially Grandmother and Fyokla, possess strength, vitality and determina­

tion which are absent in their male counterparts. Consequently, at 

Chikildeyevs it is women and not men who constitute the backbone of the 

family as well as its dominating force. Women too are the chief vic­

tims of the family's and village's semi-savage brutalized existence. 

The second-level characters in The Peasants—whether of peasant, 

manor or administrative socio-economic background—are drawn with a few 

strokes. Some have an attribute or two, and are named. In this category 

one finds the names of Chikildeyev's neighbours, general Zhukov's cook, 

and the representatives of the two levels of administration: Antip Sedel-

nikov, the village's elder, and the unnamed tax inspector from the city. 

The latter's character consists of a few details: "A lean old man with 
47 

grey whiskers wearing a grey tunic." , in addition to several significant 

authorial remarks refering to his official indifference to and boredom with 

47 Ibid., p. 214 
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thankless job of extracting unpaid taxes from penniless peasants. 

Antip, the village elder, is depicted with considerably greater 

care. The writer gives more attention to this peasant's dealings with 

other peasants, his attitude to and interpretation of the administrative 

duties. As a result, Antip has two natures —the peasant one and that 

of lowly official aping the manners and the language of his superior. 

When it is considered convenient, or to dumbfound others, Antip, who "Never 

having lived in a town or read a book, he had somehow picked up a stock 

of long words and liked to use them in conversation, for which he was 

48 
respected, if not always understood." Antip acts as the executive arm 

of tsarist administration, and a very effective one, too. 

The third group of characters making up the village population 

is projected several times as a small gathering or crowd, but without 

individualization. In such instances, no new human features can be de­

tected. Indeed, whether during church celebration, or during the fire, the 

crowd's character is drawn from the ingredients which went into the making 

of Chikildeyev's family, especially its male members. One might postulate 

that a crowd of peasants is but another projection of Chikildeyevs in si­

tuations and events encompassing the entire village. 

What conclusions can be submitted with regard to Chekhov's stra­

tegy employed in character building in The Peasants? The great deal of 

the writer's creative effort was dedicated to the family of Chikildeyevs. 

The family members are introduced chiefly through several physical 

48 Ibid., pp. 213-214. 
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features and a sampling of their behaviour and attitude toward each other. 

The bulk of this inf6rmation is provided by the narrator. The exceptions 

are Nicholas and Olga, depicted through the author's unveiling of their thoughts, 

reflexions, and emotions resulting from the confrontation with the reality 

they met upon their return home. Olga is the only character developed in 

greater detail than others. The minor characters remain undeveloped, gi­

ven only their names or a few characteristics. Among them Antip Sedelnikov 

is outside this pattern—as the representative of both the peasant and 

the executive arm of tsarist administration—he is given more attention 

by the author. To conclude, both the protagonists and the minor charac­

ters are structured mainly by the narrator. 

2. In the Ravine 

The characters in this story come from various economic strata 

of the village's society. The cast of heroes and heroines corresponds to 

the economic stratification of Ukleyevo, a village which has been affected 

by the changes of post-Reform Russia. Consequently, among the story's 

characters one finds rich peasants turned merchants—Tsybukin and his fa­

mily; the poor peasants—Lipa and her mother; Crutch, and a number of 

others; the village factory owners such as Khrymlns and Kostyukovs; and 

the representatives of the clergy, state administration and the village 

"businessmen". 

Of course, not all characters occupy an important position in the 

story. It is the criterion of chracter's relevance to the plot of the 

story which determines the degree of his development by the writer. Thus, 



THE STRUCTURE OF CHARACTERS 50 

the central position is reserved for the members of Tsybukin's family: 

parents, their sons and daughters-in-law—Aksinya and Lipa. One should 

expect, therefore, that Chekhov's main efforts in character's structuring 

will be concentrated on the family of Ukleyevo's successful tradesman— 

Tsybukin. 

Unlike in The Peasants, the individual members are introduced by 

their position and function in the family and its trading store. The 

first person so treated is the head of the family—old Tsybukin, the vil­

lage merchant. The reader is told by the narrator about the type of bu­

siness Grigory Petrov is in — anything that sells, including the illegal 

sale of 'vodka. The introductory outline is summed up by a statement that 

49 

Tsybukin "..was a shrewd old man". The subsequent paragraph is dedi­

cated to the introduction of Tsybukin's son and his "...beautiful, well-

proportioned" wife Aksinya. While the two sons initially earned brief 

mention, the younger son's wife—Aksinya—receives much more attention. 

Again, as in Tsybukin's instance, the narrator focuses on her activities in 

the store's business. She is, one is told, a woman with "...unusual 

51 
business acumen" , full of energy, and clearly second in command of the 

flourishing business enterprise. 

Tsybukin's second wife, Varvara Nifcolayevna provides a contrast 

to bustling Aksinya. Unlike her daughter-in-law, she concentrates on 

49 A. P. Chekhov , op. cit., p. 398. 

50 Ibid., p. 398. 

51 Ibid., p. 399. 
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housekeeping. Pleasant, tender, always smiling and giving alms, Varvara 

adds another dimension to the family busy with money-making. "Her charity 

acted like the safety valve in a machine on these oppressive, gloomy 

52 

days". These are the days when Tsybukin and Aksinya excelled in swind­

ling peasants when selling rotten salt beef, bad vodka, and other sub­

standard commodities. 

The introductory chapter of In the Ravine projects four members 

of the family, each differing substantially and consistently from each 

other, mainly in respect to their function in the family business affairs. 

The deaf-mute son Stepan serves as a handy man; old Tsybukin and Aksinya 

are running the store, and Varvara's interest is in making a comfortable 

and pleasant home. They also differ in another respect, namely, in their 

attitude toward the customers — the peasants. While Aksinya and her 

father-in-law are unscrupulous in their business dealings and despise their 

customers, Varvara is drawn as very much humane woman practicing Christ­

ianity with respect to the poor. The deaf son's aptitudes and qualities 

are not shown in the first stage of the story. 

To conclude, the introductory character sketches are executed on 

the basis of two sets of attitudes: the first relating to the relationships 

within the family itself, the second, showing the relationships with the 

outside, with community. The protagonists are depicted by their actions. 

Chekhov describes only a few of the physical characteristics of various 

52 Ibid., p. 400. 
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individuals and limits himself to such generalities as "shapely", "beauti­

ful", "young", "old", and the like. 

If one were to view the introductory outlines from the pers­

pective of the story's epilogue, one might pose the following questions: 

what significant elements were added in the later phases of the story?— 

Has the writer substantially altered the initial character projections? 

The figure of old Tsybukin does not undergo any important change 

which would alter the introductory sketch. And although in the final 

pages of the story he meets a rather unexpected fate suffered at the 

hands of the much admired Aksinya, the main lines of his personality re­

main incomplete . Already in the initial image Tsybukin is a mixture 

of greed and contempt for peasants, being as well as a loving father and 

husband. In comparison to the prevailing Russian literary stereotype 

of the despotic head of the peasant family, Tsybukin, as seen toward the 

end of the story, turns out to be a very meek, helpless, even fatalistic 

person. Unlike the literary stereotype of strong-headed, rough and bru­

tal peasant pater familias, Tsybukin tolerates, arid actually accepts the 

domination of women in his household: Aksinya and Varvara easily get 

what they want. It is his wife's suggestion that was indirectly respons­

ible for his only grandson's death—if one recalls that Aksinya's fury 

was caused by Tsybukin's willing of property to the infant-grandson. 

Tsybukin also accepts without even the slightest opposition the expulsion 

of Lipa and the maltreatment he suffered at the hands of Aksinya. 

The Tsybukin of the last episode is essentially the same charac­

ter one meets in the introductory chapter. Only during the various stages 
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of the s to ry the weak and meek elements developed by reaching a t the end, 

an unexpected s t r e n g t h . One th ing t h a t remained with him to the very l a s t 

i s h i s d i s l i k e of peasan ts—the very s tock he came from. 

Varvara, Tsybukin's wife remains b a s i c a l l y unchanged throughout 

the e n t i r e l i n e of a c t i o n , even more unchanged than her husband. S a t i s ­

f i ed with he r s i t u a t i o n , ever-busy with housework, not given to med­

d l ing i n bus iness a f f a i r s , she t o o , i s too weak to oppose a growing do­

minat ion of Aksinya. Indeed, she i s preoccupied with her jam-making 

and cooking and desp i t e her f ee l ings for the poor and her a lms-g iv ing , 

she meekly accepts Aksinya 's murdering of the i n f a n t — a l l t h i s to keep 

peace in the family and to r e t a i n the appropr i a t e s o c i a l s t a t u s w i th in 

the v i l l a g e . 

Stepan, Aksinya 's deaf - mitteir.cajfd^. feeble husband does what 

he i s t o l d to do by h i s wife whom he fears and obeys. He i s the member 

of Tsybukin 's family who rece ives the l e a s t a t t e n t i o n . 

Aksinya as seen i n the f i r s t chapter i s a woman endowed with 

energy, s t rong w i l l , and b o t h , bus iness acumen and independence t h a t i s 

r a t h e r unexpected i n a peasant w i f e . These i n g r e d i e n t s of her cha rac ­

t e r are r e t a i n e d throughout the s t o r y . But a s i g n i f i c a n t element was ad­

ded i n the t h i r d chapter of the s t o r y : "Aksinya had gray , naive e y e s . . . 

she looked around her the way a l i t t l e snake l o o k s . . . p e e r i n g a t passe r s -by 

53 from a young rye f i e l d i n the s p r i n g . " 

Naive and unbl inking e y e s , naive s m i l e , s e rpen t ine s h a p e l i n e s s , 

53 I b i d . , p . 409. 
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and suggested int imacy with Khrymins, develop Aksinya 's c h a r a c t e r i n an 

unexpected d i r e c t i o n . The e n e r g e t i c , s t r o n g - w i l l e d young woman one meets 

i n the f i r s t chap te r , had changed i n t o an immoral and r e p u l s i v e person . 

Her "naive smi le" becomes the outward s ign of he r c r u e l t y extended i n ­

to murder; of he r greed, s topping a t nothing—however desp icab le and un­

e t h i c a l . These q u a l i t i e s make h e r , a t the end, the undisputed head of 

the family and the so l e h e i r to the fami ly ' s f o r tune . 

I t was only the excep t iona l beauty of Lipa t h a t guaranteed her 

en t ry i n t o Tsybukin 's family: "She was young, s t i l l a g i r l . . . i n f a c t , 

b e a u t i f u l , and the only th ing one might f ind d i s p l e a s i n g about h e r was 

54 h e r b i g masculine h a n d s . . . " Impressed by her youth and beauty the 

matchmakers d is regarded L ipa ' s u t t e r poverty and the t r a d i t i o n a l dowry. 

But apa r t from phys i ca l comeliness , Lipa has been endowed wi th the s p i ­

r i t u a l beauty which the w r i t e r t ransmi t s to the readers i n the n a r r a ­

t i v e . "A sad , t imid smile never l e f t he r l i p s , and h e r eyes looked as 

the ch i ld rens d o — t r u s t i n g l y and with c u r i o s i t y . " This c h i l d l i k e i n ­

nocence was l a t e r coupled with a s i m p l i c i t y , an eagerness for work, and 

a d e s i r e to he lp o t h e r s . L ipa ' s cha rac t e r i s l a t e r developed on the s p i ­

r i t u a l l e v e l . She i s kind to a l l , i nc lud ing Aksinya, bu t has an i n t u i t i v e 

premonit ion of something e v i l in Tsybukin 's family. L i p a ' s s imple -hea r t ed 

bu t pure f a i t h i n God and her acceptance of l i f e toge the r wi th i t s t r a ­

g e d i e s — a l l these q u a l i t i e s which Chekhov inc luded i n s t r u c t u r i n g t h i s 

54 I b i d . , p . 403. 

55 I b i d . , p . 403. 



THE STRUCTURE OF CHARACTERS 55 

young village girl make her outstanding and unique in the entire family. 

Significantly, the story ends with an episode where Lipa offers " ... a 
56 

piece of meat pie and kasha ..." to her hungry, wandering father-in-law 

— Tsybukin. 

Lipa and Anisim are two characters added later to the family. 

Anisim — the detective son living in the city, is introduced as an " ... 

uninteresting and unremarkable in appearance ... sickly build and shortish 
57 

stature ..." This young man is known to like drinking. Although exposed 

to city life, he passively accepts a young girl he does not know as his 

wife who was selected by his family. The intellectual difference between 

An-fg-im and his deaf-mute brother Stepan is very small, indeed. Because of 

his superiority complex, which is demonstrated by his greed and stupidity, 

Anisim allows himself to be drawn into a counterfeit money scheme for which 

he receives a six year jail sentence. Despite his youth, and exposure to 

the life outside the village, Anisim is incapable of any common sense, any 

determined action which would prevent his own tragedy. His only defence 

are tears, prayers and tearful letters begging for help in rescuing him 

from the jail. 

To complete the family of Tsybukin one should add more people: 

the already mentioned deaf-mute Stepan, Aksinya's husband, and the frail, 

extremely shy and scared Lipa's mother. Both occupy a very peripheral 

position in the family. Stepan is only briefly mentioned several times 

56 Ibid., p. 433. 

57 Ibid., p. 402. 
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in the story without anything added to his initial sketch. A similar mi­

nor role is played by Lipa's mother. 

Chekhov's technique in developing characters follows a definite 

pattern. At first, there is the introductory phase where the members 

of the family are presented by the narrator. Only in a very few instances 

is character trait further supported by a brief episode in the form of an 

utterance, or dialogue. Although the number of dialogues and monologues 

is increased in the later phases, still the bulk of information about 

characters comes chiefly from the story's narrator. Of all characters 

making up the family, Aksinya is placed in the largest number of "acted 

out" scenes and episodes. The old man Tsybukin, too, is constructed chief­

ly from the narrative. 

Dialogues and monologues serve to move the story's action. They 

are not used to unveil the characters' new dimension, to add new ingre­

dients; rather, they illustrate what was stated before by the narrator. 

Dialogues and monologues break the monotony of narration, and enliven read­

er's interest in the story. In conclusion, Chekhov's technique in develop­

ing characters is a mixture of narrative and "acted" episodes. 

The structuring of characters is achieved with a few physical 

and many more psychological traits. Chekhov's character is constructed 

from the attitudes and relationships toward the selected number of objects 

and goals. In this manner a reader can retain a distinct picture of each 

individual member of the family. One such set of attitudes and relation­

ships involves the family itself; the other entails the family and the so­

ciety. Viewed in this perspective, each individual depicts a different 



THE STRUCTURE OF CHARACTERS 57 

a t t i t u d e ; each member r e l a t e s d i f f e r e n t l y to another and to the o u t s i d e r s — 

the community. Consequently, each member of Tsybukin 's family emerges as 

an i n d i v i d u a l wi th unmistakenly own t r a i t s , p e c u l a r i t i e s and views. Thus 

Aksinya 's d r ive for power motivated by a sheer greed for wea l t h , s e t s h e r 

a p a r t from the r e s t . At the o ther extreme, one f inds a c o n t r a s t i n the 

young, naive a n g e l - l i k e L ipa . L i p a ' s s i m p l i c i t y ; the fact that she is not 

tainted by greed, her attitude toward life and work, her very Christian 

acceptance of suffering, her love for people and nature—all these elements 

which enter into the composition of her character create a symbolic cha­

racter denying everything Aksinya stood for. 

Three men represent the family; none of them occupys the position 

comparable to either Aksinya or Lipa. Neither of them stands for the evil— 

Aksinya, or goodness— Lipa's categories. The men possess neither the 

dynamics of Aksinya, nor the spiritual capacities of Lipa. The father 

and his two sons, notwithstanding their privileged position accorded them 

by the patriarchal tradition of the Russian village, are weak, ineffectual, 

and the cause of suffering. Aksinya's strength channeled into greed was 

not countered by the supposedly stronger men. Anisim's reproachful le t ­

ters from the prison evoke scorn in Aksinya. Her father-in-law's indeci-

siveness leads to his own fall as the head of the family. With al l possible 

opponents eliminated from competition, Aksinya's intelligence, dynamism, 

and greed make her the sole ruler of the family and i ts fortune. 

The cast of the story's characters includes people outside 

Tsybukin's family: gentrymen, peasants, and village and city administra­

tors. However, no single character is developed beyond a mere sketch, made 
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known to the reader through the narra tor . Kostyukov and the Khrymin 

brothers—the local gentry, active in small manufacturing—are known- i n ­

d i rec t ly , that i s , from the na r ra to r ' s information, or the statement of 

other characters . Even less i s known about various s t a t e functionaries 

who happen to do some business with Tsybukins. A score of peasants 

occupy a very peripheral role and turn up in several episodes. 

From the secondary characters only Elizarov-Crutch, a peasant 

and wandering carpenter, has been given a lo t of a t ten t ion . Indeed, the 

carpenter 's po r t r a i t i s as ample and informative as those of Tsybukins. 

Elizarov i s introduced during the wedding f e s t i v i t i e s . F i r s t , a brief 

sketch of the man—"...the master carpenter, a t a l l , emaciated old man 
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with eyebrows so thick that h is eyes were barely v i s i b l e . . . " — follow­

ed by dialogue and again a lengthy narrat ive re la t ing Elizarov's ra ­

ther uncommon l i f e - s to ry . The extensive treatment accorded the master 

carpenter i s a t tes ted to by the space taken up by th is character: one 

page out of a six-page chapter f i l l ed with people and events. 

Even a more extensive description i s given to Elizarov in the 

f i f th chapter dedicated to Lipa's return from the pilgrimage and the sce­

ne in front of Tsybukin's s to re . The portions of th is chapter associated 

with him are executed, in the main, in the dialogues and Elizarov's mo­

nologues. From this content one obtains information about the v i l l age 

and i t s people as well as about the protagonists themselves. The carpen­

te r in the second scene plays s imilar ly a dominant role where he informs 

58 I b i d . , p . 407. 
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o thers about the coun te r f e i t ed rub les c i r c u l a t e d by Anisim. In t h i s chap­

t e r El izarov-Crutch u t t e r s a very impor tan t , indeed , the foca l idea of 

In the Ravine: "Tha t ' s i t , c h i l d r e n . The one who works , the one who 

59 s u f f e r s , h e ' s s u p e r i o r . " El izauov appears once more i n the epi logue 

chapte r i n an episode i n which two men t a l k about the f a t e of Tsybukin 

and the i n g r a t i t u d e of h i s daugh te r - in - l aw. E l i za rov a l s o p a r t i c i p a t e s 

i n the c los ing ep i sode . 

This very ex tens ive t rea tment of the ca rpen te r i s j u s t i f i e d 

from the po in t of view of the funct ion a l l o t e d him. One would l i k e t o 

emphasize here t h a t the cha rac t e r of t h i s peasant- t radesman i s explored 

even more thoroughly than t h a t of the key character—Aksinya. E l i z a r o v ' s 

f igu re i s drawn from numerous dialogues and monologues, from the n a r r a t o r ' s 

m a t e r i a l as w e l l as from the opinions of o ther cha rac t e r s i n the s t o r y . 

Unlike o t h e r s , E l i za rov i s a many-dimensional person; he emerges as a hu­

man be ing with a l l h i s v i r t u e s as we l l as d e f e c t s . 

An important peasant cha rac te r appears i n the chapter dep i c t i ng 

L i p a ' s r e t u r n from the c i t y h o s p i t a l . One does not know h i s name, and 

Lipa c a l l s him simply, Granpa. This chance acquaintance c a r r i e s on a con­

v e r s a t i o n wi th g r i ev ing Lipa. He answers L i p a ' s ques t ions such as the 

reason for su f f e r ing borne by innocent i n f a n t s ; o r , how long does the sou l 

of a deceased man walk on e a r t h . He of fers Lipa words of c o n s o l a t i o n , 

kindness and understanding—something she did not ge t a t he r own home, from 

her own i n - l a w s . Granpa's b r i e f appearance has important bea r ing upon the 

59 I b i d . , p . 416. 



THE STRUCTURE OF CHARACTERS 60 

"philosophy" of In the Ravine. 

In summarizing Chekhov's handling of characters in In the Ravine, 

one ought to repeat the following most important technical characteris­

tics: 

Tsybukin's family, Elizarov, and the Granpa are the most deve­

loped characters. Some dozen or more participants in the story are sil­

houettes usually narrated, seldom named. Aksinya and Elizarov should be 

considered as the chief actors developed with a much greater detail than 

others. Tsybukins and Elizarov are recurrently stryctured by the narrator, 

acted-out scenes and episodes. Unlike minor characters in the story, the 

protagonists' personalities are presented from various points of view and 

various sources. 



CHAPTER V 6 1 

SETTING 

1 . The P e a s a n t s 

The p a s s a g e s d e d i c a t e d t o t h e s e t t i n g do n o t occupy much s p a c e . 

Y e t , c a r e f u l l a n a l y s i s i n d i c a t e s t h e w r i t e r ' s s t r a t e g y i n h i s d e l i b e r a t e 

s e l e c t i o n of t h e t y p e of d e s c r i p t i o n d e t e r m i n e d by t h e c h a r a c t e r i t i s a s ­

s o c i a t e d w i t h . I t i s v e r y c l e a r t h a t Chekhov ' s most f r e q u e n t l y employed 

t e c h n i q u e i s t h a t of c o n t r a s t . I n o t h e r w o r d s , d i f f e r e n t t y p e s of s e t ­

t i n g s a r e a s s o c i a t e d w i t h c h a r a c t e r s c h a r g e d w i t h s p e c i f i c f u n c t i o n s i n 

t h e s t r u c t u r e of t h e s t o r y ' s m e s s a g e . The s u b s e q u e n t examples of t h e 

c o n t r a s t t e c h n i q u e i l l u s t r a t e t h e p o i n t j u s t made . 

At t h e v e r y b e g i n n i n g of t h e f i r s t c h a p t e r , N i c h o l a s r e v e a l s h i s 

i l l u s i o n s a b o u t t h e n a t i v e v i l l a g e , e x p r e s s e d i n f o l k - s a y i n g : "Even i l l ­

n e s s i s n o t s o b a d a t home and l i f e i s c h e a p e r . 'No p l a c e l i k e h o m e . ' . . . " 

T h i s f i r s t r emark i n d i c a t e s t h e i r o n y of t h e s t o r y , f o r i d e a l i z e d dreams 

a r e s h a t t e r e d by t h e r e a l i t y of p e a s a n t l i f e . The d e s c r i p t i o n of t h e h u t , 

w h i c h f o l l o w s , fo re shadows t h e e x t e n t t o wh ich i t d i f f e r s from N i c h o l a s ' 

m e m o r i e s . I t i s f u r t h e r i n d i c a t e d by a number of d e t a i l s : T he r e a r e ma­

ny f l i e s , t h e s t o v e l e a n s t o one s i d e , t h e beams a r e c r o o k e d , b o t t l e 

l a b e l s and s c r a p s of newspaper a r e p a s t e d on t h e w a l l i n s t e a d of p i c t u r e s : 

. . . c l u m s y s t o v e , b l a c k w i t h s o o t and f l i e s . I t t o o k up n e a r l y 
h a l f t h e h u t . And w h a t a l o t of f l i e s I The s t o v e was l o p - s i d e d , t h e 
beams w e r e askew and t h e h u t l o o k e d j u s t a b o u t t o f a l l down. I n t h e 
c o r n e r o p p o s i t e t h e s t o v e , b o t t l e l a b e l s and newspaper c u t t i n g s " £»aa 
b e e n s t u c k n e a r t h e i c o n s t o s e r v e as p i c t u r e s . T h i s was t h e r e a l 

60 Rona ld H i n g l e y , The Oxford Chekhov, p . 1 9 5 . 
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poverty and no mistake. 

What follows is the description of a neglected peasant child im­

passive in her misery—a very gloomy description of peasant life: "On 

the stove sat a little girl of about eight, fair-haired, unwashed, and so 

62 
bored that she did not even give the newcomers a glance." In the first 

chapter is placed also the view of the village and its landscape: 

Behind the villagers' gardens a steep slope, almost a cliff, 
•fell away down the river, with bare boulders dotted about in the clay. 
(...) Down at the bottom stretched a bright green meadow, broad and 
level, already mown, where the village herd strayed. The river was 
the best part of a mile from the village and meandered between splendid 
leafy banks. Beyond it was another broad meadow, a herd of cattle, 
long strings of white geese, and then a steep upward rise, as on the 
near side. At the top of the rise was a large village, a church with 
five onion-domes and — a little further off—a manor-house. 

'Isn't it lovely here!' said 01ga,(...) 'Lord, what an open view!' 

And this exalted uttering is followed by the bleak description of Nicholas' 

parents everyday existence: 

Nicholas went into the hut and saw the whole family, all these 
bodies large and small, swarming on the sleeping platform, in cradles 
and in all the corners. He saw how ravenously the old man and the 
woman ate their black bread, dipping it in water... °^ 

In the second chapter, the beauty of the landscape brings Olga 

to sigh over dismal reality: "What a lovely morning] And how lovely life 

on earth might be but for poverty—sheer, grinding poverty that you could 

61 Ibid., p. 195. 

62 Ibid., p. 195. 

63 Ibid., p. 196. 

64 Ibid., p. 196. 
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* ..65 not escape from. 

In yet another place the spell of the evening, coupled with the 

picture of dancing girls on the meadow, with songs gently sounding at a 

distance, is spoiled by drunken peasants gathered in and around the inn, 

who "...sang in discordant, drunken voices and swore so hard that Olga could 

only shudder." 

In the final chapter of the story, the very enchanting pictures 

of spring in the village is again associated with the character of Olga, 

now with her decision to leave: 

Every evening the blazing spring sunset and gorgeous clouds 
presented a new, unbelievable, extraordinary sight—the sort of 
colours and clouds that you just cannot believe if you see them in 
a picture. 

Cranes sped past overhead, calling plaintively as if asking 
someone to join them. Standing on the edge of the cliff, Olga 
gazed for some time at the floods, the sun and the bright church 
which looked like new. Her tears flowed and she caught her breath, 
feeling a wild urge to go away somewhere into the blue, even to the 
ends of the earth. " 

Very contrasting alternating insets of the setting are very ef­

fective in drawing the attention of reader to Chekhov's chief aim—to de­

pict the life of peasants without embellishment. It is to be noted, too, 

that the gloom and the feeling of misery are permeating man-made settings 

homes, taverns, and the like. While the feeling of enchantment 

flows out of nature's backdrops, landscapes, and the views of nature. This 

65 Ibid., p. 200. 

66 Ibid., p. 203. 

67 Ibid., p. 220. 
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b e a u t y of n a t u r e i s s e n s e d and connaented upon by O l g a — t h e o n l y c h a r a c t e r 

i n t h e s t o r y s e n s i t i v e t o man ' s m i s e r y and t h e w o r l d s u r r o u n d i n g h i m . 

Out of t h e s t o r y ' s t w e n t y - n i n e p a g e s , s e t t i n g s o c c u r m o s t l y i n 

t h e f i r s t h a l f . They a r e v e r y b r i e f — v a r y i n g from f i v e t o e i g h t l i n e s — 

b u t b o t h compact and e x p r e s s i v e . Chekhov ' s s e t t i n g s i n t h i s s t o r y a r e 

o r g a n i c a l l y a s s o c i a t e d w i t h i n d i v i d u a l c h a r a c t e r s and t h e i r l i v e s . 

2 . I n t h e Rav ine 

Settings in this story occur in most chapters and are associated 

with all most important events, such as the wedding, Anisim's imprison­

ment, Lipa's dying- infant, and in the final scene. Their length varies 

considerably* from three to forty lines. 

The most striking trait of setting in In the Ravine is the writer's 

use of sound. Its function here is to further mood of expectance or sus­

pense already created by descriptive or narrative passages. For example, 

in the first chapter, as Aksinya washes herself, "...the samovar was boil-

ing in the kitchen and droning predictions of misfortune." Sound as bad 

omen is again heard during the wedding feast: "...and it was a kind of 
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horrible, savage mixture of sounds that made the head whirl." Some­

times sound comments like a chorus. When news comes that Anisim has been 

sent to Siberia, 

68 A. P- Chekhov , op. cit., p. 400. 

69 Ibid., p. 408. 
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...the cook in the kitchen, thinking decency demanded it, 
suddenly began lamenting as over a corpse: 'For whom have you 
left us, Anisim Grigorich, bright falcon... 

The excited dogs began barking. 

Various sounds are woven into the scene in which Lipa, with 

her dead infant in the arms, is walking home from the hospital: 

From somewhere far away, no one know where, a bittern called 
like a cow locked in a shed, a muffled, dolenfef-ui>sou»d. ̂ 'Thg^cry of 
the mysterious bird was heard every evening, but no one knew what 
it was or where it lived. (...) The cuckoo counted out someone's 
remaining years, became completely tangled in the account, and 
started over again. In the pond, angrily straining themselves, the 
frogs called to one another, (...) All these creatures seemed to 
be shouting and singing purposely so that no one would sleep this 
spring evening... '1 

The sound Lipa hears suggests her.loneliness and mystery as she walks with 

her dead son. Then voices momentarily break the spell as we hear the 
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simple, human "Harness up, Vavila!" Lipa is comforted, but when the 

strangers leave and Lipa approaches the town, the sad and senseless animal 

sounds reappear: "... it seemed to her as if the very same cuckoo were 
73 

crying continuously." In the final passage it is again sound, the 

singing Lipa: "...singing in a shrill voice and trilling, looking up at 

the sky as if glorifying and giving praise that the day, thank God, had 
74 

ended and one could rest." This expresses the beauty of Lipa's world 
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as compared to t h a t of Tsybukins. 

L e t ' s consider another example of a group of symbols making up 

the s e t t i n g — d e s c r i p t i o n of the v i l l a g e . In the expos i t i on i t i s des ­

cr ibed m a t t e r - o f - f a c t l y , s t r e s s e d by such t r a i t s a s : "mud was deep" , 

"smell of fac tory r e f u s e " , " the water i n the s t ream was of ten p u t r i d 

from the t anne ry" , " c a t t l e suf fered from an th rax" , " t h e r e were only two 
74a 

decent h o u s e s . " Quite d i s t i n c t i s Anis im's view of the same v i l l a g e a t 

the moment of h i s depar ture s h o r t l y a f t e r the wedding. En t i r e backdrop 

suppor ts h i s f ea r of a r i sky fu ture he e x p e c t s : 

The c a t t l e were being dr iven out ( . . . ) Larks were s ing ing 
everywhere, above and below. Anisim looked back a t the church, 
g r ace fu l , w h i t e — i t has been r ecen t l y whitewashed ( . . . ) a t t he 
greenroofed schoo l , a t the stream in which he had once swum.. . joy 
surged i n h i s b r e a s t and he longed for a wa l l to suddenly sp r ing 
from the ground, prevent ing him from going o n . . . 

The same Ukleyevo, but seen through the eyes of Lipa, he r mother, and 

Crutch, provides a d i f f e r e n t p i c t u r e , f u l l of peace and coz ines s : 

. . . i t s wi l lows , white church, and s t ream looked b e a u t i f u l 
( . . . ) Rye could be seen on the far s lope ( . . . ) the oa t s were a l ­
ready r i p e , t o o , and gleamed in the sun l i k e mo the r -o f -pea r l . I t 
was h a r v e s t t ime. ( . . . ) D i s t an t thunder rumbled every day; i t was 
s u l t r y as i f about to r a i n , and looking a t the f i e l d s , now the pea­
san t s ( . . . ) t h e i r h e a r t s were merry and joy fu l and anxious . '° 

In conclus ion , Chekhov's s e t t i n g s in In the Ravine depend on the 

na tu re of the s i t u a t i o n as w e l l as i t s mood, a s s o c i a t e d with the cha rac t e r 

74a I b i d . , p . 398 passim. 

75 I b i d . , p . 412. 

76. I b i d . , p . 415. 
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involved. Setting greatly contributes to the vividness of any passage 

read. Its role in this story is not the focal aspect. Yet, it is the 

example of both, the mastery of brevity and lucidity. 
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Chekhov's peasant s to r ies i n i t i a t ed a new era in peasant f i c t ion . 

In them Chekhov presented a new solution to vi l lage r e a l i t i e s . Con­

trary to the prevail ing populist notion, Chekhov pointed out that pea­

sants themselves contribute to the i r semi-savage existence by usury, 

s t ea l ing , trading in vodka and by the i r general opposition to enlightened 

measures. The s to r ies present a panorama of society r iddled with vul ­

gar i ty , man's inhumanity to man, greed, hard labour and poverty. 

With the beginning of the year 1892 i s marked Chekhov's new ap­

proach to f ic t ion , when he becomes more perceptive and handles his s t o ­

r i e s in a manner more consistent . A tenta t ive observation of the the-

matical content of Chekhov's s tor ies writ ten between 1892 and 1904, brings 

one to the conclusion that Chekhov's peasant f ic t ion i s not a major theme, 

but re f lec ts h is concern with the Russian peasant. There i s the group of 

peasant s t o r i e s , the so called "peasant cycle", to which belongs The 

Peasants—which c r i t i c s agree to be his pr incipal peasant s tory , and In the 

Ravine, closing this cycle. Many c r i t i c a l works have studied more or 

less profoundly Chekhov's short s tor ies on the peasant theme, focusing 

mainly on the h i s t o r i c a l and sociological aspect of peasantry, but r e l a ­

t ively l i t t l e on the prose technique. 

The c r i t i c a l l i t e r a t u r e about the ar t of f ic t ion offers a gene­

r a l agreement on the meaning of terms incidental to the basic s t ruc tu ra l 

elements of f i c t ion , i . e . those major components that shape the design of 

a s tory: the s t ructure of p lo t , character, background, and point-of"-view. 

Cri t ics agree on the understanding of plot as an a r t i f i c e , as a 

s t ructure superimposed by the a r t i s t on the raw story mater ia l . The 
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selection and re-arrangement of the "story" material in plot structur­

ing shapes the aesthetic purpose. The model of plot, formulated by 

Aristoteles—still fundamental to the current craft of fiction— consists 

of these distinct major portions: establishment, peripetiae, climax, and 

denouement. 

The plot structure of The Peasants is drawn in the fairtest, most 

general outlines. The plot's moving force is life; a grey, hard, slug­

gish, uneventfull peasant life. It is a life without suspense which over­

shadows the fate of the protagonists and all characters of the story. The 

plot of The Peasants is not a well-defined action made up of forceful acts, 

but plot of the life of various individuals making up the village com­

munity. Consequently, the conventional demarcations between the various 

phases of the plot are hardly discernible, for they are patterned on the 

flow of life and not on the prescriptions of literary poetics. 

The plot of In the Ravine tends to follow the classical model, 

for its various phases are clearly marked off. The plot's structure is 

shaped by Anisim's involvement in the affair with counterfeited roubles. 

It is directly Anisim's "get rich" scheme which causes the drama of 

Tsybukin's family. But underneath this tragedy one can feel a blow of 

the emerging industrial world that indirectly interferes with the lives of 

the characters, when arousing greed and inhumanity within them. Their'.in­

terrelationships are restricted to "businesslike". Consequently, the 

actions of the characters function here as the driving force moving forward 

the plot which is marked by surprises and suspense. This results in that 

the plot In the Ravine is the plot of action in a contrast to the plot in 

The Peasants. 
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As the stories differ in the nature of plot, so their unknottings 

have the common feature: they do not solve conflicts. In each instance 

begins a new phase in lives of some of the main characters, and in both 

cases the stories might have finished with the words: it begins. Thus, 

the stories do not end traditionally, they are left incomplete — open-

ended . 

In the prose structuring character tends to occupy the greater 

part of writer's effort. From a variety of technical schemes and terms 

offered by critical writings on building fictional heroes, there are most 

frequently used terms known as "flat" and "round" characters. The writer's 

possibilities can encompass also the one of two fundamental methods in 

creating character: direct or indirect. 

In The Peasants, writer's attention is given to the Chikildeyev's 

family. Although Nicholas and his family are considered as the protagon­

ists — for they constitute the story-frame, the reference points which 

assist the writer in marking off the story's forward movement — the real 

heroes are peasants in general. Nicholas, his wife, and daughter serve as 

one of many threads woven into the canvas of the life in the village. 

The minor characters — except the village's elder — rarely go beyond the 

name or a few features. 

In In the Ravine, the author reserves the central position for 

the members of Tsybukin's family. An exception is Elizarov, although out­

side the family, is along with Aksinya a character developed with a much 

greater detail than the others. Both should be then considered as 
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the protagonists of the story. The members of Tsybukin's family in general 

are the most developed characters, with own clean-cut traits, peculiarities, 

and views. This may not be said about the peripheral characters that are 

narrated, but restricted to the name but undeveloped. 

Chekhov's technique of structuring characters in The Peasants 

and In the Ravine consists of the initial projection of key characteristics 

presented by the narrator in the introductory phase. Further development 

of the plot, its later phases — although broken by episodes or dialogues — 

bears only the expansion and amplification of characters' traits, but not 

their change. This means that none of the characters deviates from its 

primary cast. Consequently, all characters in the stories — whether pro­

tagonists or peripheral — belong to E.M. Forster's "flat" category. In 

other words, they are built around a single idea or projection and such 

remain throughout the entire story. 

The Peasants and In the Ravine have in common also the apparent 

difference in drawing female and male characters. Female characters in 

general are endowed with beauty, are treated in greater detail than males, 

and are also better differentiated from each other, more individualized, 

Females are stronger, more vital and independent than males. Considering 

the family, it is a woman who dominates. Male characters in a role of 

mates are physically uninteresting, unremarkable, have some physical defect, 

or they are lonely, spiritually weak men. 

Generally speaking, none of the characters in The Peasants and 

In the Ravine is "enlarged" or hyperbolic; they stay human in every respect. 
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In the stories they are emerging in correspodence with an image of the 

peasant in the post-Reform Russia. It is through their interrelation­

ships that tragedies and dramas are created. 

As setting is invariably connected with the events of the story, 

its function is to contribute to the development of plot and characters. 

Along with them setting helps to sustain the reader's thoughts and feel­

ings, when calling into play a visual imagination. 

The analysis of passages dedicated to setting in The Peasants 

disclosed the author's most frequently employed technique: a technique 

of contrast. The passages of enchantment flowing out of nature's back­

drops alternate with those, expressing the gloom and a misery emerging from 

man-made settings. This demonstrates to be an effective technique in 

fulfiling Chekhov's chief aim—to disclose the peasant's life without 

embellishing. 

Settings in In the Ravine are associated with all the most impor­

tant events of the story. As the analysis exposed, the writer's conspi­

cuous device in setting is sound, that supports a mood of expectance and 

suspense in already shaped descriptive or narrative passages. 

To conclude, settings in both stories are in a close connection 

with the nature of the situation, its most subtle shade of mood or in­

ducement of the character involved. Variations of settings are organic 

e^lly associated with characters that are given a specific functions in 

a structure of the story and so foster its main theme. In The Peasants 

and In the Ravine settings do not occupy much space, thus their role in 
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s tor ies i s not dominant, but they are both compact and expressive. 

Point of View i s one of the most important ordering devices at 

the w r i t e r ' s disposal , for he has to make a decision who w i l l serve cre­

dibly as his functional voice. E.A. Bloom distinguishes three basic 

types of point-of-view: Omniscient, The Third Person, and The F i r s t 

Person Point-of-View. 

After careful consideration of The Peasants and In the Ravine, 

thei r s t o r i e i s t o t a l i t y , framework, and ideological content, one may con­

clude: in both s tor ies there i s the presence of the narrator who conveys 

author 's aims in the manner of omnipresent observer. He, as executor of 

the author 's design, di rects the shaping of p lo t , s t ructur ing of charac­

t e r s , arrangement and type of background. The narrator with his complete 

knowledge not only presents these f ic t ional elements, but also comments 

upon them. Both s to r ies thus clearly correspond with E.M, Bloom's Om­

niscient Point-of-View. 

In conclusion, judging from the four major components shaping the 

design of the s tor ies The Peasants and In the Ravine—plot, character , 

s e t t i ng , and point-of-view, to the analyses of which was devoted th is 

thesis—one can s ta te that Chekhov's greatest emphasis was placed on mood 

in the stories. 
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The present study of the peasant universe in Chekhov's short 

s to r ies fa l l s into two p a r t s . The f i r s t covers Chekhov's peasant prose 

on the background of both—the epoch and the w r i t e r ' s own prose works. 

The second par t i s dedicated to the analysis of the major s t ruc tu ra l as­

pects of prose wri t ing: p lo t , character and se t t i ng . 

Chapter I presents a l i t e r a r y and h i s t o r i c a l backdrop to 

Chekhov's f ic t ion on peasant topics . The f i r s t par t of this chapter fo­

cuses on Chekhov's t o t a l prose output between the years 1892 and 1904; 

the second part on Chekhov's i n t e re s t in the peasant "problem" in gene­

r a l , and on his "peasant" s tor ies in pa r t i cu la r . The s t ress i s given on 

the s tor ies The Peasants and In the Ravine. 

The brief discussion of the main aspects of the f i c t ion ' s 

s t ructure in Chapter I I concentrates on p lo t , character, background, 

point-of-view, i . e . those essent ia ls which ass i s t in the analyses of 

Chekhov's s t o r i e s . 

With reference to the basic concepts of plot are in Chapter I I I 

analysed the s tor ies The Peasants (section 1) and In the Ravine (section 

2) , in order to determine the w r i t e r ' s technique in developing the s to ry ' s 

plot—the plot in i t s major out l ine , the essent ia ls of Chekhov's s t r a ­

tegy, and deviations from the c lass ica l model of p lo t . 

Chapter IV studies Chekhov's strategy in character building in 

The Peasants (section 1) and In the Ravine (section 2)—the technique in 

developing characters, the treatment of chief actors and secondary cha­

r a c t e r s , as well as the projection of male and female characters. 
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Chapter V contains the analyses of se t t ings in The Peasants 

(section 1) and In the Ravine (section 2) . Passages from the s to r ies 

dedicated to se t t ing disclose Chekhov's frequently employed technique, 

and both, the nature and function of set t ings occuring in the two s t o r i e s . 

Several observations are s tated in the concluding chapter, chief­

ly with regard to Chekhov's execution of the major s t ruc tura l elements. 
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THE ORIGINAL RUSSIAN VERSION OF THE ENGLISH 

QUOTATIONS USED IN A TEXT 

27 " . . . TO coo6pa3MJi, I T O HanpacHO OH cio.ua npwexaji, 

60JIBHOH, de3 aeHer ,a,a ene c ceMbeM— HanpacHo!" / c . 3 8 3 / 

2 8 " . . . npocMJi, MTO6BI e r o noJioxHjm Ha noji, npocmi , 

^TodBi nopTHOH He KypMJi, noTOM 3aTHX noji TyjiynoM m K yTpy 

yMep." / c . 4 0 8 / 

29 "KaK-To nepej . MacjieHnneii. . . " / c . 5 7 1 / 

30 " . . . n a KpacHoii TopKe," / c . 5 7 3 / 

31 " . . . 3a Tpw MKK M,O CBaAbdBi," / 5 7 4 / 

32 " BocbMoro MMJIH, B nHTHKny," / c . 5 8 3 / 

33 " Tomiie, cropdjieHHBie, de33ydBie, oda oAHoro p o c T a , " 

/ c . 3 8 3 / 

34 " niMpoKonjieyeii, CHJIBHOH, HeKpacMBOH aceHmMHBi," / c . 3 8 3 / 

35 " KpacHBaa d a d a , Toace cmibHaa w uinpoKaa B n j ie -

^ a x , " / c . 3 8 3 / 

36 " BbicoKHM, MepHodopoj,HH MyxcMK B 3HMHeii i a n K e " 

/ c . 3 8 4 / 

37 " JieT BOCBMH, dejiorojioBaa, HeMbiTaa," / c . 3 8 1 / 

38 " KaKoe npeKpacHoe yTpo! H BepcaTHo, Kanaa dbiJia 

dBi npeKpacHaa «M3HB Ha OTOM CBeTe, ecjiw dBi He Hyama, yacacHaa, 

de3Bicxo^HaH Hyaena, OT KOTOpoii HHrae He cnpHMemcb.a!" / c . 3 8 6 / 

39 " H - M , KacaTKa! TepnH, H Bee TyT." / c . 3 8 5 / 

40 " . . . c KaKow acajiocTbio CTapHK M dadBi ejm MepHbiM 

xjied, MaKaa e r o B B o a y . . . " / 3 8 3 / 

4 1 " . . . Bee 3TM dojibinwe M MajieHbKwe Tejia, KOToptie 

meBejiHJiHCb Ha nojiaTHX, B JiiojibKax M no Bcex y r J i a x , " / c . 3 8 3 / 

http://cio.ua
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4 2 " . . . Bee o Hyxcue a a o doJ ie3H.ax ." / c . 3 8 3 / 

4 3 " 3 T O dbui HeocHOBaTejibHbiH, HeHajjexHbiH MyxHK H , 

dbiTB MoxeT, ecjiM dbi OHa He noHyKajia e r o nocTO-aHHo, TO OH 

He padoTa j i dbi BOBCe, a TOJIBKO CMJJ.eji dbi Ha newM jia p a 3 r o -

BapMBaji ." / c . 3 8 9 / 

4 4 " MapBH CMHTajia c e d n HecMacTHOio K r o B o p m i a , HTO 

eii oweHt x o i e i c a y M e p e T b . " / c . 3 9 7 / 

4 5 " $eKJie x e , HanpoTHB, dbiJia n o BKycy BCH 3Ta 

X H 3 H B : M deAHOCTB, M HeiHCTOTa, H HeyroMOHHaa d p a H b . " / c . 3 9 7 / 

4 6 " M OHa c n e p B o r o x e AHH B03HeHaBHjLejia O J i t r y H 

HMKOJiaa MMeHHO 3 a T O , MTO MM He HpaBMJiacb 3Ta X M 3 H I > . " / C . 3 9 7 / 

4 7 " CTaHOBOH, XyHOmaBblM CTapHK C JUIMHHblMM Ceĵ blMM 

d a x e H a M H . . . " / c 4 0 1 / 

4 8 " B r o p c u e OH He xMBaji M KHMr HMKorjja He qMTaji, 

HO oTKyjia-To HadpajiCH pa3Hbix yMHbix CJIOB M JiiodMJi y n o T p e d -

jiHTh H X B p a 3 r o B o p e , M 3 a a i o e r o yBaxajiM, X O T H M He B c e r ^ a 

noHMMajiM." / c . 4 0 1 / 

4 9 " . . . dbui CTapMK odopoTJiMBbiii." / c . 5 6 8 / 

5 0 " . . . KpacHBaa , C T p o i r a a n . . . " / c . 5 6 8 / 

5 1 " . . . HeodbiKHOBeHHyio j .e j iOBMTOCTb. . . " / c . 5 6 8 / 

5 2 " . . . M«uio^Tbnia e e JieiicTBOBajia B 3TM TarocTHbie , 

TyMaHHbie J I H H , KaK npejotoxpaHMTejifcHbiii KjianaH B ManiMHe." / c . 5 6 9 / 

5 3 'V AKCMHBM dbuiM c e p b i e , HawBHbie r j i a 3 a , . . . H B ee' 

CTpOMHOCTM dbUIO ^TO-TO 3MeHHOe . . . OHa TJIHJiejia, KaK BeCHOH 

M3 MOJiojioii PXM rjiHAHT Ha n p o x o x e r o r a j u o K a . . . " / c . 5 7 9 / 

5 4 " OHa dbuia MOJio.ua, eme J i e B O ^ K a . . . B caMOM ae j i e 

OHa dbuia KpacMBa, H OJIHO TOJIBKO Morjio B Heii He HpaBMTbca, 

3 T O - - e e doJibfflHe MyxcKwe p y K M . . . " / c . 5 7 3 / 

http://MOJio.ua
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55 " . . . rpycTHan, podKaa yjiudKa He cxcwuia y Hee c 

jiima, M rjia3a CMOTpejiw no-AeTCKM—AOBepqwBO H C JiwdoniiTCTBOM." 

/ c . 5 7 3 / 

56 " . . . KycoK n u p o r a c Kameii," / c . 6 0 3 / 

57 " . . . HeMHTepecHyw, He3aMeTHyio HapyacHocTb.. . npn 

cjiadoM, He3j,opoBOM cjioaceHMM M npti HedojibiiioM p o c T e . . . " / c . 5 7 2 / 

5 8 " . . . nojtpHA^HK njioTHHK EjiH3apoB, BbicoKMH, x y -

.HOmaBHH CTapHK C TaKHMH ryCTHMM QpOBHMM, MTO TJia3a dblJIM 

e^Ba BHjHbi. . ." / c . 5 7 7 / 

59 " OHO TaK ^eTOMKH. KTO TpyjmTCH, KTO TepnuT, TOT 

H CTapme." / c . 5 8 6 / 

60 " JloMa M XBopaTb Jierme, H acwTb jjeuieBJie; H HeaapoM 

roBopHTCH: jioMa CTeHH noMoraioT." / c . 3 8 1 / 

61 " . . . HeonpHTHyio n e ^ b , 3aHHMaBHiyio MyTb JIH He noji-

M3dbi, TeMHyio OT KonoTH H Myx! Ile^b noKocwjiacb, MTO W3da CUB 

MMHyTy pa3BajiMTas. B nepeaHeM yr j iy , B03Jie HKOH, dbiJiw HaK-

jiecHbi dyTbuio^Hbie apjiMKM M odpwBKH ra3eTH0M dyMam— STO BMecTo 

KapTHH. BejiHocTb, de jmocTb!" / c . 3 8 1 / 

62 " Ha ne^M cn.nejia AeBO^Ka jieT BOCbMM, dej ioroj io-

Baa, HeMbXTaa, paBHO,nyiiiHa.H; oHa jiaace He B3rjiaHyjia Ha Bomej,-

nmx." / c . 3 8 1 / 

63 " 3a KpecTbHHCKMMH ycaj,bdaMM Ha^MHajica cnycK K peKe, 

KpyTOH H OdpblBMCTblil, KaK <ITO B TJIHHe, TaM H CHM, OdHaaCMJIHCb 

rpoMa^Hbie KaMHM / . . . / a TaM BHW3y paccTHJiajica IIIHPOKHH, p o B -

Hbiii, HpKO-3ejieHbiii J iyr , yace CKomeHHbiii, Ha KOTOPOM Tenepb ry-

JIHJIO KpecTbHHCKoe CTa,no. PeKa dbiJia B BepcTe OT jtepeBHH, H3-

BMJiMCTaH, c ^yj.ecHiiMM KyjipHBbiMH deperaMH, 3a Heio onaTb mw-

poKMM Jiyr , CTajo, ja,jiHHHiae BepeHMUt: dejibix r y c e i i , noTOM, TaK 
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» e KaK Ha QTOSA CTopoHe, KpyToM n o ^ t e M Ha r o p y , a BBepxy , 

Ha r o p e , ce j io c nnTwrjiaBOio uepKOBbio vs HeMHoro n o o ^ a j i b r o c -

nOlCKHH M.OM. 

" Xopoino y Bac 3,n,ecb ! " — c K a 3 a j i a O J i t r a , / . . ./"'P&sjxojihe 

r o c n o M ! " / c . 3 8 2 / 

64 " HMKOJiaii, BOH^H B M3dy, yBnnej i Bee ceMeiiCTBO, 

Bee 3 T H dojibiiiwe vs MajieHbKMe Te j ia , KOTopwe meBejimiMCb Ha 

noJiaTHx, B jiiojibKax vs BO Bcex y r j i a x , M Kor.ua yBime j i , c K a -

KOK) 3Kaji,HocTbK) cTapMK H dadbi ejiM ^epHbiM x j i e 6 , MaKaa e r o 

B B O ^ y . . . " / c . 3 8 3 / 

65 " KaKoe npeKpacHoe y T p o ! M, BepoaTHo, KaKan dbuia 

6bi n p e K p a c H a a KM3HB Ha STOM CBeTe, ecjiw dbi He Hyaena, yacacHaa , 

6e3bicxo^HaH Hyaena, GT K O T O P O H Hwr.ne He cnpaweii ibctf!" / c . 3 8 6 / 

66 " . . . OHM nejiH ishfsvshsuvs rojiocaMM, Bee B p o 3 b , vs d p a ^ -

HMJiMCb TaK, ^ T O Oj ibra TOJIBKO B 3 A p a r H B a j i a . . . " / c . 3 8 9 / 

6 7 " BeceHHHM 3aKaT, njiaMeHHbiM, c nbiiuHbiMM o6jsa.Ka.Mvs, 

Kaxjxbiii B e ^ e p jtaBaji MTo-HwdyTb HeodtiKHOBeHHoe, HOBoe, H e B e p o -

HTHoe, HMeHHO TO c a M o e , ^eMy He BepMiiib noTOM, Kor.ua 3TM ace 

KpacKM vs 3TM y&e odnaKa BHUMiiib Ha xapTHHe. 

JKypaBJiM JieTejiw dbicTpo-dbiCTpo vs KpM^ajiH r p y c T -

H O , dyjiTO 3BajiM c codoio . CTOH Ha Kpaio odpbiBa, Oj ibra noj ioJ i -

ry CMOTpejia Ha pa3JiMB, Ha cojiHn;e, Ha CBeTjiyio, T O T O O noMo-

jicneBiuyio i^epKOBb, vs cjie3H TeKJiw y Hee vs jibixaHwe 3axBaTHBa-

JIO O T T o r o , MTO CTpacTHo xoTe j iocb ywTM Ky^a-HMdyTb, Ky.ua 

r j i a 3 a r j i a^HT, XOTB Ha Kpaw C B e T a . " / c . 4 0 9 / 

6 8 " . . . caMOBap Kwneji B KyxHe vs r y j i e j i , n p e j i c K a -

3biBaa M T O - T O H e j i o d p o e . " / c . 5 6 9 / 

http://Kor.ua
http://o6jsa.Ka.Mvs
http://Kor.ua
http://Ky.ua
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69 " . . . H dbijia KaKaa-To yscacHaa , AVLK&SI CMecb 3ByK0B, 

OT KoTopoM KpyatHJiacb r o J i O B a . " / c . 5 7 7 / 

7 0 " . . . K y x a p x a B KyxHe Bjipyr 3aro j iocMJia , KaK no n o -

KOHHMKe, ayMaH, ^ T O 3 T o r o TpedyeT npHJiHMwe: 

" M Ha K o r o TLI Hac noKHHyji, AHHCMM TpwropHM, c o -

KOJIMK HCHblH. . . " 

3ajiafljiM codaKM BCTpeBOxeHHtie. " / c . 5 9 1 / 

7 1 " Tj,e - T O j iaJieKo, Hen3BecTHO r,n,e, Kpn^aj ia Bbint, 

TO^IHO KopoBa , 3 a n e p T a a B c a p a e , 3ayHbiBHO M r j i y x o . KpMK 

OToii TaMHCTBeHHHH I ITHUH cjiuuiajiM Kax^yjo BeCHy, HO He 3HajlM, 

KaKH OHa H r.ne M B S T / . . . / ^ B M - T O ro,n,a CMHTajia KyKyuma M Bee 

cdMBajiacb co cweTa M onaTb Ha^MHajia. B npyj ie cep j inTO, HaA-

p h i B a a c b , nepeKJiMKajiMCb j i a r y w K M , / . . . / K a 3 a j i o c b , mo Bee STM 

TBapM Kpw^ajiM M nejiM Hapo^Ho , ^Todbi HMKTO He cnaj i B S T O X 

BeceHHMM B e q e p . . . " / c . 5 9 6 / 

7 2 " 3 a n p a r a M , BaBMJia!" / c . 5 9 6 / 

7 3 " . . . M Ka3aj iocb eM, MTO KPM^MT Bee Ta ace KyKym­

Ka . / c . 5 9 9 / 

74 " . . . M ne j ia TOHKHM TOJIOCOM M 3aj iMBajiacb, rjixjix. BBepx 

Ha H e d o , T O I H O T o p x e c T B y a H BocxniiiaHCB, ^ T O ,n,eHb, c j iaBa 

d o r y , KOHMMJ1CH H MOXHO OTAOXHyTb . " / c . 6 0 3 / 

7 5 " B nepBHH p a 3 BbirHajin CKOTHHy / . . . / Bcio.ii,y, M 

BBepxy M BHM3y, nejin scaBopoHKM. AHHCMM o r j i a j i iBa j i cn Ha n , ep -

KOBb, CTpoHHyw, dej ieHbKyio—ee HejaBHo nodejiMJiw / . . . / Ha 

mKOJiy c 3ejieH0M KpbimeM, Ha p e ^ K y , c Koiopoif K o r ^ a - T o Kyna j i -

c a / . . . / M pa j iocTb KOJiHXHyjiacb B rpyAM, H 3 a x o T e j i o c b , ^ T O S H 

Bj.pyr M3 3eMJiM Bbipocjia cTeHa H He nycTMjia dbi e r o .najibme, " / c . 5 8 2 / 
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76 " . . . co CB.MMM BepCaMM, Sejioii uepKOBbw H pe^Koii 

Ka3ajiocb KpacMBMM / . . . / BMAHa Stuia Ha 3TOM CTopoHe no c x a -

Ty poacb / . . . / M OBec nocneji M Tenepb Ha cojiHne oTCBeMMBaji, 

KaK nepjiaMyTp. Ebijia CTpa,a.a./. . . / Kasuu>ai jienb norpoMbixMBaji 

^.ajibHbiH rpoM; napujio, noxosce SMJIO Ha JLOXJIB, M, rjinjiii Tenepb 

Ha noj ie , Kaambiii / . . . / M OBIJIO Becejio, M pa.nocTHO, H Hecno -

KOHHO Ha .nyme." / c 5 8 5 / 


