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Abstract
This thesis uses the narrative framework developed by Theresa de Lauretis’ essay ‘Desire in
Narrative’ (1984) to shed new light on the development of male and female characters in texts by
Fyodor Dostoevsky, Leo Tolstoy, Isaac Babel, Mikhail Bulgakov and Boris Pasternak. De Lauretis’
narratological framework is based on work by Vladimir Propp and Yury Lotman. She draws
attention to the inherently masculine identification of heroes, and argues that it is the development

of these masculine heroes that drives narrative.

| apply this insight to nineteenth-century texts including Crime and Punishment and The Idiot, War
and Peace, Anna Karenina and a selection of Tolstoy’s short stories. From the twentieth century, |
consider Red Cavalry, The Master and Margarita and Doctor Zhivago. This range of works, by
five different writers spanning two centuries, draws out themes in the portrayal of male heroes
changing and developing, spiritually and intellectually ‘moving’, throughout narratives. I show the
variety of ways female characters act as helpers, or donors, to their male counterparts; and also as

the prize awaiting them at the end of their successful quest.

This re-reading highlights the significance of cycles of death, transformation and rebirth for the
development of masculine heroes. While in texts by Tolstoy and Dostoevsky, male heroes strive for
intellectual and rational mastery, in twentieth-century texts the focus shifts to male characters’

abilities to exercise artistic and creative freedom.

In contrast to the cerebral and imaginative freedom associated with masculine heroes, | highlight
portrayals of physical and sexual violence against women’s bodies, showing that female charcters
are associated with their physical bodies to a far greater extent than male heroes experience
embodiedness. The intellectual freedom and development of masculine heroes is privileged, while
female characters remain in static positions, more defined by bodily limitations and vulnerabilities

than male protagonists.
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Note on the Text

Where | have illustrated my arguments with quotations from primary texts, | have included both the
original Russian and an English translation. The majority of the translations use a simplified form
of the British Standard system for the romanisation of Russian Cyrillic letters, and | use the same
system for the names of Russian characters and places. In general this means that & is converted to

yo, -iy and -yy endings are simplified to -y, and apostrophes are omitted for & and ».

I have not included the original Russian for quotations which are not taken from the primary texts
under discussion. For example, in my chapter on Tolstoy’s works I provide quotations from his
novels and short stories in both the original Russian and in English translation, but quotations from

his diary appear only in R.F. Christian’s English translation.



Introduction

In the late 1980s and early 1990s a number of important books were written about the role of
women writers in Russia. Joe Andrew’s book, Women in Russian Literature, 1780-1863 was
published in 1983. In this text Andrew considered major works of Russian literature from a
feminist viewpoint, contending that his chosen texts operated as part of a process of social control,
by which women’s voices were both suppressed and women were persuaded actively to consent to
their own subordination.! He discussed works by Alexander Pushkin, Mikhail Lermontov,
Nickolay Gogol, Ivan Turgenev and Nickolay Chernyshevsky which were written during the
formative period of Russian realism — approximately between the Decembrist Revolt in 1825 and
the Emancipation of Serfs in 1861.%2 Andrew focused his analysis on prominent male writers to
demonstrate that within Russian culture women were rarely portrayed from a female perspective,
and male writers generally did not understand women, and therefore were unable to provide
realistic representations of them.® Despite this weakness, the assumed universality of these well-
known writers has remained unchallenged for many decades, even though they are written from a

specific, embodied, male perspective.’

Barbara Heldt’s Terrible Perfection was published four years later, in 1987, drawing attention to
the many Russian female writers who had previously been overlooked by Western scholarship.
Heldt analysed the work both of well-known male writers, such as Tolstoy and Chekhov, and
lesser-known female writers such as Dashkova, Durova and Sokhanskaya, comparing the ways in
which male and female writers portray women and femininity. She argued that for male writers,

writing the powerful novels for which Russia became known in the West, ‘woman’ became a sort

! Andrew (1983), pp. 2 and 3. Full bibliographical information about this and all subsequent references to
secondary sources are given in my bibliography. For the sake of clarity, fuller details about primary texts are
given in footnotes.

2 Ibid., p. 8.

* Ibid., p. 5.

* Ibid., p. 2.



of paradigm or shorthand for a model of idealised perfection.® Significantly, Heldt also pointed out
the differences in tone and genre between writing by men and women. She found that works
authored by female writers portrayed women in a more nuanced way, as rounded and developing
people, rather than as a glorified ideal, but also that women tended to write texts that could be
categorised as either autobiography or lyric poetry.® Both of these key conclusions offered an
alternative perspective on the traditional view of the canon of Russian literature known and studied

in the West.’

Then, in 1994, Catriona Kelly published A4 History of Russian Women’s Writing, which unlike
Heldt’s and Andrew’s works, focused only on female-authored works. Kelly compared Russian
culture to other European literary cultures, arguing that as elsewhere in Europe, the established
culture worked to efface and suppress the work of women writers.? Kelly’s work was particularly
concerned with the work of women who choose to write as women, using a feminine authorial
persona. She argued that writing was seen as a traditionally male activity and, like Heldt, she
contended that this led to a distortion in the way women were portrayed, given that the prominent

literary representations of women and femininity were penned by men. °

Two years later Rosalind Marsh published Gender and Russian Literature: New Perspectives
which applied previous research on Russian male writers to works written by women.'® Marsh
reflected on how conclusions drawn about nineteenth-century texts can help us interpret twentieth-

century texts — an approach | also use in this current research.™ She found that themes of feminine

> Heldt, p. 2.
® Ibid., p. 6.

7 Ibid., p. 160.
8 Kelly, p. 5.
° Ibid., p. 10.
10 Marsh, p. 1.
2 Ibid., p. 4.



passivity, silence, confinement and hysteria can be found in modernist works, and that the female

writers of these texts have responded in a variety of ways to these persistent stereotypes.*

Returning to the nineteenth century, and focusing on the portrayal by male writers of very specific
type of female character, Svetlana Grenier’s study of wards was published in 2001. In Representing
the Marginal Woman in Nineteenth-Century Russian Literature: Personalism, Feminism and
Polyphony Grenier argued that ward characters were doubly coded as ‘other’.*® As women they
were in the position of the ‘other’ in a patriarchal society, but they were also marginal compared to
other women as they were dependent on the charity of others for their physical needs, and for their
social integration into the community.* Grenier used Mikhail Bakhtin’s concepts of dialogue and
polyphony to understand how these female ward characters were portrayed in nineteenth-century
works of fiction.” By applying these principles she was able to analyse the extent to which male
authors endowed ‘doubly-marginalised” ward characters with their own voice, enabling them to
express their own thoughts, feelings and opinions in dialogue with other, less marginalised,

personalities.'®

Adele Marie Baker and Jehanne M. Gheith have also explored female marginalisation in Russian
literature. In their book, A History of Women’s Writing in Russia, published in 2002, they argue
that in the past little attention has been given to the ways in which women articulate their own
experience.’’ Instead, descriptions of female experiences written by male authors have dominated
cultural life and this has led to certain problematic images of female bodily experience being

replicated in texts."® In their Introduction to their collection of essays, Barker and Gheith use the

2 |bid., pp. 4 and 23.

3 Grenier, p. 7.

4 Ibid.

% Ibid., p. 1.

% Ibid., p. 7.

7 Barker and Gheith, p. 7.
8 |bid., p. 9.



example of the relationship between women and their bodies to illustrate this issue. They argue that
women who are perceived to ‘dwell too much’ within their bodies, embracing the sensual and
physical side of their personalities, are often coded as sexually provocative.® On the other hand,
women who ‘dwell too little’ within their bodies, avoiding sexuality, are seen as cold and barren.?
Their collection of essays aimed to challenge these dominant, patriarchal interpretations of female
experience by highlighting the ways in which women portray their own experiences in fictional
texts, for example, by drawing their readers’ attention to important relationships, such as those
between sisters, which arguably may be overlooked by male writers.”* Barker and Gheith’s work
emphasises the shadow that patriarchal attitudes has cast over cultural expressions of women’s
lives, by suggesting that the Russian female writing tradition is inseparable from the male
tradition.”” Female writers must first respond to the images of femininity perpetuated by this

dominant, masculine tradition, before they are able to assert their own subjective, artistic visions.

My dissertation builds on this body of work, developing Heldt’s assertion that within Russian
literature “heroines are used lavishly in a discourse of male self-definition.”® | explore the portrayal
of masculine identity formation in Dostoevsky’s Crime and Punishment (1866) and The Idiot
(1868), a selection of texts spanning Tolstoy’s career, including War and Peace (1869) and Anna
Karenina (1877), the Red Cavalry cycle of short stories (1926)* by Babel, The Master and
Margarita by Bulgakov® and Doctor Zhivago by Pasternak (1957). My analysis of these works is
informed by the narratological theory developed by Theresa de Lauretis, which | use in
combination with work by other feminist theorists such as Simone de Beauvoir, Luce Irigaray and
Julia Kristeva. | aim to show how narrative is structured in an inherently patriarchal way which

establishes particular functions for male and female characters, through the portrayal of masculinity

9 Ibid.

2 Ibid.

2! |bid., pp. 2 and 6.

%2 |bid., p. 2.

2 Heldt, p. 2.

** The Red Cavalry stories were published individually in journals and newspapers between 1923 and 1925,
and then as a collection in 1926. Babel added the final story, ‘Argamak’ to an edition published in 1931.

% The complicated publication history of this text means that no definitive publication date can be given.



and femininity. In this Introduction T summarise de Lauretis’s theory, and outline some other key
feminist arguments and approaches which have influenced this thesis. The essay which provides
the theoretical focus for this thesis, ‘Desire in Narrative’ was written by de Lauretis in 1984. This
year therefore marks the thirtieth year of its publication. I intend to demonstrate that, despite three
decades passing since ‘Desire in Narrative’ was written, the framework it provides continues to
shed new light on cultural works, even those such as War and Peace which is extremely well
known and has been analysed by scholars from many viewpoints since its publication. By linking
de Lauretis’ work with those of critics and theorists who argue from different feminist positions |
will demonstrate how her theory builds on, and differs from, other fruitful areas of feminist
scholarship. In this Introduction, | plan to show in particular how writers such as Irigaray and
Judith Butler can be used alongside de Lauretis in order to demonstrate the discursive nature of
narrative, and how de Lauretis’ narratological framework can be used to link the work of post-
modern feminists, such as Hélene Cixous, Kristeva and Irigaray with that of feminists such as

Elaine Showalter who take a more pragmatic, rights-based approach to literary analysis.

De Lauretis builds on the approach of Propp, whose study of Russian folktales highlights the
recurring plot of a hero who must complete quests in order to gain a reward.? Propp’s argument
focuses in particular on the initiation rites that male heroes undertake. He highlights the importance
for the folktale of the hero’s ritual death and re-birth.”” De Lauretis builds on this approach to draw
attention to the gender dynamic inherent in this standard plot. She argues that narrative is driven by
masculine desire: ‘the desire is Oedipus’s, and though its object may be woman (or Truth or
knowledge or power), its term of reference and address is man: man as social being and mythical

. . . . . 28
subject, founder of the social order, and source of mimetic violence’.

%6 propp (1984), p. 68.
27 |bid.
%8 de Lauretis (1984), p. 112.



One of the purposes of my thesis is to debate the meaning of this ‘violence’. Physical violence
towards women’s bodies is a theme that recurs throughout the texts I discuss, but I also think that
de Lauretis’ framework highlights a more subtle violence. Throughout my analysis of the work of
five different Russian writers, | consider the ways in which their focus on masculine quests and
male development has the effect of repressing stories of female development. | interpret this denial
of women’s need to change, to develop and have the freedom to move and transgress boundaries,

as a form of mimetic violence.

The masculine hero, whose development into a coherent, unified personality, drives the narrative,
must move through an enclosed space, or across a boundary, to complete his ‘quest’.?® The space
through which the hero moves is gendered as feminine and the hero is, necessarily, male. This
approach identifies the tendency to perceive female characters as static and fixed, while male
characters maintain their freedom to move physically and, perhaps more significantly,
philosophically. De Lauretis argues that narrative is driven by the desire to develop strong
masculine heroes who are whole, unified characters who are able to act rationally. The male
character completes quests or trials in order to demonstrate that he is able to cross boundaries, and
penetrate space.*® This movement across boundaries is critical because it symbolises a sense of
adventure, of stepping into the unknown and opening the self up to new possibilities. De Lauretis
powerfully links the physical crossing of boundaries and moving between spaces with a sense of
spiritual and intellectual change. I believe that this connection between a character’s movement
across geographic spaces and their opportunities for spiritual growth and change can shed new light

on the way literary characters develop throughout a novel.

% Throughout this thesis I use the terms ‘unified” or ‘whole’ to signify the sense that a character, usually a
male character, has resolved the internal conflicts within his psyche, and has established a clear, ordered
sense of his identity. This generally mirrors the idea of a character growing in maturity, from acting
unpredictably on childlike impulses to developing a stable personality. In my definition, a character may be
said to be ‘unified’ or ‘whole’ if he has rejected personality traits he identifies as unhelpful and consistently
incorporated personality traits he values into his self. When he can be said to act predictably in accordance
with this set of traits, he is a ‘unified’ character. The opposite would be a ‘fragmented’ personality, which
defines a character who has unresolved contradictions, leading them to act in confused, disorganised ways.

% de Lauretis (1984), p. 119.



In the terms of de Lauretis’ theory the feminine is the space, or boundary that the masculine
character transgresses: ‘the obstacle, whatever its personification is morphologically female and
indeed, simply, the womb.’® This shows how the feminine is fixed and static, and ‘not susceptible
to transformation, to life or death; she (it) is an element of plot-space, a topos, a resistance, matrix
and matter.”® The persistence of this image of the female in narrative structures reveals the
powerlessness that is associated with femininity. One of the functions women fulfil in narrative is
to wait for the male hero to penetrate them, symbolically or physically, as part of his journey. An
important theme that recurs throughout this thesis is the symbolic and physical significance of this

act of penetration.

Penetration of feminine space, and emergence from it, enables characters to experience
transformation. The image of transformation has been significant for many theorists, including
Marina Warner, who writes: ‘the protagonist’s true self generates itself in its proper character after
undergoing several transformations; the longer transformation of their circumstances and the
appearance of the person’s fullness of being unfolded through several smaller transformations’.®
Although in this quotation Warner is referring to transformation undergone by both heroes and
heroines, in this dissertation I examine de Lauretis’ contention that female ‘fullness of being’ (to

use Warner’s term) is hidden in traditional narratives.

According to de Lauretis, when the hero successfully completes his quest, and is transformed, the
woman must fulfil another narratological function — she is the prize waiting for him when he has
emerged as a whole, unified character. This function also relies on the passivity of the woman and

her willingness both to wait for the hero and to conform to his idea of a suitable prize. In this way,

%1 Ibid.
%2 |bid.
3% Warner (2004), p. 85.



the female journey towards a ‘fullness of being’ remains unexplored as the narrative is driven by

the progress of the male character from a boy into a fully developed masculine hero.

De Lauretis’s approach of identifying movement as masculine and enclosed space, or boundaries,
as feminine builds on established perceptions of gender characteristics. Gender has traditionally
been seen as one of many dualisms in Western culture. For example, Toril Moi points out some of
the dualisms coded as ‘masculine’ or ‘feminine’ by psychologists. She lists ‘aggressive, ambitious,
assertive and independent’ as masculine qualities and ‘affectionate, childlike, gentle and
understanding’ as female characteristics.** This duality is seen by Jaggar as inherently oppressive,
particularly for women, because it is based on an assessment of what are valuable characteristics

for those performing public roles, that is, for men.*®

These masculine characteristics are perceived as more valuable, as the first characteristic in each
pair (e.g., light/dark, masculine/feminine) is afforded more value. | would argue, therefore, that the
characteristics defined as ‘feminine’ are perceived as holding less value for two reasons. The action
of identifying them as features which should be rejected from the masculine subject in itself deems
feminine characteristics less valuable as they are rejected from those persons who fulfil powerful
roles in the public sphere, and are relegated to the domestic, private environment. But, maybe more
significantly, the method of defining what is feminine against a pre-existing masculine ideal shows,
as Irigaray argues, that woman is the sex which is not one because femininity cannot exist without
> 36

the established masculine ‘norm’.” De Lauretis develops Irigaray’s argument by suggesting that

women are a paradox in discourse because they are often spoken about, but are inaudible as

* Moi (1999), p. 103.
% Jaggar (1983), p. 28.
% As discussed in Butler (1990), p. 103.



subjects in their own right. Their being is ‘simultaneously asserted and denied, negated and

controlled’.*’

Analysing the ways in which duality informs and restricts perceptions of women and femininity has
been very productive for feminists. Irigaray, for example, points to the importance of wholeness for
masculine identity. She argues that the fear of death and disintegration causes men to transfer
images of disintegration and absence onto women and that this is one reason why female bodies are
often perceived as fragmented.*® She suggests that while male bodies are seen as unified, female
bodies are often thought of as a collection of disconnected parts.*® Butler supports this argument,
contending that clearly defined, autonomous, masculine beings constitute political subjects.*
Femininity, on the other hand, symbolises a subject who exists before the ‘law’, and who does not
have the same legitimacy.* In the terms of de Lauretis’ theory this means that the male hero may
begin his quest as a young boy, unsure of his identity, but he is expected to emerge from the
feminised space having marginalised the fragmented, feminised aspects of himself thus becoming
established as ‘human being and as male ... the active principle of culture’.*” This image of a male
character with a fragmented, split, or confused sense of self who works towards a more integrated
personality, a self which has resolved its internal contradictions, recurs repeatedly throughout the
texts I discuss in subsequent chapters. For example, at the beginning of Tolstoy’s War and Peace,
Pierre Bezuhov lives a disordered life, with no real sense of direction, but he explores the
intellectual and spiritual ideas of Freemasonry, and journeys across Russia to battlefields where he
is captured and comes close to death. The end of the narrative sees him settled and leading a
domestic life, having resolved the deep philosophical questions which occupied him as a young
man. Likewise, Babel’s Red Cavalry portrays a central male character, Lyutov, who travels with a

group of Cossacks. He is a sensitive, intellectual man who is both drawn to the Cossacks’ intuitive,

% De Lauretis (1990), p. 1.

% Discussed in Whitford (1991), p. 107.
% Ibid.

“0 Butler (1990), p. 2.

“hid., p. 3.

*2 De Lauretis (1984), p. 119.



unreflective way of living and also repelled by their brutality and violence. | will argue that the text
of Red Cavalry can also be seen as driven by the male character’s desire to resolve inconsistencies

within his own self and understand himself as having a single, coherent identity.

The importance of masculine intellectual understanding points to another significant duality in
patriarchal thought, namely, the association of women with the body and men with the mind. This
duality is at the root of biological determinism which assumes that a woman’s most important role
is maternal and that she is fixed in this position both by social expectations, and, as psychoanalysts
may argue, as a psychological response to penis envy. Rosemarie Tong, for instance, summarises
Sigmund Freud’s argument: ‘at first the girl desires to have her father’s penis, but gradually she
begins to desire something even more precious — a baby, which for her is the ultimate penis
substitute’.** The association of women with their physical bodies is also important sexually as it
reinforces the masculine desire for women as objects of sexuality. Fixing women in this static role
as objects of the male gaze works to reinforce perceptions of women, as other aspects of their
personalities (for example, intellect and creativity) are overlooked. It also presents women as being

in need of relationships with others in order to affirm their individual subjectivity.

This is another example of the ‘splitting’ of female personalities which predicates the progress of
male characters towards unified, whole masculine identities. The dualistic division of qualities into
masculine and feminine categories is also significant because it indicates the way in which subjects
gain social legitimisation. By this | mean that it is necessary to function in a particular way in order
to be considered as an individual, autonomous person in the public sphere. Braidotti, for example,
points to Freud’s definition of a ‘rational subject’ as one who is able to influence the ways in which

he is perceived by others, to gaze at others (seeing them as objects) and ignore the affective,

* Tong, p. 133.
10



libidinal and conscious bases governing his relation to knowing.** This implies that rational
subjects must have a degree of philosophical distance from those who are the objects of their

‘gazing’.

De Beauvoir has suggested that men assume a ‘universal’ status in this way. By being seen as the
original state of humanity, and the standard by which women are compared and defined, they are
assumed to represent universal principles.* Women, and the ‘feminine’ on the other hand, are seen
to represent the ‘fixed” aspects of human experience, which are rooted in time and space and
particular to certain situations. This is reflected in arguments that emphasise the primacy of the
female body and the experience of women of being trapped and restricted by their bodily
experiences. One pertinent example of this, which resonates throughout the texts under discussion,
is the persistence of coercion and sexual abuse in the stories of female characters. For example, as a
young girl, Tolstoy’s Anna Karenina is dependent on her aunt and she is persuaded for financial
reasons to marry a man who is many years older than her. Dostoevsky’s Sonya is forced to work as
a prostitute to support her siblings, and both Nastasya in The Idiot and Maslova in Tolstoy’s
Resurrection are sexually taken advantage of when they are young women. Their unequal sexual
experiences have profound consequences for the rest of their lives. These themes continue in
twentieth-century works. Babel describes rape as a seemingly natural, unremarkable aspect of day-

to-day life, and Pasternak portrays Lara as a victim of Komarovsky’s aggressive sexuality.

This persistent theme of female vulnerability to masculine sexuality reinforces patriarchal images
of women as rooted to their bodily experiences and unable to transcend them. Masculine
characters, on the other hand, are more rarely portrayed as victims of physical or sexual assault,

and when they are, there is little evidence in the texts | discuss that experiences of assault define

* Braidotti, p. 19.
*® Discussed in Butler (1990), p. 9.
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the personality of male characters. Instead their focus on intellectual freedom enables them to move

beyond the body.

As part of the process of maintaining a masculine personality, then, the subject must continually
engage in a process of identifying and purging ‘feminine’ and feminising aspects of his self.
Arguably this process is reflected in literature as the symbolic entrance into feminine spaces,
emergence from the space and, ultimately, the reward of a female ‘prize” when the hero’s journey
ends. In this way, the development of masculine characters may be seen as a continuous practice.
As de Lauretis argues: ‘“femininity” and “masculinity” are never fully attained or fully
relinquished’.*® However, as we have seen, the power to define what is masculine, and therefore,
what is ‘other’ or ‘feminine’, lies with male subjects. Rosi Braidotti argues convincingly from this
viewpoint, suggesting that the crisis of modernity is really a crisis in the masculine subject’s self-
perception.”” The ‘subject’ constructed by Western philosophy is based on masculine
characteristics, such as cerebralism and rationalism, and this is achieved by ‘othering’ feminine
characteristics and thus eliminating them from the philosophical subject. Peter Stallybrass and
Allon White point out that dominant groups try to reject and eliminate undesirable groups to
enhance their prestige and status, but paradoxically find that they are dependent on these qualities
for their own identity, as they define themselves in comparison to these ‘others’.”® This
psychological dependence on those who are opposed and excluded at a social level is reflected in
the marginalised aspects of the male psyche which are identified and highlighted under the gaze of
feminists. This, argues Braidotti, creates a sense of crisis as the subject becomes aware of the
aspects of his personality it is necessary to marginalise in order to maintain a unified, whole
masculine persona.*® She likens this process to that of psychoanalysis in which the conflicts which

underpin the patient’s psyche are identified and discussed.

“6 De Lauretis (1984), p. 142.
*7 Braidotti, p. 10.
“8 Stallybrass and White, p. 5.
9 Braidotti, p. 35.

12



The image of masculine subjects as striving to be whole and coherent is used by Cixous to suggest
that writing can be thought of as gendered. She argues that unified subjects can be found in texts
which are generally written from a single, clearly defined, phallocentric viewpoint.*® This form of
writing arguably marginalises feminine creativity and the tendency to speak from many voices and
gives prominence to masculine rationality and transcendence. Cixous therefore theorises about the
importance of developing feminine forms of writing. She points to the portrayal of the female body
as fragmented, in comparison to the male phallus, which is seen as whole and unified.* This
perception of sexual organs is also used to understand narrative structure, with ‘phallic’ writing
being understood as linear and coherent, while ‘feminine writing’ is free-flowing and cyclical
rather than linear, often including a variety of narrative voices and operating on different temporal

and spatial levels.

The desire which drives writing itself, and narrative, can therefore be perceived as masculine. De
Lauretis clearly associates the patriarchal formation of meaning with the ability of masculine
heroes to move physically and symbolically through narrative. Masculine characters can produce
meanings and identifications through their transgression of boundaries, while women, as a result of
their static roles, have no access to these semiotic laws and therefore cannot transform them.*? Just
as patriarchy controls which subjects are accepted as valid and able to function in society, her
implication seems to be that, by the same mechanism, plots and texts are recognised as valuable
only if they conform to a preconceived notion of what a ‘plot’ or a ‘text’ is. This would explain
why the plot of masculine development seems to dominate so many narrative works, precluding a

more diverse range of narrative structures.

% Discussed in Ives, p. 84.
*1 Moi (1988), p. 67.
%2 De Lauretis (1984), p. 35
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Propp contended that folklore could be likened to language in so far as it is invented by no one
person and it changes in a regular way.>® He also highlighted the importance of perception in the
development of folklore arguing that ‘characters behave in one way or another not because things
actually happened so, but because this is how they were perceived according to the laws of
primitive thought’.>* This suggestion seems to anticipate Michel Foucault’s theory of the role of
discourse. The discursive role of narrative is a key concept in this thesis as | will consider the ways
in which the typical narratological structure makes some actions seem possible to characters, while
other roles and actions are forbidden. It is perhaps only possible to see how structured narrative is,
and how fixed male and female literary roles are, when a number of texts are viewed together from

this perspective.

Foucault’s work is problematic for many feminists because it does not acknowledge the impact of
gender on power. Even in his analysis of sexuality Foucault does not reflect upon the way women’s
bodies and sexualities are constructed in different ways from those of men, seemingly assuming
that power subjugates everyone in similar ways.> On the other hand, Jana Sawicki points to the
relevance of Foucault’s arguments for a consideration of the ways in which power works in subtle,
cultural ways, to form identities and behaviours. She argues that Foucault’s suggestion that all
positions are maintained by suppressing differences and uncertainties is a useful theoretical

standpoint for feminists.*®

Any consideration of texts from a post-modern feminist perspective must address the concerns of
feminists who argue from an Anglo-American perspective. Brenda Lyons refers to this debate as

the ‘standard split’ in feminist literary thought.>” For the purposes of my thesis, it is useful to frame

5% Propp (1984), p. 7.

5 Ibid., p. 10.

% Discussed in Sawicki, p. 49.
% |bid., p.102.

5" Lyons, p. 340.
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this complex debate in the different approaches to marginalised characters employed by proponents
of these perspectives. Feminists described as Anglo-American, such as Showalter, are concerned
primarily with the political and economic rights of female literary characters, and they discuss the
ways in which characters are able to determine their own destinies.®® For example, Showalter
demonstrates how water symbolism is used in Victorian literature to give a sense of how women
struggled to feel in control of their lives and emotions.> This approach has clearly been informed
by the struggle for political and economic rights for ‘real” women. In this way, the traditional
patriarchal value system is not critiqued. It is accepted that self-control and independence are good
qualities and attempts are made to demonstrate that female characters are as self-controlled, as
independent, as powerful as their male counterparts, or at least that within their socio-economic
context, they assert themselves in a courageous way that pushes boundaries. Lyons refers to this

approach as ‘bourgeois, traditional-humanist”.*

Post-modern feminists, however, base their arguments on psychoanalytical readings and argue that
the approach of Anglo-American feminists does not sufficiently challenge the existing construction
of political subjects and citizens. They question the assumption that the most productive approach
to ensure true freedom and liberation for women is to grant them the same rights as men. Instead,
they argue that by questioning the semiotic order and the laws which define and value masculine
and feminine characteristics, women may be able to discover a new, truly feminine way of ‘being’
and engaging with the world. In this way, femininity and previously negated values are recognised
as having value and being equal with the characteristics traditionally associated with masculinity.
The debate between the post-modern and Anglo-American feminist schools of thought is discussed
in detail by Moi, who is critical of the theoretical approach taken by Anglo-American feminists,

because of their uncritical acceptance of liberal humanism. Moi singles out Showalter in

%8 Moi (1988), p. 6.

% Showalter (1987), p. 131.
% |_yons, p. 340.

%1 Moi (1988), p. 8.
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particular, claiming that her suggestion that the reader should remain detached from the narrative
strategies employed by female writers (to concentrate instead on the actions and destinies of the

characters) equates to not reading texts at all.®

One of the strengths of de Lauretis’ narratological framework is that it provides a way to consider
these two strands of feminist thought in a complementary and interconnected way, and not as two
opposing approaches. Its focus on underlying symbols and patterns fits naturally alongside work by
Irigaray, Kristeva and Cixous, and together with these theorists, it will enable me to analyse the
symbolic role that female characters play in the development of masculine heroes. The fixed, static
quality of many female characters is linked to their lesser economic and political power, however,
and | will aim to demonstrate that it is also reinforced and endowed with a repetitive quality by the
symbolic role women play in narratives. Despite my focus on a post-modern feminist approach, |
hope also to demonstrate that this approach is enhanced by using it in conjunction with an
understanding of the way social, economic and political elements of women’s lives are expressed
in literature. As Foucault argues, maintaining that there is a strict distinction between literary and
philosophical institutions is ‘to be fundamentally mistaken about how power functions.”®® This
dissertation will explore how patriarchal patterns in the portrayal of gender in narrative are made
possible and reinforced by the easily recognisable image of women as prostitutes, mothers and
wives. The importance of deconstructing the link between biological sex and gender characteristics
is highlighted by Dorothy Dinnerstein’s work on the importance of sharing caring roles for children
so that girls and boys can learn equally from both sets of gender characteristics.®* She argues that
changing the roles which are traditionally played by men and women could help to stop

ambivalence about carnality and mortality being projected onto women.®

%2 Ibid., p. 10.

%% Discussed in Braidotti, p. 62.
% Dinnerstein, pp. 59-66.

% Ibid.
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For example, the inter-connectedness of the two theoretical perspectives influences my analysis of
Dostoevsky’s The Idiot where | suggest that while Nastasya is able to exert more influence than
most female characters on the novel’s plot, to argue that this is a victory for feminism is
problematic because she is ultimately murdered at the hands of a man, Rogozhin. This
juxtaposition between seeming female power and male violence towards women is a recurring
theme. It also occurs in Dostoevsky’s Crime and Punishment in which Sonya is endowed with the
spiritual authority to persuade Raskolnikov to confess his crime. The novel’s plot is, however,
driven by the brutal murder of two women. While I accept Moi’s criticism of Anglo-American
feminism, | am also concerned to highlight the possibility that an over-reliance on post-modern
feminist approaches may detract attention away from the violence and oppression that female

characters must face in their quotidian lives.

De Lauretis’ framework is therefore useful in drawing links and highlighting commonalities
between different feminist approaches and arguments. This connection between the social situation
of women, their intellectual freedom and their ability to express themselves artistically is explored
by Virginia Woolf in 4 Room of One’s Own, but it has not fully been addressed in the current
criticism of works by Dostoevsky, Tolstoy, Babel, Bulgakov and Pasternak. It is, arguably, crucial
to feminism to begin viewing women as whole beings, having social and private, internal lives and
not as ‘fetishised’, divided creatures, described by Mulvey.® De Lauretis’ work enables us to draw
links between fictional women’s sense of their intellectual wholeness and freedom (compared to
their male counterparts) and their experiences in the ‘real’ world of the text — namely sexual

exploitation, pressure to marry, and lives driven by the roles of wives and mothers.

I also believe that de Lauretis’ approach should be applied to my selection of texts because her

theory raises the question of why female characters are sometimes shown as having power. The

% Mulvey, p. 22.
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ability of masculine authority both to marginalise feminine characteristics and also to define what
is valuable and authentic in women’s experience, is crucial in an analysis of the way in which male
characters interact with their female counterparts. It allows them to perceive women both as static
spaces for them to enter and transgress, and as helpmates rather than as equals. This is
demonstrated in work by both Dostoevsky and Tolstoy. Dostoevsky’s Sonya is a spiritual influence
on Raskolnikov and enables him to confess his crime, seek forgiveness and embark on a new life.
Tolstoy’s Pierre has an encounter with a peasant, Platon, which causes him to re-evaluate his life.
This experience is linked to re-birth because it follows on directly from Pierre’s mock execution.
While Platon is a male character, his spirituality can be seen as feminised and closely connected
with physicality. I will return to this idea of feminised male characters and masculinised female
characters later in this Introduction. Both Sonya and Platon could be described as strong, powerful
feminine characters. However, in this thesis | consider whether this analysis masks the freedoms
that the masculine heroes are granted in contrast to the fixed, static nature of their feminine
counterparts. | highlight the importance de Lauretis’ theory implicitly attaches to the concepts of
freedom and independence. Although women and feminised characters are frequently portrayed in
positive ways in the texts | discuss, they are overwhelmingly positioned as helpmates in narratives
which focus on masculine development. In other words, | question whether positive, strong women
are described in these fictional works as strong, knowledgeable, spiritual or confident for their own
sake, or because these are the qualities their male counterparts need in order to achieve their aims.
De Lauretis’ argument that masculine desire drives narrative therefore asks feminists to fully
interrogate the presence of a ‘strong’ woman in a text; to consider whether the actions of ‘strong’
female characters support her own intellectual and spiritual development, or suggest she is acting

only as a hero’s helpmate.

Post-modern feminism also provides a useful analytical perspective because the point is often made
that female characters sometimes exhibit masculine characteristics and that male characters

sometimes have feminine qualities. As my dissertation is concerned with the ways femininity and
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masculinity function as qualities, I will use the technique of ‘floating the signifier’ as Moi terms
this use of femininity and masculinity as independent from biologically-sexed bodies.®” | think that
this is a valuable approach because it allows us to consider the powerful symbolic role of gendered
qualities in determining the actions of characters within plots. In particular, this technique will
enable me to analyse the role of the feminine in Dostoevsky’s characterisation of Prince Myshkin
in The Idiot and Pasternak’s portrayal of Zhivago in Doctor Zhivago. Conversely, | will consider
ways in which Anna Karenina acts as a masculine hero in Tolstoy’s Anna Karenina. ‘Floating the
signifier’ and considering femininity and masculinity as not necessary associated with female and
male bodies is valuable because it allows us to examine closely the way in which these two
gendered positions are defined in relationship with each other. Rando, for instance, argues that the
concept of gender is defined in terms of relationships and counter-distinctions.®® Thus, femininity
and masculinity cannot exist as concepts without each other. This is an important point, although,
as we have seen, most feminist thinkers go further and argue that rather than being equal concepts,
femininity is dependent on masculinity in the sense that it is the repository of the qualities which
are rejected or marginalised from the definition of masculinity. In patriarchy, qualities which are
valued are attributed to men and viewed as masculine, while those which are not seen as important

or valuable are labelled as feminine.

Nonetheless, the dependence of gender on relationships is crucial because it is the interaction of
(fictional) men and women with each other and with members of the same sex that is the site of this
process of forming characters. This involves learning to play the gender roles that are assigned to
each person or character by their biological sex. Butler, for example, points to the way that the
gendering of characteristics performs the function of establishing and reinforcing heterosexuality.®
This is an important argument because heterosexuality, that is the relationship between the main

female and male characters in a text, underpins de Lauretis’s narratological theory. Her portrayal of

%7 Discussed in Kelly, p. 7.
% Rando, p. 51.
% Butler (1990), p. 17.
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a masculine character both descending into a feminised space and then gaining a woman as a prize
rests on the assumption of heterosexuality. As femininity and masculinity are positions which must
be constantly re-affirmed the relationship between the two, that is, heterosexuality, is fundamental
to the process of defining both positions. Butler’s contention that presumed heterosexuality is
oppressive, particularly for women, is valuable because it shows how patriarchy is continually
embedded in real life intimate relationships. If women are given no alternatives to heterosexuality,
but move straight from being under the authority of their father, to their husband, it is perhaps
unsurprising that patriarchy is so deeply rooted in Western culture.” For this reason, Monique
Wittig highlights the role of lesbianism in transgressing the social code which fixes women in the

role of ‘prizes’ for men in patriarchal exchanges.”

Although Butler writes about the value of lesbianism as a sexual relationship, | think that for the
purposes of my dissertation it is important to extend her concept to female relationships with other
women, whether or not there is a sexual element. This is pertinent to the texts | will study because
many of the female characters who fulfil the role of ‘boundary’ or ‘space’ for the male characters
are isolated from the support of female friends or family members. Dostoevsky’s Sonya, for
example, lacks a positive maternal relationship, as her own mother died when she was young, and
her step-mother goaded her into prostitution to help the family survive financially. Anna becomes
increasingly alienated from female characters such as Dolly, and Lara appears to have no contact
with her mother after her marriage to Pasha and subsequent travels around Russia. This lack of
female support is significant for an analysis of female characters from de Lauretis’ narratological
approach because it shows how, without strong, supportive relationships, female characters are less
likely to be able to develop strong personalities and a definite sense of self which would enable

them to withstand masculine attempts to objectify them as a ‘space’ or ‘boundary’.

" Ibid., pp. 40-1.
™ Ibid., p. 113.
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Throughout this thesis T consider the significance of being ‘parentless’. I explore how this is
experienced differently by male and female characters. In descriptions of the development of
masculine characters, the lack of parents might signify freedom and independence associated with a
lack of constraints and the ties of the past. However, for women, as Kristeva’s work indicates, the
lack of positive mother-daughter relationships is less likely to lead to female characters having a
sense of freedom to re-invent, and transform, themselves.”” Indeed the absence of supportive
mothering relationships might be one reason why female characters are less likely to develop
individual, unique personalities. In this thesis | demonstrate that the characterisation of female
protagonists in the texts under discussion reinforces this cultural tendency. | also debate whether
the characterisation of women in literature as alike, or sharing essential qualities, enables the plot
of masculine development because this focuses narrative attention on the hero’s journey and

particularly on his freedom to continue moving beyond feminine constraints.

The difficult relationship between mothers and daughters is an important feminist concern,
particularly for Kristeva. She argues that in order to become a whole, masculine, transcendent
subject (and enter the symbolic order), it is necessary to reject the mother’s body as it carries a set
of meanings which are prior to culture.” Within this thesis, 1 point to the drive to kill, or otherwise
suppress the female, sometimes maternal, body in masculine narrative. Sometimes this is brutal
murder, in the case of the elderly pawnbroker whom Raskolnikov kills, or the violent death of
Nastasya at Rogozhin’s hands. Sometimes women are simply absent from the text, as in Red
Cavalry which features very few female characters. Those who are there are ignored by powerful
male characters. Characters such as Lara support the male hero to the end of his quest and then
narratologically disappear when they are no longer needed. Others, such as Sonya and Margarita,
share the fate of the male hero, both acting as his reward and, in effect, continuing their roles as

helpmates.

"2 Kristeva in Moi (1986), pp. 187-213, here p. 205. See also Cornell (1991), p. 7.
" Discussed in Braidotti, p. 80.
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In the ‘real” world, outside of literature, feminist theorists arguing from a psychoanalytic
perspective suggest that this drive to reject the maternal body is harmful for developing female
personalities. For Butler, it places girls in an impossible position as they must constantly choose
whether to identify with the maternal body, with which they naturally identify as it is similar to
their own, or with the phallus, which is foreign to them, but allows access to the symbolic order.™
Cixous has also suggested that in the current patriarchal order it is very difficult for women to have
equal, reciprocal relationships with each other because they are in constant competition for
affirmation.” She argues for a feminist approach to otherness, rejecting the masculine tendency to

think in terms of hierarchies. Daly agrees that patriarchy’s approach to ‘othering’ is problematic:

The image of the person in authority and the accepted understanding of ‘his’ role has
corresponded to the eternal masculine stereotype which implies hyper-rationality (in
reality, frequently reducible to pseudo-rationality), ‘objectivity’, aggressivity, the
possession of dominating and manipulative attitudes toward persons and the
environment, and the tendency to construct boundaries between the self (and those

identified with the self) and ‘the Other’ (emphasis mine).”

The interconnected themes outlined above recur frequently in my analysis of nineteenth- and
twentieth-century works of fiction. The texts | have chosen to examine include key Russian works
by well-known writers which, with the partial exemption of Babel’s Red Cavalry, have been the

subject of much critical scholarly attention in the English-speaking world. This has enabled me to

™ Butler (1990), p. 47.
7 Cixous in Marks and de Courtivron, p. 248.
"¢ Daly (1973), p. 15.
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reflect upon the fresh insights de Lauretis’ narratological approach can offer, even in areas which

are already well-trodden.

Applying de Lauretis’ approach to Russian texts, rather than English or American texts, seems
particularly apt as her theory develops Propp’s work on folktales which was written within the
context of Russian cultural history. One of the ways Propp distinguishes folklore from literature is
by arguing that while works of literature have a single, recognisable author, folklore is a verbal
tradition and does not have a single originator.”” Maitland has recently reflected on how tales
evolve and change with each new telling, as the storyteller adds elements, or emphasises different
aspects to reflect their own opinions and experiences, or the needs of the audience to whom they
are recounting the story.” Despite the changes that each tale undergoes as it is retold time and time
again, Propp highlights the ‘distinctive poetics’ of folklore, and the repetitions and patterns which
can be traced in the stories when large samples are systematically compared.” Russian fiction is a
rich arena for applying theories based on symbols, images and tropes. This is demonstrated by the
enduring power of images of the ‘superfluous man’ in Russian literature and by Rutten’s
publication in 2012 of her analysis of the image of Russia as a bride caught in a ‘love triangle’ with

the West as a suitor and the Russian state as a ‘superfluous man’.®

The texts chosen for my thesis demonstrate the recurrence of particular roles, or ‘functions’ to use
Propp’s terminology, performed by characters. Similar roles appear to be played by male and
female characters in texts as chronologically far apart as Dostoevsky’s Crime and Punishment and
Pasternak’s Doctor Zhivago. Characters also appear to perform ‘gendered’ roles as ‘hero’ and

‘helpmate’ in texts separated by great social change and cultural attitudes. Comparing Russian

" Propp (1984), pp. 6 and 7.
"8 Maitland, p. 15.

® Propp (1984), p. 6.

8 Rutten, p. 4.
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works from both the nineteenth and twentieth centuries demonstrates the persistence of these

patterns of gendered characterisations, despite other profound changes in cultural outlooks.

The selection of texts | analyse throughout this dissertation were chosen originally because they
have particularly religious, or spiritual, themes. | intended to investigate the ways in which female
characters enable male heroes to achieve religious wholeness and unity. This theme does recur
throughout the following chapters, but only as part of a broader discussion of the intellectual and
personal development of masculine heroes. I found during my research that de Lauretis’ ideas had
not been incorporated into debates about the gender portrayals of these texts to any great extent.®
The realisation that this particular theoretical perspective had not yet been fully examined led me to
trace the ways in which de Lauretis’ image of male characters entering into female spaces and
emerging reborn recurs throughout the works under discussion. Rather than compare works by both
male and female writers, as | originally intended, | have focused instead on works by five male
writers. | had anticipated that a comparison between the work of male and female writers would
show that female authors had a greater sensitivity towards the development of female characters
and would use their experiences to portray the ways in which women change and grow into
maturity. | originally intended to use work by nineteenth-century writers such as Gan and Tur,
together with poetry written by the twentieth-century poet Akhmatova, to question whether
feminine growth and development were perceived, and portrayed, differently by male and female
writers. | also anticipated that these writers would enable me to consider in detail whether female
characters are generally seen as having closer, more dependent and interlinked emotional
relationships with each other. I wanted to examine the possibility of portraying a strong,
independent female character who was committed to her own development and growth, while also
fulfilling a supportive and nurturing role within her family and social network. This kind of well-
rounded, developed feminine character is, as this thesis will show, rarely portrayed, as the needs of

the masculine characters are often given primacy, relegating female characters to positions of

81 With the exception of Andrew (both 1993 and 2007).
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‘helpmate’. Studying the work of female writers to establish whether this theme also appears in

female-authored work would be a very valuable area for future research.

Dostoevsky, Tolstoy, Bulgakov and Pasternak have been the subjects of a large body of academic
research, and while there has arguably been less scholarly interest in Babel, his work is known and
studied in detail by eminent academics such as Angela Livingstone and Patricia Carden. By
focussing on writers who are the subjects of an extensive body of criticism, available in English, I
have been able to build upon existing theories and analyses to suggest ways in which de Lauretis’
framework can bring new explanations and understanding to the narratives. In many cases | have
slightly extended arguments that have already been made, demonstrating that de Lauretis’ theory
represents a continuation of these theoretical points. This, | believe, validates her ideas as it places
her contribution within the context of an existing, recognised body of work. Some of the work |
refer to is written by feminist scholars, although | also draw on work by critics who would not

identify themselves as ‘feminists’.

The second reason for my focus on canonised (male) writers, is that their influence on each other’s
work sheds light on the process of intertextuality, by which themes and patterns recur in a way that
might, perhaps, be seen as similar to the development of tropes in the oral folktales studied by
Propp. In written works of literature, however, it is easier, though by no means straightforward, to
assess the various influences on an author. My first two chapters consider works by two important
nineteenth-century writers — Dostoevsky and Tolstoy — whose work influenced future generations
of writers both in Russia and in the Western world. This influence is significant, because it helps to
show how ideas about the roles of the masculine and the feminine in narrative become such a
deeply embedded part of discourse that they are no longer noticed. In ‘Quests, Journeys and Trials:
Dostoevsky’s Use of Female Spaces and Bodies in his Development of Masculine Characters’ |

show how in Crime and Punishment Raskolnikov engages in a masculine quest, defined by
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masculine goals, and encounters Sonya as both a helpmate (or ‘donor’ to use Propp’s term) and as a
prize. After analysing this narrative which features the murder of a woman in the pursuit of the
male hero’s goals, I move on to consider Myshkin’s characterisation in The Idiot, another novel
which portrays the violent death of a female character. Myshkin is a feminised character, while
Nastasya can in some ways be seen as a masculine character, although the sexual exploitation she
experienced as a young woman shows her embodiment as a female character, especially as this
abuse seems to contribute to some of her character traits, such as her unpredictability. In this first
chapter I reflect on the consequences of Myshkin’s femininity for his development as a character
who can act clearly and decisively. In my second chapter, ‘Female “Heroes” and Self-
determination: Tolstoy’s Portrayal of Women in his Major Novels and Short Stories’, | draw
examples from a diverse range of Tolstoy’s works, including short stories and major novels, to
highlight the persistence of images of static female characters in his work. Family Happiness and
The Kreutzer Sonata are examples drawn from near the beginning and approaching the end of
Tolstoy’s creative life, but both show how the desires of female characters are negated in order to
ensure that the masculine characters’ needs for security and stability are met through their
marriages. | also consider ways in which the development of masculine heroes drives narratives
such as War and Peace, Resurrection, and Father Sergius. In these narratives | reflect on how male
characters change and develop throughout the texts, in their searches for intellectual understanding,
spiritual peace, or absolution from their pasts. The theme of spiritual peace also recurs in Anna
Karenina in the story of Levin, which is juxtaposed with that of Anna. | ask whether there is value
in considering Anna as a masculine hero, and whether her quest can be said to be successful in any

way.

In the second part of this thesis | show how images of masculine quests and female spaces are
portrayed in twentieth-century texts. | begin, in my third chapter, ‘Making Sense of Chaos: The
Role of Cerebral Understanding in Babel’s Development of the Male Hero’, by considering Babel’s

cycle of short stories, Red Cavalry. | argue that the narrator, Lyutov, can be seen as a central male

26



character who unifies the otherwise fragmented narrative. Viewing Babel’s work in this way will
enable me to demonstrate how he uses his encounters with the Cossacks, and with other feminised
characters, to develop and ‘move’ intellectually towards a unified personality. This is a critical
chapter and its position at the mid-point of my thesis is significant because it highlights a change in
the focus of masculine quests between the nineteenth- and the twentieth-century texts. In the texts
by Tolstoy and Dostoevsky, the focus seems to be on the action male heroes are able to undertake,
and their ability to use relationships with other characters in order to transform themselves. In some
cases, their quests involve the murder of women, or attempts to protect women from harm, as in
Resurrection and The Idiot. In The Master and Margarita and Doctor Zhivago, however, artistic
expression and the ability to create long-lasting texts give male heroes a sense of purpose and form
their quests. Red Cavalry seems to sit astride these two types of quest, with Lyutov aspiring to

achieve both physical and artistic aims.

My chapters on Bulgakov’s and Pasternak’s novels will shed light on the way masculine characters
are shown to develop their personalities in texts written in Soviet Russia. This period was
characterised by the persecution of artists and writers and provoked intense fear and anxiety as can
be seen in the biographical writings of Nadezhda Mandelstam and Aleksandr Solzhenitsyn.®* |
point to the importance of artistic expression and freedom for both Bulgakov’s Master and for
Pasternak’s Yury Zhivago. In ‘Fantastic Flights: The Role of Feminine Supernatural Powers and
the Endurance of a Male-Authored Text in Bulgakov’s The Master and Margarita’, I consider
Bulgakov’s portrayal of Margarita as a strong, confident female character, reflecting on the extent
to which her characterisation remains dependent on the male hero’s needs, despite her relative
strength when she is compared to other women in this study. In my final chapter, ‘Immortality
Through Poetry: Male Journeys and Female Nuturing in Pasternak’s Doctor Zhivago’, T show

similarities between the relationship between Lara and Zhivago and Dostoevsky’s characterisation

8 For example, Mandelstam, N. Hope Abandoned (1972) and Hope Against Hope (1975) and Solzhenitsyn,
A. Gulag Archipelago.
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of Sonya as a helpmate or donor for Raskolnikov. This will enable me to demonstrate the
persistence of the image of masculine heroes entering into feminine spaces, and emerging re-born.
The twentieth-century works will also evidence changes in the focus of masculine quests in the
texts | discuss. Lyutov is an intellectual and he uses stories and vivid, imaginative metaphors to
record his experiences, but he also wants to learn to ride a horse and he craves the ability to kill.
However, Yury Zhivago’s entire quest seems to be his capacity to communicate authentically

through his poetry, and the Master’s quest lies in his completion of his novel.

As | discuss each of these five writers in chronological order, 1 will identify the ways in which a
patriarchal view of gender is repeated in these texts, recognising the tendency to perform the same
gender roles mimetically. As Braidotti argues, there is a need to undo the meaning of texts, to
pursue them ‘beyond their purported reasons to secrets, silences, limits, margins of the production
of meaning’.®® By considering the ways in which texts place women as the space for masculine
characters to pass through, and also as prizes for men when they complete their quests, this
dissertation will try to locate the feminine in each work. I will consider in particular how narrative
works discursively to construct masculine characters as the normal, dominant form of subject. This
construction requires a constant process of marginalisation, not only of women and female

characters, but also of femininity itself.

8 Braidotti, p. 99.
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1. Quests, Journeys and Trials: Dostoevsky’s Use of Female Spaces and Bodies in his

Development of Masculine Characters

Crime and Punishment was written by Dostoevsky in 1866 and is the story of a poor, alienated
student who murders a pawnbroker and her sister. In this chapter, | argue that Raskolnikov sets a
quest for himself, inspired by the idea that some people are extraordinary and are able to transgress
the boundaries imposed by society’s conventions and rules. The text shows how Raskolnikov
becomes confused and ill after the murders, descending into a feminine, womb/death space,

ultimately emerging as a changed man through his relationship with a young woman, Sonya.

The Idiot was written in 1868 and portrays a spiritual, but childlike, man who seems to be unable to
fit into the society around him. Myshkin is largely misunderstood by the other characters, and does
not seem to be able to respond to the social situations in which he finds himself. While in Crime
and Punishment Raskolnikov develops as a character through his encounter with the physicality of
women’s bodies, Myshkin’s quest is spiritual in nature. He appears as a Christ-like character whose
inherent goodness and child-like innocence is in stark contrast to the complicated lives of the more
‘embodied’ characters around him. My analysis of this text will focus particularly on the
relationship between Myshkin and Nastasya, a passionate and sexualised character whom Myshkin

wants to save and protect.

Both Raskolnikov and Myshkin can be understood within a broader context of ‘superfluous men’ in
nineteenth-century Russian literature, such as Pushkin’s Evgeny Onegin and Turgenev’s Rudin.
These men were highly educated and capable, and yet were unable to act, either to effect positive
changes in their societies or to return the love of the heroines. This chapter will demonstrate that
while Raskolnikov moved and developed as a masculine hero, Myshkin’s introduction into the text

as an already formed character with few inconsistencies or internal crises to resolve meant that he
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was unable to engage effectively with the other characters. Both characters could be described as

superfluous men, alienated from the societies around them.

It is particularly productive to analyse texts by Dostoevsky in view of de Lauretis’ post-structural
theoretical framework because of the value Dostoevsky himself placed on freedom. George
Panichas highlights the importance of the theme of transformation for the inner lives of
Dostoevsky’s characters, describing the author’s understanding of freedom as an ‘endless adventure
in self-assertion’.3* This interest in the freedom of the individual to develop her/his personality and
independence and to ‘move’ symbolically, will be considered in detail in this chapter. My feminist
analysis will also highlight the limitations of the discourse of ‘freedom’ as defined by mainstream
patriarchal culture. The freedom of masculine characters, as | shall demonstrate through an analysis
of these two texts, only seems to be possible if feminine characters are available to support them in
their quests for freedom, to act as midwives (or ‘donors’ in Propp’s terms) in their re-births, and to
be the space, or the boundary, that they transgress or overcome. That is, the freedom of male
characters depends on constraints being placed on the development and autonomy of their female

counterparts.

I hope to show that, although it might seem to be anachronistic to assess the value of Dostoevsky’s
texts with regard to modern feminist literary theory, the characterisation of his main protagonists
shows the value of de Lauretis’ theoretical perspective. Considering Dostoevsky’s texts in the light
of modern developments in feminist thought is particularly valuable because of his technique of
allowing his characters to develop naturally and without him insisting on a pre-decided authorial
path for them.® In this way, we can see the (probably unconscious) influence of deep-seated
cultural assumptions about women and femininity on the author as we consider how Western

concepts of narrative are influenced by, and influence, perceptions of gender.

* Panichas, p .17.
8 Pelikan Straus, p. 4.
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In my analysis of Crime and Punishment, | will look first at the characterisation of Raskolnikov,
arguing that he is a good example of the development of a masculine hero who experiences a re-
birth. Raskolnikov’s re-birth takes place partially as a result of his encounter with Sonya who leads
him to confess to his crime and receive forgiveness. The Christian and mythical theme of
resurrection is an important aspect of the narrative project of developing unified, whole masculine

heroes. Lotman argues that:

in spite of the fact that historically-specific ideas are transmitted by means of the
linear plot mechanism, the mythical or eschatological schema continues to be
imposed on the secular identity of literary characters; the recurrence in modern
texts of themes like fall-rebirth, resurrection, conversion or enlightenment, bears

witness to its presence.®

The theme of resurrection had particular personal importance for Dostoevsky himself as he
experienced his last-minute reprieve from the death sentence felt as a miraculous resurrection.®’

Dostoevsky also describes the prison where he spent four years as an exile as ‘3axuBo MepTBBIit

oM, xm3eb’,% (‘the house of the living dead’®). At the end of his account of prison life, when he

describes a convict’s release, Dostoevsky continues the metaphor of death and rebirth: ‘croGona,

a,,go

HOBasl >KM3Hb, BOCKPECEHbE M3 MEPTBBIX ... JKasl CJIaBHAs MHHYT (‘freedom, a new life,

resurrection from the dead ... what a glorious moment!”®"). This theme of death and rebirth is very

8 Lotman, cited in de Lauretis (1984), p. 120.

% Frank, p. 51.

8 Dostoevsky, F. Polnoe sobranie sochinenii (Nauka, Leningrad, 1972-1990), vol. 4 Zapisky iz Myortvogo
doma (1972), p. 9.

% Dostoevsky, F. and McDuff, D. (trans.) The House of the Dead (Penguin, London 2003) p. 27.

% Dostoevsky, F. Polnoe sobranie sochinenii (Nauka, Leningrad, 1972-1990), vol. 4 Zapisky iz Myortvogo
doma (1972), p. 232.

%! Dostoevsky, F. and McDuff, D. (trans.) The House of the Dead (Penguin, London 2003) p. 357.
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significant in my analysis of Crime and Punishment, not only because of its centrality for
Dostoevsky, but also because it is highlighted as a key moment in the development of masculine
heroes by de Lauretis. The idea of resurrection from the dead has clear and powerful religious
significance, and this is reflected in Sonya’s religious belief in the transformative power of

confession.

Before he achieves his new life Raskolnikov must undergo a quest. Like the heroes in the folk tales
studied by Propp, Raskolnikov creates an ordeal for himself as a means of asserting his
independence and freedom. Although this ordeal does not make him free (as he had hoped) but
results in feelings of guilt and distress, he nonetheless experiences a re-birth. After considering the
ways in which Raskolnikov’s development reflects the path of literary heroes as laid out by Propp
and de Lauretis, I will turn my attention to Sonya. | will demonstrate that Sonya is characterised
only in relation to Raskolnikov and therefore has little potential for developing her own

personhood, existing as she does primarily to aid Raskolnikov’s spiritual resurrection.

I will show that de Lauretis’ feminist development of Propp’s narratological theory can lead to new
interpretations of Dostoevsky’s work. For example, her contention that narrative is driven by the
movement of a masculine character through feminised spaces can be seen as the male character
transgressing the mores of a society. Propp argues that the hero’s behaviour does not always accord
with society’s moral code® and this has clear relevance for an analysis of Raskolnikov’s thoughts
and his subsequent murders. De Lauretis’ argument that gender plays a key role in our
understanding of the behaviour and characterisation of heroes leads to a greater insight into the
ways in which Raskolnikov’s transgression of society’s rules and morality is driven by his need to
assert his masculinity. De Lauretis’ theory also sheds new light on Raskolnikov’s relationship with

Sonya and the change that occurs in Raskolnikov’s worldview as a result of that relationship.

% Propp, p. 28.
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Sonya’s spirituality and compassionate nature may be interpreted as providing an effective
comparison with Raskolnikov’s personality and values. His encounter with Sonya therefore

becomes a space into which he enters, and then emerges reborn.

Raskolnikov has been described by several critics such as Richard Peace and Nina Pelikan Straus as
having a divided personality. Pelikan Straus remarks that Raskolnikov does not seem to have a
single, unitary personality (as is suggested by his name’s origins in the Russian word for “split’). In
Bakhtin’s terms, his personality seems to be made up of many voices.” Peace argues that
Raskolnikov’s error is to mistake his rational side for the whole of his personality and to force
himself to believe in a ‘monistic’ view of human nature.®* His desire for a united personality,
without contradictions and divisions is linked to his need to master his own self, before being able

to exert control over others.

Raskolnikov’s decision to murder the pawnbroker clearly demonstrates that he was motivated by

the importance of mastery. When he confesses to Sonya he explains:

Tyka B TOM: a1 3aman cebe OIUH pa3 TaKOH BOMpOC: 4TO eciid Obl, HaIlpUMep, Ha
MoeM Mmecte ciryuniicsi Hamoneon u He Ob11o OB y HEro, 4To0bl Kapbepy Ha4daTh, HA
Tynona, au Erunra, Hu nepexona depe3 MoHOaH, a Obuta OBl BMECTO BCEX ITHX
KPacWBBIX W MOHYMEHTAJIBHBIX BEUICH MPOCTO-3alPOCTO OAHA Kakas-HHOYIb
CMEIITHAs CTAapyIIOHKA, JETUCTPATOPIA, KOTOPYIO ellle BI0o0aBOK HAJ0 YOUTh, 4TOO
U3 CyHAyKa y HEH AEHBIW CTAlUTh (A7 Kapbephl-TO IMOHMMaeuib?), Hy, TaK
permiIcs U OBl OH Ha 3TO, €CNIK OBl IPYToro BhIXOAA HE OBUIO? ... ST MPOMYYHIICS

y?KaCHO O0JIIro, TaKk 4YTO YKAaCHO CTBIAHO MHE CTaJlo, KOraa s, HAKOHCIL, AOoTraaaliCsa

% pelikan Straus, p. 21.
% Peace, p. 34.
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(BApYT Kak-TO), 4TO HE TOJBKO €ro He MOKOPOOUII0 OB, HO Aa)Ke U B TOJIOBY OBl €My
HE NPHUIUIO, YTO 3TO HE MOHYMEHTAJIBHO ... S ... BBIIIET W3 3aTyMYHMBOCTH ...

3az[ym1/m.95

(It was like this: | once asked myself the question: what if Napoleon, for example,
had been in my position, and instead of having a Toulon, and an Egypt, and a
crossing of Mont Blanc to begin his career with, what if instead of all those
beautiful and monumental things he had quite simply had nothing but an absurd
old woman, a petty bureaucrat’s widow, whom he was also going to have to
murder, so he could steal all the money out of her chest (to help his career, do you
see?) — well, would he have been able to bring himself to do it, if there had been no
other way out? ... I really felt horribly ashamed of myself when I finally realized
(it came to me all of a sudden) that not only would the lack of monumentality not
have jarred on him - it wouldn’t even have entered his head: what was so jarring

about it? ... T gave up my thinking ... I strangled her.)®

Raskolnikov’s self-assertion seems to be two-fold. Firstly, he attempted to demonstrate his own
integral independence of thought by asserting his own intellectual understanding of society’s
problems as he saw them. This reflects Braidotti’s definition of a ‘rational subject’ as one who
grasps the world with his/her gaze and governs its representations.”” Raskolnikov was able to define
and categorise the world around him and to interpret it according to his own narrative. Secondly, by

asserting his own interpretations, he tried to act as an ‘author’, controlling the destinies of other

% Dostoevsky, F. Polnoe sobranie sochinenii (Nauka, Leningrad, 1972-1990), vol. 6 Prestuplenie e

i Nakazanie (1973), p. 319. All future guotations from this novel will be taken from this edition. The
page numbers will be given in brackets in the text.

% Dostoevsky, F. and McDuff, D. (trans.) Crime and Punishment (Penguin, London 1991), p. 483. All future
English translations of quotations from this novel will be taken from this edition. The page numbers will be
given in brackets in the text.

*" Braidotti, p. 19.
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characters. This is a theme | will return to in my chapters on the twentieth-century texts of Babel,
Bulgakov and Paternak, which feature male characters writing creative texts and literally
‘authoring’ the lives of their characters. However, the desire of a male character to exert this kind of
influence on the personalities around him is clearly shown in Dostoevsky’s portrayal of
Raskolnikov who accomplished this control in the most final and dramatic of ways. The
pawnbroker is a powerful character who has financial resources and a strong, independent
personality. Killing her could be understood as an ordeal Raskolnikov tried to pass through in order
to demonstrate the validity of his own hero status, and thus that he had the authority to influence

others’ lives as an ‘author’.

I will discuss the significance of the physicality of the pawnbroker’s female body later in this
chapter, but it is worth noting that just as Raskolnikov’s quest to demonstrate his masculine abilities
is rooted in a female body, so too is the justification for his quest. The sexual and economic
exploitation of women which Raskolnikov witnesses in the early chapters of the novel prompts his
thoughts about injustice and re-distribution of the pawnbroker’s wealth. Marmeladov described to
Raskolnikov how Sonya was forced into prostitution to support her family, as a result of both her
father’s alcoholism and her step-mother’s verbal abuse (pp. 17/49).%® Soon after this, Raskolnikov
receives a letter from his mother which gives the story of Svidrigaylov’s treatment of his sister,
Dunya, and her subsequent engagement to Luzhin. These two accounts have a deep impact on

Raskolnikov and he sees the similarities between the two situations:

Coneuka, Coneuka Mapmenanosa, BeuHasi CoHeuka, moka mup crout! XKeprty-TO,
JKEpTBY-TO 00e BbI n3Mmepmin ju Brnonne? Tak mm? [lox cumy mu? B mons3y au?
Pazymuo mu? 3naere mu Bol, JlyHeuka, 4To COHEUKHH XpeOWii HIYEeM HE CKBEpHEE

xpebust ¢ rocrionuroM Jlyxkuneim? (p. 38).

% In this and all subsequent incidences, where | refer to both an original Russian text and an English
translation, the first page number relates to the Russian text, and the second to the English edition.
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(Sonechka, Sonechka Marmeladova, eternal Sonechka, for as long as the world
lasts! Are you completely aware of the size of the sacrifice you’re making? Is it
right? Is it being made under duress? Will it do any good? Is it sensible? Do you
realize, Dunechka that Sonechka’s fate is in no way any uglier than the one you’re

contemplating with Mr Luzhin? [p. 78])

This emphasis on female suffering acts both to fix women in the static position of passive victim,
and also reflects the patriarchal tendency to view women as either good or bad, virgin or whore.*
While Sonya and Dunya are portrayed as innocent, suffering victims, the pawnbroker is perceived
to be the cause of injustice. One of Raskolnikov’s most important arguments to support the murder
of the pawnbroker, therefore, is an economic response to the suffering he sees around him: ‘Yo6eit
€€ U BO3bMU €€ NCHBI'H, C TEM 4T00BI C UX IIOMOIIBIO ITOCBATUTH ITOTOM ce0st Ha CIIY)KCHUC BCEMY
yesoBeuecTBY u obmemy aeiy’ (p. 54), (‘kill her and take her money, in order with its help to

devote oneself to the service of all mankind and the common cause’ [p. 101]).

The role rationality played in Raskolnikov’s formation of his solution to the societal problems he
saw around him is pertinent as rationality is often seen by feminists as a masculine quality, which is
privileged over characteristics coded as feminine. Alison Jaggar, for example, suggests that Western
liberalism came to value the rational mind over the body as a result of the sexual division of labour
which meant that women were tied to domestic tasks because of their childbearing role while men
were more able to develop intellectual pursuits.'® Tong argues that as a result of these traditional

roles, ‘all liberals, male or female, nonfeminist or feminist, tend to accept as truth the priority of the

% Warner (1976), p. 225.
100 jaggar (1983), p. 117.
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mental over the bodily, even when their own daily experiences contradict this belief’."** In Crime
and Punishment, Raskolnikov’s objective and rational explanation of the poverty and suffering he
sees around him leads him to develop a very rationalist solution. He values rationality so highly that

his rational solution to inequality leads him to place objectivity above the pawnbroker’s right to life.

Raskolnikov’s belief that he has the right to ‘author’ the lives of other characters, may help to
explain how he comes to accept extreme violence as a possible solution to society’s problems. The
role of author implies a sense of distance from the characters being acted upon, just as it is
necessary to be distanced from a situation in order to think rationally about it. Jones, for example,
suggests that there is a clear distinction between Raskolnikov’s humanitarian views and feelings
(which are associated with Napoleon) and a genuine, intuitive sympathy for another person who is
suffering.’® Jones argues that the former is characterised by abstract, theoretical humanitarian
ideas, while the latter involves compassion for individual people.’® I would contend that the value
Raskolnikov placed on abstract theoretical thought can be understood from a feminist perspective as
a way of distancing himself from the tangible, quotidian experiences of those around him. This is in
direct contrast to Sonya’s feminine response to the suffering and poverty she sees around her.
Sonya refuses to judge others or try to change and re-shape the world, but she does make personal
sacrifices and works extremely hard to provide for her family and care for those around her. Even
the pawnbroker lives a life that is entwined with someone else’s. She lives together with her sister,
and although she treats her harshly, there is a sense of domesticity, a marriage-like relationship with
shared responsibilities, that contrasts with Raskolnikov’s solitary existence. For example, while the
pawnbroker controls the sisters’ income, Lizaveta undertakes all of the domestic tasks such as

cleaning and washing for both sisters (pp. 53/100).

101 Tong, p. 38.
192 Jones, M. (1976), p. 77.
193 1bid.
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Unlike Sonya and Lizaveta who are emotionally and practically involved in the daily lives of those
around them, Raskolnikov distances himself and this distancing is deeply gendered. Female
characters are portrayed as the ‘other’ in so far as both the suffering Raskolnikov is moved by, and
also his proposed solution, are situated in female bodies. On the one hand, he is horrified by the
sexual exploitation of women who are economically disadvantaged, but on the other hand, he sees
the murder of the female pawnbroker as part of the solution to the inequalities of his society. The
pawnbroker’s femininity is emphasised throughout the text and she is even described as a ‘crepsa

*194 [p. 100]) by the officer who discusses the pawnbroker and

yxacHas’ (p. 53), (‘horrible old cow
her sister with Raskolnikov. In this way, women are fixed as ‘victims’ and ‘perpetrators’ in
Raskolnikov’s mind and objectified as problems to be solved or obstacles to be overcome. This has
the effect both of obstructing genuinely deep, emotionally satisfying relationships between
Raskolnikov and the female characters and also of causing him to hate the women in the narrative,
even if he only has these feelings of hatred temporarily. For example, in his delirium following the
murders, Raskolnikov reflects on his complex emotions for his mother and sister: ‘Mars, cectpa,
kak mooun s ux! Oruero tenepp s X HeHaBWKY? [la, s UX HEHaBUKY, (PU3NYECKU HEHABIIKY,
mojute cebst He Mory BeIHOCHTH (P. 212), (‘my mother, my sister — how | have loved them! Why
now do | hate them? Yes, | hate them, physically hate them, cannot endure their presence close to
myself” [p. 329]). It is as though Raskolnikov blames the financial neediness of his mother and
sister for the situation in which he finds himself, despite the fact that his solution to their
vulnerability was not suggested or endorsed by his mother or sister in any way. Likewise, he also
fleetingly hates Sonya when he perceives the similarity between her and Lizaveta: ‘u Bmpyr
CTPAaHHOC, HCOKHUJJAHHOC OINYIIICHUC KaKoM-TO eZ[KOﬁ HenaBuctu Kk CoHe mnmpomjio mo €ro cep;[uy’

(p. 314), (‘suddenly a strange, unexpected sensation approaching a caustic hatred of Sonya passed

through his heart’ [p. 476]).

104 «Creppa’ should more accurately be translated as a general term of abuse meaning ‘a nasty person’, Or as a
more vulgar term, ‘a shit’. It also has the original, although now obsolete, meaning of ‘dead animal’ or
‘carrion’.

38



The way in which Raskolnikov’s deep love of the women around him, and sympathy for their
suffering led him to perform acts of extreme violence on female bodies, which then produced his
feelings of intense guilt and hate and led him to blame the women he loved, seems driven by his
sense of being separate from ‘ordinary’ people. The patriarchal emphasis on the division of people
into hierarchies influenced his conclusion that the murder of the pawnbroker would ameliorate
some of the suffering and injustice he saw around him. As we saw from the earlier quotation, when
Raskolnikov confesses to his crime to Sonya he describes the pawnbroker as a ‘cmemHas
cTapyinoHka, serucrparopma’ (p. 319) (‘absurd old woman, a petty bureaucrat’s widow’ [p. 483])
using this description to explain how he came to view her murder as permissible. Feminists, such as
Kristeva, point out that hierarchical relationships are, by their nature, based on power rather than a
more equal and empowering understanding of otherness which allows each personality to grow and
develop in relationship to the other.'® Raskolnikov, it has been argued, is characterised as being
incapable of open, inter-subjective relationships.’® He is described as avoiding other protagonists
altogether ‘except in combative or manipulative relationships in which the other is objectified”.’®’
Moreover, he was concerned to divide humanity into two groups - a small group of ‘extraordinary
men’ like Napoleon, who could exert power over a larger group of ‘Bmieit’ (p. 211), (‘lice’ [p. 329])
and ‘tBapp’ (p. 212) (‘creatures’ [p. 329]). The power given to the extraordinary men would allow

them to transcend normal boundaries and act in brutal, violent ways in order to achieve their aims.

However, Raskolnikov’s argument is circular, as are the criteria he uses to define what makes a
person ‘extraordinary’. In Raskolnikov’s thinking, those who have the capacity to be extraordinary,
Napoleon-like men, demonstrate this by acting autonomously, freely and by transgressing society’s
boundaries. It is as though they cannot know whether they are truly exceptional until they have

successfully passed this test, and so they must take the risk and commit the act of transgression

105 As discussed in Cornell, p. 37.
1% jones, M. (1980), p. 83.
197 1bid.
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before knowing whether they have the ‘right’ to do so.'® The actions of the masculine hero
therefore drive the narrative as he takes the initiative and tests his ability to make changes to his
external environment. Rzhevsky supports this contention by arguing that ‘man is not a real presence
in the world unless he exerts his existence by moral action in the concrete life of society’.'™ In the
case of Crime and Punishment, it appears that Raskolnikov is defined as a masculine character by
his ability to act effectively. By this I mean that it does not seem to be so important that the hero’s
actions are perceived as moral by the other characters, but that he can act according to his own

narrative and understanding of the world to effect changes in the lives of those around him.

This argument is supported by Peace’s suggestion that Raskolnikov’s view of humanity as divided
in ordinary and extraordinary people reflects his inner struggle.*® For Raskolnikov, the idea of two
categories of people was not just an abstract, philosophical or sociological theory; it had personal
implications for his sense of his own identity. According to this argument, Raskolnikov is portrayed
as having a divided character which is split between the two extremes represented by his dualistic
way of thinking.'*! Peace contends that Raskolnikov is deeply concerned to overcome the side of
his personality which he regards as ‘ordinary’ by acting forcefully in an aggressive, ‘extraordinary’
way.'*? This is further evidence of the intellectually distanced stance of the masculine hero. Craig
Owens notes how binarism, the hierarchical opposition of two terms is the dominant form of
representing difference and justifying its subordination in society."*® This is problematic not least
because of the distance which must be maintained between the subject - modern man - and the

object(s) he judges.'**

198 yarmolinsky, p. 209.
109 Rzhevsky, p. 94.

119 peace, pp. 35 and 38.
11 Ibid., pp. 35 and 38.
12 1hid.

13 Owens in Foster, p. 62.
14 Ibid., p. 63.
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As well as showing Raskolnikov’s desire to master and order the world he saw around him, and
highlighting the distance between Raskolnikov and the objects of his theory, this analysis of his
ideas is important because they motivated the murders which drive the narrative. Jones goes so far
as to suggest that the ideas themselves form the plot of the novel, while the murders Raskolnikov
commits provide the dramatic focus of the text.'*®> Nonetheless, identifying Raskolnikov’s thinking
as rooted in patriarchal discourse allows us to see more clearly the difference between
Raskolnikov’s way of relating to the ‘other’ and Sonya’s approach. The ideas Raskolnikov
articulated also had significance for Dostoevsky because they highlighted one of his key concerns —
to promote the importance of personal freedom,*'® but also to explore the limits of that freedom.
While Dostoevsky placed a high value on personal freedom, he was also concerned that rebellion
against the state and against God was comparable to parricide and could lead to terrible
consequences.”’ These consequences of unlimited freedom are outlined in The Brothers

Karamazov in which Ivan’s rebellion against God inspires his half-brother to murder their father.

The factors which limit masculine freedom may be conceptualised as feminine, as the enclosed
space which de Lauretis refers to. In the case of Crime and Punishment, we have seen that the
pawnbroker and her sister represent the conceptual boundaries which stood between Raskolnikov
and the exercise of free movement. De Lauretis’ point about the significance of binary oppositions
and the hero’s need to cross boundaries seems particularly relevant to the intellectual and spiritual

journey Raskolnikov embarks on:

If the work of the mythical structuration is to establish distinctions, the primary
distinction on which all others depend is not, say, life and death, but rather sexual

difference ... opposite pairs such as inside/outside, the raw/the cooked, or life/death

115 Jones, M. (1976), p. 75.
116 Boyce Gibson, p. 46.
117 Monas, in Jones, M. and Terry, pp. 67-95, here p. 68.
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appear to be merely derivatives of the fundamental opposition between boundary
and passage; and if passage may be in either direction, from inside to outside or vice
versa, from life to death or vice versa, nonetheless all these terms are predicated on
the single figure of the hero who crosses the boundary and penetrates the other

space (emphasis in original).'*®

While the single, male hero undertakes his quest alone, as the ‘mythical subject’ and ‘active
principle of culture’, women have multiple roles in the narrative of Crime and Punishment.*® The
pawnbroker acts as the boundary or space, which must be transgressed and Sonya is Raskolnikov’s

helpmate on his journey and also the prize awaiting him at the end of his ordeal.

It is perhaps significant that Raskolnikov’s ordeal - his boundary-crossing - depended on his
violating a female body. The testing of his masculine, rational approach is thus seen as more
important than the basic right of the female body to existence. The vulnerability of the female body
is emphasised repeatedly in the text. The pawnbroker is shown to be ‘momo3purensHa u ogHa’ (p.
61), (‘suspicious and alone’ [p. 111]) when Raskolnikov arrives at her apartment, and she touches
the door with ‘ocropoxHsrii mopox pykoit’ (p. 61), (‘the cautious whisper of a hand’ [p. 112]).
Lizaveta’s physicality is also demonstrated by the description of her as ‘neBuna, u co6oii y>xacHo
HECKJTIaJHAs, POCTY 3aMedarejbHO BBICOKOTO ... (OHA) MOMHUHYTHO Oblma Gepemenna’ (pp. 53-4),
(‘not married, and was terribly awkward, of remarkable height ... (she) was constantly pregnant’
[pp. 100-1]). Raskolnikov’s brutal murder of both women in order to test his ideas illustrates the
primacy of masculine values over feminine physicality in patriarchal culture. The murder scenes
depict very graphically the assertion of abstract reasoning over female bodies, especially as the
previous descriptions of the pawnbroker and her sister focus on physical accounts and minimise any

reference to their personalities and histories. ‘OH BBIHYJ TONOp COBCEM, B3MaxHYyJ €ro oOeUMH

18 De Lauretis (1984), p. 119.
119 1bid.
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pykamu, enBa ceOs YyBCTBYS, M NOYTH O€3 YCHIMS, MOYTH MAIIMHAJIBHO, OMYCTHJ HA TOJOBY
o0yxom’ (p. 63), (‘he took the axe right out, swung it up in both hands, barely conscious of what he
was doing, and almost without effort, almost mechanically, brought the butt of it down on the old
woman’s head’ [p. 114]). Raskolnikov’s absence of emotion is made clear in this passage, and his
emotional distance from the pawnbroker is evident in the ‘mechanical’ nature of his actions. The
dying woman is depicted as an object as ‘KpoBb XJIbIHYJIA, KaK U3 ONPOKHHYTOTO CTaKaHa, U TEJIO
noBanuiaoch HaB3HUYL (p. 63), (‘blood gushed out as from an upturned glass, and her body

collapsed backwards’ [p. 114]).

Despite murdering both the pawnbroker and her sister, following his ideas through to their logical
conclusion, Raskolnikov’s ordeal is only partially successful. He is tormented by guilt and does not
begin to act like an extraordinary man. He is unable to protect his sister, and rather than using the
pawnbroker’s money profitably, he hides it. Maybe more significantly for an analysis of the
development of his masculinity, Raskolnikov is unable to explain his actions clearly to Sonya while
he is confessing. He gives a number of different explanations for the murder which all seem to
cancel each other out.® This confusion contrasts with the clarity with which he had defined his

I*2! and it also shows that Raskolnikov has become

ideas and his plan at the beginning of the nove
less able to think clearly and rationally (in a masculine way) than he was at the beginning of the
novel. His growing disillusionment and sense of confusion demonstrate, therefore, that either he
made a mistake in the design or planning of his ordeal, or that he was not, after all, an extraordinary
man. Raskolnikov’s confusion and illness may even be seen as feminising him, as he becomes
dependent on those around him, such as his mother, sister and, in particular, his friend Razumikhin.
Razumikhin’s name is derived from the Russian word meaning ‘reason’ or ‘rationality’, and he

provides a contrast to Raskolnikov’s increasingly fragmented mental and physical state.

Raskolnikov becomes prone to sudden fainting fits and bouts of emotional delirium and fever. His

120 Danow (1991), p. 112.
121 Holquist, p. 89.
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inability to follow his ideas through to their logical conclusion by using the pawnbroker’s money in
the ways he had intended may be caused by his physical symptoms or by the confusion and guilt he
feels. Instead of using the pawnbroker’s money to alleviate suffering, Raskolnikov hides it in a
cavity under a stone out of fear that he may be discovered as the perpetrator of the murders. He is
relieved to get rid of the money that was the original motivation for his crime: ‘cxopoHeHbI KOHIIBI!
W xoMy, KOMy B TOJIOBY MOKET MPUHTH MCKATh MO 3TUM KaMHeM? ... A XOTb OBl M HAIIUTH: KTO Ha
meHns nogymaet? Bee kondeno! Her ynuk’ (p. 86), (‘The evidence is buried! And who would ever
think of looking under that block? ... And even if the things are found: who would ever think of

me? It’s finished! There’s no evidence’ [p. 151]).

Although Raskolnikov expected his quest to help him form his identity and give him confidence
that he was an ‘extraordinary man’, able to transcend the boundaries that restricted other people, it
instead leads to a fragmentation of his personality into delirium and confusion. Nonetheless, his
development as a masculine hero continues to drive the narrative. Paris claims that Dostoevsky
sympathised with Raskolnikov and his struggle to develop a free, autonomous self, and wanted the
reader to have a similar attitude towards him as the magistrate, Porfiry, has.'?* Porfiry understood
that Raskolnikov was guilty of the crime early in their encounter, but waited before confronting him
with his knowledge because he understood Raskolnikov’s need to confess his guilt and to come
gradually to see his actions in a different light. His knowledge about Raskolnikov and his crime was
based on an objective analysis of the situation and Raskolnikov’s behaviour. Porfiry and Sonya both
have roles as helpmates, or donors, for Raskolnikov as he completes his ‘journey’, but they fulfil
very different roles. In Karl Jung’s terms, their roles seem similar to those of the archetypal father
and mother. Like the father archetype, Porfiry fulfils the role of ruler, elder and law-giver, while
Sonya represents mother nature, the Goddess of fertility, the womb of life and dispenser of

nourishment.'? Porfiry is not emotionally close to Raskolnikov and he is not present for much of

122 paris, p. 67.
123 Stevens, p. 52.
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the text, unlike Sonya whose compassion and patience are rooted in a more spiritual, emotional
response to Raskolnikov’s crime. Sonya is both emotionally close to Raskolnikov and physically

present intermittently throughout the novel.

Although Dostoevsky sympathised with Raskolnikov and his desire to act decisively in society,
Sonya represented most closely Dostoevsky’s own beliefs about the value of Christian faith in
preventing individuals from thinking in nihilist ways."* Sonya’s spirituality, which was
representative of the Orthodox Christian beliefs and practices of ordinary Russian people, reflected
Dostoevsky’s own beliefs. I argue here that her role in the novel was to bring Raskolnikov around
to thinking in the same way and to recognise the value of the constraints imposed by a spiritual
view of the world.*® Joe Andrew has highlighted Dostoevsky’s belief that without a faith in God,
the world could seem meaningless, as he saw morality as stemming exclusively from God.'*®
Dostoevsky did not believe that individuals could rely on rationality as a guide to morality,
suggesting that murder was a ‘logical’ consequence of a morality which was based only on human

reasoning.*?’

As Dostoevsky believed that unlimited freedom could lead to symbolic (or literal)
parricide and rebellion against God and the state, he valued religion and spirituality as a way of

setting boundaries on the freedom of the individual.

As a deeply religious character whose compassion and concern for Raskolnikov eventually leads
him to confess to his crime and to receive forgiveness, Sonya can be seen to have a powerful role in
the novel. She represents Dostoevsky’s view that injunctions and prohibitions are not enough to
uphold the moral order, but that mystic spiritual experiences are also important.*?® In this way,

Sonya is able to bring a determined murderer around to confession and re-birth. She is even able to

124 Davison, p. 1.

125 Contino, p. 68.

126 Andrew (1984), p. 89.
127 1bid.

128 Mackiewicz, p. 118.
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persuade him, just by looking at him, to return to the police station and confess to his crime (pp.
409/608). Sonya’s role in Raskolnikov’s development is similar to the role of a mid-wife, acting as
a guide for the male character through his quest and supporting his re-birth as a strong, whole
masculine hero. | would, however, argue that she is not conceived as a character and a personality
in her own right, but can only exist as a character in relation to Raskolnikov. Her personality
reflects the traits that Raskolnikov has rejected within himself, such as emotion and spirituality, and
she seems therefore to be a repository of these negatively defined aspects. As Moi points out,
Jacques Derrida has highlighted the patriarchal focus on the whole, unified and simple form of the

129

phallus.”* The primacy given to this symbol of masculine desire then renders everything which is
‘different’, as ‘chaotic, fragmented, negative or non-existent’ and therefore as “feminine’.**® Part of

Raskolnikov’s rebirth is an acceptance of these aspects which he has alienated from himself in order

to recover from his feminising illness and internal confusion to become a unified, masculine hero.

While Raskolnikov is able to develop his intellectual ideas and to try to define his own personality
and destiny, Sonya’s characterisation reflects a variety of societal assumptions which feminists
would describe as oppressive. The portrayal of Sonya’s spirituality is influenced by historical-
cultural patriarchal constructions of religion. For example, medieval religious women and female
saints were associated with suffering and extreme fasting"®" and this is reflected in Dostoevsky’s
portrayal of Sonya who lives in extreme poverty and struggles to meet the basic material needs of
her family. She is also portrayed as a virtuous, innocent woman who seems ‘morally unscathed by
the depravity on which her life (and those of her family) depend’.** This description reflects
Orthodox and Roman Catholic Christianity’s view of the Virgin Mary as being without sin. It
reinforces a religious ideal of pure women in which these women are seen as already perfect, and

not in a state of change and development. This serves the purposes both of emphasising the sinful

129 Moi (1988), p. 67.

130 1hid.

131 Bynum, p. 25.

132 Danow (1991), p. 99; see also Tussing Orwin (2007), p. 144.
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33

state of ‘ordinary’ women,™ and of placing women in a static idealised role, allowing the

masculine character’s journey of self-development to drive the narrative.

In addition, Sonya’s spirituality and religious devotion reinforce patterns of a masculine deity. In
the gospel story which Sonya reads to Raskolnikov, Jesus raises Lazarus from the dead and the
power to bring new life is identified with the male word. Sonya is thus caught in a narrative
whereby she is promoting an all-powerful, masculine God for the salvation of a man who has tried
to exercise god-like power in other people’s lives. Sonya’s religious perspective cannot, therefore,
actually be seen to give her much independent power. She is advocating a male-focused religion

which grants her only the permission to speak what is accepted dogma.

Gary Saul Morson reminds us that Sonya’s name derives from the Greek word ‘sophia’ which

134

means wisdom.”™ He suggests that this is significant because Sonya’s name represents

Raskolnikov’s conversion from a worldview defined by rationality to one which recognises the

135 Within a Christian understanding of the Trinity, Sonya is

importance of spiritual wisdom.
therefore associated with a feminine, intuitive spirituality which is represented by the Holy Spirit’s
role in the Trinity.** Janet Martin Soskice points out that the Holy Spirit, although an accepted part
of the Trinity, is often less valued in Western religious culture, in comparison to the figures of the
Father and the Son."*’ She connects this with the gendering of the Holy Spirit as feminine and the
more active Father and Son as masculine. Within Crime and Punishment, this dichotomy may be

seen in the comparison between Porfiry’s role and Sonya’s. Porfiry is embedded in the power

structure of his society and has the power to arrest Raskolnikov and so, to an extent, is able to

33 This comparison reflects the contrast Warner draws between Mary and Magdalene, who are both
perceived in sexual terms — Mary as a pure virgin, while Magdalene is associated with the ‘dangers and
degradations of the flesh.” See Warner (1976), p. 235.

% Morson, p. 52.

135 |bid.

136 As discussed in Frank Parsons, p. 143.

537 1bid.
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decide Raskolnikov’s fate. Peace argues that he represents the temporal power of the Orthodox
church.® The sense of masculine judgement inherent in Porfiry’s role contrasts sharply with
Sonya’s compassionate, emotional stance, which according to Peace, mirrors the church’s spiritual

power.*¥

Sonya’s emotional and compassionate nature reflects the qualities which were necessary for
Raskolnikov’s rebirth and she also represents many of Dostoevsky’s values and beliefs. Frank, for
instance, argues that Dostoevsky valued the emotional, intuitive faith of the Russian people, over
the more cerebral, intellectual faith of the educated, wealthier members of the gentry.140 Sonya’s
portrayal as a representative of the spirituality of the Russian people and as having the power to
initiate Raskolnikov’s re-birth has the effect of making her seem like an icon. The concept of the
Russian Orthodox icons is, according to Leonid Ouspensky and Vladimir Lossky, rooted in the
humanity of Mary and the belief that both divine and human natures were equally present in
Christ.** As Christ’s mother had a body which could be represented visually, so Christ also could
be represented.'*? The physicality of the female body is, therefore, an important element in the
iconic tradition. Icons were also very symbolic in Dostoevsky’s fiction. As Sophie Ollivier points
out, Dostoevsky often associated icons with young women, as for example in The Meek One, in
which the pawnbroker’s wife falls to her death clutching an icon.**® Her description of the role of
icons in Dostoevsky’s texts as protecting the Russian people from evil and expressing the renewal
of creative forces through suffering reflects the role Sonya plays as Raskolnikov’s help-mate and
spiritual guide.™** However, as an icon, Dostoevsky gave Sonya little individualism of her own, as
her function was to act as a channel for Raskolnikov to experience spiritual truths about himself.

While the humanity of the Mother of Christ, and Christ’s human nature, provide the context and a

138 peace, p. 45.

39 |bid.

10 Frank, p. 55.

11 Ouspensky and Lossky, p. 32. See also Lossky (1978), p. 29.

142 Quspensky and Lossky, p. 32.

3 Qllivier in Pattison and Oenning Thompson, pp. 51-68, here p. 62.
14 Ibid. p. 64.
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partial explanation of the iconic tradition, the purpose of icons is not to focus the viewer’s attention

on the physical depiction, but instead to promote deeper spiritual understanding.**

Dostoevsky’s portrayal of Sonya as a prostitute is significant because it seems to be in direct
opposition to her religious beliefs and her representation as an icon. Both prostitution and
iconography emphasise physicality and bodily experience, but they have little else in common.
Although her prostitution is portrayed as necessary to keep her family clothed and fed, it seems to
fit uneasily with her faith and the reader’s difficulties in reconciling the two aspects of Sonya’s life
are further compounded by the fact that she is not described during her work as a prostitute. She is
described as being dressed ‘mo-ynuaHOMYy, IO BKYC W HPABHUIIA, CIOXKHBIIHECS B CBOEM OCOOOM
MHpe, C SPKO W IO30pHO BhIaromieiics nenbio’ (p. 143), (‘in the manner of the streets, in
accordance with the tastes and conventions that have developed in a peculiar world of their own,
with a gaudy and shameful purpose that is all too obvious’ [p. 231]) when she visits her dying
father, but he does not recognise her (pp. 145/233). This suggests that her family also struggled to
associate her with the realities of her profession. However, Sonya’s prostitution serves an important
function for Raskolnikov, and this may explain why Dostoevsky imagined her as a prostitute, even

if this seems inconsistent with other aspects of her characterisation.

Prostitution, by its nature, highlights the female body as a site of vulnerability. Sonya’s body was
used to fulfil male sexual desires just as the murder of the pawnbroker and her sister was an attempt
to fulfil Raskolnikov’s psychological desire for independent action. In both situations, female
bodies were shown to be vulnerable to male attack and penetration.'*® Sonya’s closeness to
Lizaveta, and Raskolnikov’s perception of their closeness, is portrayed in the scene in which he

confesses to Sonya:

145 Ouspensky and Lossky, p. 30.
148 Shiach, p. 20.
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OH cMOTpen Ha Hee U BAPYT B e JInIe Kak Obl yBujen juio JluzaseTsl. OH SIPKO
3aIMOMHUII BEIpakKeHHe juia JIM3aBeThl, KOTJAa OH MPUOIMKAICH K HeW Torja c
ToropoM ... [Toutn To e camoe ciyumiiock Ternepb u ¢ CoHell: Tak e OecCHIbHO,

C TEM JK€ MCITyTOM, CMOTpPEJIa OHA Ha HETO HECKONLKO BpeMeHH (P. 315).

(He looked at her, and suddenly in her face he saw the face of Lizaveta. He had a
vivid memory of the expression on Lizaveta’s features as he had approached her
with the axe ... almost the same thing took place with Sonya: it was with the kind

of helplessness and fear that she looked at him for a time [p. 478]).

Sonya’s portrayal as Lizaveta’s closest friend has also been highlighted by Meyer, who contends
that both women are characterised as being innocent but, at the same time, sensual.**’ | would
suggest that the way Sonya shared Lizaveta’s, and her sister’s, vulnerability positions Sonya in an
optimum place both to persuade Raskolnikov of his need to confess, but also to offer him
forgiveness. Sonya, after all, highlights her closeness to Lizaveta when she reads the story of
Lazarus to Raskolnikov from the Bible Lizaveta gave her. She acts again as an icon, channelling the

voice of another by vividly reminding Raskolnikov of Lizaveta.

This argument is also supported by the portrayal of Sonya as a representative of the Russian people.
She is shown to be living in poverty and to struggle with the responsibility of caring for her younger
siblings and for her alcoholic father. Dostoevsky is known to have formed a great respect for the

spirituality of Russian people, especially since his time in exile.*® He believed the faith of the

147 Meyer (1991), p. 239.
8 Frank, p. 55.
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Russian people to be innate and instinctive, and valued this above the more intellectual religious
thought of the educated classes.’* Sonya’s exhortation to Raskolnikov to confess in public and to
kiss the ground, supports the contention that she in some ways represents the Russian people. This
mode of confession is an appropriate counter-point to Raskolnikov’s aggressive independence and
assertion that he could prove whether he was an extraordinary man by murdering a woman he
perceived as less than human. Offord points to Raskolnikov’s pride and arrogance towards those he

150 and this view is supported by the way in which the ideas

perceived as ‘ordinary’ mortals,
Raskolnikov expressed in his article and his murder of the pawnbroker and her sister objectified
them, thus positioning them in a hierarchy, in which Raskolnikov was superior as the one who was
able to objectify others. He emphasised his own rationality, a valued masculine quality, while
focusing on their (feminised) bodies. Raskolnikov was able, by developing this approach, to
distance himself from others and to act in an independent way, changing and ‘authoring’ their lives.
His confession re-established his link with broader society and his responsibilities to ensure the
well-being of those around him and to engage with them as equals. As Ivanits contends, the voice of
the people counters rationalistic theories, and so Raskolnikov’s re-integration into human
community was an essential part of his re-birth.”®" Ivanits’ contention seems to support the
argument that it is only possible for masculine characters to view the world from an entirely

abstract, rational perspective by separating themselves from the physical lives and needs of those

around them.

An understanding of Sonya as a representation of the spirituality of everyday Russian people
highlights again her function not as a free, independent character, but as a character specifically
conceived to provide for the needs of the masculine hero. It also highlights the practice of using
female characters to represent something else; something other than themselves. While Raskolnikov

represents only himself — a masculine hero — Sonya does not speak for herself, but is made to stand

19 1bid.
%0 Offord in Jones, M. and Terry, pp. 41-66, here p. 54.
131 |vanits, p. 341.
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for the views and needs of the ‘Russian people’ and ‘Christianity’. In this way, her characterisation
diverts attention away from the embodied experience and voice of the female protagonist, and
towards the development of the male hero, who drives the narrative. The male hero’s,
Raskolnikov’s, contradictory needs for authentic spiritual experience, and also a deep connection
with the realities of the day-to-day lives of the people around him helps to explain the two
seemingly conflicting aspects of Sonya’s life — her work as a prostitute and her deep religious

beliefs.

Dostoevsky’s use of Sonya as a prize for Raskolnikov is problematic beyond the feminist argument
that this leaves her in a subordinate position relative to the masculine hero and reinforces the
cultural assumption that women can be objectified helpers for men and rewards for them when they
successfully complete their journeys. It could also be argued that Sonya’s acceptance of
Raskolnikov and her willingness to travel to Siberia with him in some way validates his actions.
Sonya is generally understood not as condoning Raskolnikov’s murder of the pawnbroker, but as
encouraging him to confess his sins and accept his punishment. However, this focus on the spiritual
benefits of confession and resurrection does seem to rest on a great deal of female sacrifice and
suffering. | am not referring only to the sudden and violent deaths of both the pawnbroker and her
sister (who was entirely unconnected with injustices Raskolnikov associated with the pawnbroker’s
actions) but also to the rupture of the supportive relationship Sonya and Lizaveta shared. Johae
shows the deep spiritual significance of Sonya and Lizaveta exchanging crosses.'* It is not clear
from the novel how Sonya is able to reconcile her intimacy and friendship with Lizaveta with her

sympathy and compassion for Raskolnikov, but her distress is portrayed clearly here:

Kak Ob1 ceOs He TOMHS, OHa BCKOYHJIA M, JIOMas PyKH, JOINUIA IO CEPEIUHBI

KOMHATHhI; HO 6I:ICTp0 BOPOTHJIACh U CCJia OIATh IMMOJJIC HETO, MOYTH IMPUKACAACh K

152 Johae in Pattison and Oenning Thompson, pp. 173-225, here p. 175.
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HEMY IIJICUOM K IIJIEUY. Bz[pyr, TOYHO IIPOH3CHHAsA, OHA B3APOIrHyJia, BCKPUKHYJIa U

Opocuiack, cama He 3Has sl 4ero, nepe HuM Ha konenu (P. 316).

(Almost unaware of what she was doing, she leapt up and, wringing her hands, got
as far as the middle of the room; but she quickly came back and sat down beside
him again, almost touching him shoulder to shoulder. Suddenly, as though she had
been cut to the marrow, she shuddered, uttered a cry and, without knowing for

what reason, fell on her knees in front of him [p. 479]).

This demonstrates how difficult her decision to accompany Raskolnikov to Siberia must have been,
to say nothing of the separation from her family which the journey entailed and any fear she may
have felt at leaving her family to accompany a man who had confessed to the violent murder of two
women. The lack of detail Dostoevsky gives about Sonya’s feelings about her decision to
accompany Raskolnikov to Siberia demonstrates his two-dimensional portrayal of Sonya. She is
characterised as Raskolnikov’s helper and the prize awaiting him at the end of his quest, but not as a

rounded character whose story is interesting and worth telling in its own right.

The fact that Raskolnikov gained Sonya as a symbolic prize, even though his ordeal did not succeed
in its aims, raises the question of whether, in de Lauretis’ framework, the hero is rewarded in direct
proportion to his quest’s success, or simply because he is a male hero. | would argue that the ordeal
is deeply significant because of its role in defining the masculine psyche and that this can be seen in
the way Raskolnikov’s ordeal creates the impetus for his relationship with Sonya. It is, as we have

seen, his need to confess and receive forgiveness that creates and defines his dialogue with Sonya.
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It also creates the opportunity and the necessity for Raskolnikov to confront and learn from those
characteristics which were feminised and expelled from his masculine psyche. Thus, it is not
success in the ordeal as defined by the masculine character that counts, so much as the development

of the male character through the lessons he learns from the quest.

The new life that Raskolnikov gains at the end of Crime and Punishment may therefore be
interpreted as part of the narratological pattern of descending into a feminised space and being re-
born. We have seen how Sonya can be seen as acting as a midwife to Raskolnikov and also as the
prize he gains by engaging in a quest. Andrew points out that this process of symbolic resurrection
is reflected in the language Dostoevsky uses at the end of the novel, highlighting that his description
of Raskolnikov’s new life reflects the terminology of ‘entry into a closed space and emergence from

it’ used by Lotman.'*®

Sutherland points to the hope of the ‘dawn of a new future’ for Raskolnikov at the end of the novel,
but it is not clear from the text whether this new life includes resurrection for Sonya.'™* Jones argues
that she is in need of spiritual resurrection, although he does not comment on whether this need will

be met.!*®

This belief that Sonya also needs to be re-born is echoed by other critics, such as Blake,
who refers to Sonya’s sexual history, and the opportunity for her to experience a new life with
Raskolnikov.'*® However, it would seem that the promise of new life refers mainly to Raskolnikov
as Sonya does not change, or ‘move’ as a character throughout the novel and therefore does not
experience the rebirth that follows the crossing of boundaries. She is closely associated with female
bodies, representing the static, closed space which the masculine hero transgresses, and is a helper

in the male quest for self-definition. But she cannot be re-born as she herself does not transgress

boundaries.

153 Andrew (2007), p. 144.

1% As discussed in Griffiths, p. 25.
155 Jones, M. (1976), p. 83.

156 Blake, p. 269.
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This reading of Crime and Punishment shows some of the nuances of Dostoevsky’s view of
freedom and the constraints within which it should operate. While supporting the need for
characters to operate freely and to effect change on their environments, Dostoevsky uses
Raskolnikov’s failed quest to show the need for ‘authentic revolt’. This is a concept developed by
Davison in his study of Ivan’s rebellion in The Brothers Karamazov. He suggests that ‘authentic
revolt” allows all the parties involved the opportunity to respond to their challengers and to change

and develop as a result of the encounter.*’

This corresponds to feminist ideas of otherness, and in
particular to Irigaray’s image of ‘two lips’, which can be seen as a symbolic representation of the
way in which mothers and daughters can be in relation to each other.™® In contrast to the patriarchal
image of sons having to replace their fathers, mothers and their daughters may be able to act as
distinct personalities, but always in a symbiotic relationship with each other.® Thus Raskolnikov’s
revolt in Crime and Punishment was ‘inauthentic’ as he acted to annihilate and silence those who
would disagree with his grievances. His encounter with Sonya, and his ongoing relationship with
her, enabled him to move beyond his ‘inauthentic revolt’ and begin to engage with other characters
and personalities. However, as | will go on to show with other pairings, for example Pierre Bezuhov
and Natasha Rostova, the Master and Margarita, and Yury Zhivago and Lara Guishar, the

relationship between Raskolnikov and Sonya was not based on the partnership of two equals, but

was constructed in a way which privileged the masculine hero’s developmental needs.

Further evidence of the importance of the ordeal, and the significance given to the development of
the masculine hero can be found in Dostoevsky’s The Idiot. It is productive to consider Crime and
Punishment and The Idiot together because, as Sutherland argues, The Idiot shows a morally good,

idealised male character and can be read as an expression of the ‘new life’ promised at the end of

%7 Davison, p. 131.

%8 Tves points to Irigaray’s emphasis on openness, rather than reductionism; multiplicity rather than
hierarchy; and immanence rather than transcendence (Ives, p.100). Irigaray’s image of ‘two lips’ subverts
patriarchal hierarchies, emphasising the importance of circularity and reciprocity (Ives, p. 89).

159 Whitford (1991), pp. 172 and 182.
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Crime and Punishment.’® I will first consider the extent to which Myshkin conforms to the image
of a rational, independent male hero. | will argue that, although his characterisation is problematic
in that it does not easily fit into this framework, his profound self-sufficiency and inherent unity
(traditionally masculine traits) are arguably what makes relations with the other characters difficult.
I will also continue to reflect upon the importance of otherness in this text, considering the value of

dialogue between characters in terms of their development into unified personalities.

Several critics, such as Murav, argue that Myshkin is a femininised character.’®* He is feminised
both by his illness, and by his intense spirituality.'®® For Pelikan Straus Myshkin’s feminisation is
very significant for an analysis of Dostoevsky’s work. She suggests that Dostoevsky’s experiment

in ‘the feminine’ marks The Idiot off from his other novels.'®®

Young, on the other hand, points to
Nastasya’s almost masculine ability to exert her own influence on the narrative by making her bold
actions and unpredictability the forces which drive the narrative.’®* This ability is very rare in

Dostoevsky’s portrayal of women and I will return to discuss Young’s argument in more detail

later.

However, the femininity of Myshkin and aspects of Nastasya’s characterisation which appear to
reflect the portrayal of masculine literary heroes, present challenges to a gendered reading of this
work. Both characters seem to shift between performing feminine and masculine roles. | will,
therefore, consider the text from two feminist perspectives. | will first consider the ways in which
Myshkin can be seen as a (failed) masculine hero, who is faced with a quest at which he is unable to
succeed. | will then consider how Nastasya can be seen as acting the part of the masculine hero,

who rejects the compassion offered by the spiritual, feminine character. Considering the text from

180 sytherland in Griffiths, p. 25.

181 Murav in Hoisington (1995), pp. 44-57, here p. 56.
162 pelikan Straus, p. 62.

183 Ibid., p. 53.

184 Young, p. 33.
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these two perspectives will lead to a clearer understanding of the prevalence of the hero-quest plot,
even in texts which do not have a clear, masculine hero who is developed in a ‘classical’ way such
as Raskolnikov. My argument will show that masculine characters are so commonly assessed by
their abilities to influence their surroundings and the lives of other characters, that it is difficult or

impossible for characters in The Idiot to judge Myshkin in any other way.

The narrative of The Idiot begins with Myshkin entering the new, unfamiliar environment of St
Petersburg. He is first experienced by the reader in contrast to Rogozhin, when they are sitting on
the train. Myshkin seems feminised from the outset as he appears ethereal and other-worldly in

comparison to Rogozhin’s sensuality. Myshkin is:

Mononoif dYenmoBeK, TOXKE JIET NIBaallaTH IIECTH WIM ABAANATH CEMH, POCTa
HEMHOT'O MOBBIIIE CPETHETO, OUEHb OEIOKYP, TYCTOBOJIOC, CO BIIAJIBIMU IIEKAMU U
C JISTOHBKOK), BOCTPEHBKOIO, IOYTH COBEPIICHHO Oeyioro Oopoakoit. ['masa ero
ObUIH OOJIBIINE, TOXYOBIE W MPHUCTANBHEIE; BO B3IIISAEC UX OBUIO YTO-TO THXOE, HO
TSOKEJIOE ... JIUIIO MOJIOJIOTO 4YeJIOBeKa ObLIO, BIPOYEM, MPUSTHOE, TOHKOE U

165
cyxoe.

(A young man, also twenty-six or twenty-seven years old, somewhat above

average in height, with very fair, thick hair, with sunken cheeks and a thin,

1% Dostoevsky, F. Polnoe sobranie sochinenii (Nauka, Leningrad, 1972-1990), vol. 8 Idiot (1973), p. 6. All
future quotations from this novel will be taken from this edition. The page numbers will be given in brackets
in the text.
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pointed, almost white beard. His eyes were large, blue, and intent ... the young

- - 166
man’s face was ... pleasing, delicate and lean.)

In addition to his physical appearance, Myshkin’s epilepsy is feminising because it leaves him
vulnerable to his body and weakens him. When Rogozhin attacks him with a knife, for example,
Myshkin is saved, not by matching Rogozhin’s masculine strength and aggression, but by an
epileptic fit which leaves him falling down the steps ‘oT koHByJIbCHIA, OueHMs U cygopor’ (p. 195),
(‘from the convulsions, thrashings and shudders’ [p. 255]). His epilepsy can also be seen as
contributing to his deep spirituality as the auras he experiences at the beginning of a fit have a
religious dimension to them.'®’ For these reasons, Myshkin’s feminine portrayal is multifaceted and
an integral part of his characterisation. However, as | will show, viewed from the perspective of
Lotman’s and de Lauretis’ theories, there is an implicit expectation that Myshkin will change and
develop throughout the novel, notwithstanding his unusual characterisation as a feminised, spiritual

man from the beginning.

Myshkin’s entrance into the social world of St Petersburg is the start of his quest to locate himself
in the social sphere and to begin to act in the way his society expected a man of his age and
economic position to act. He has previously been isolated from society as he grew up in
Switzerland, where he received treatment for his epilepsy. This formative experience and education
may help to explain his naivety and innocence. Prince Myshkin is so unaccustomed to the
hierarchies of nineteenth-century Russian society that when he first arrives at General Yepanchin’s

home he strikes up a conversation with the valet:

168 Dostoevsky, F. and Brailovsky, A. and Garnett, C. (trans.) The Idiot (Random House, New York, 2003) p.
4. All future English translations of quotations from this novel will be taken from this edition. The page
numbers will be given in brackets in the text.

187 Scanlan, p. 46.
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OnbITHRIA KaMepAWHEpP HE MOT HE IOYYBCTBOBAaTh YTO-TO, YTO COBEPILIEHHO
MPWIAYHO YEJIOBEKY C YEJIOBEKOM M COBEPIICHHO HEMPUINYHO FOCTIO C Ye108eKOM
... TO ¥ KaMepAHHEpPY 3allI0 B TOJIOBY, YTO TYT JIBa JA€ja: UIM KHIA3b TaK, KaKOH-
HUOYZb TOTAaCKyH M HEMpPEeMEHHO TpHIIel Ha OETHOCTh MPOCUTh, WM KHS3b

HpoCTO Iypadyok u amOuiu He uMeet (P. 18, emphasis in original text).

(The experienced attendant could not but feel something that is utterly proper from
man to man but utterly improper between guest and man [servant] ... it came into
the attendant’s head that it was a matter of two things: either the prince was some
kind of sponger and had certainly come to beg, or the prince was simply a bit daft

and had no self-respect [p. 20, emphasis in original text]).

Although Myshkin seems feminised and childlike - Rogozhin tells him: ‘Tl ToyHO Kak peOeHOK
KaKOM, 3aX0TeI0Ch UTPYIIKKA — BBIHB JIa TIOJI0KG, a aena He monuMmaens (P. 302), (‘you're like a
child; you want a plaything — and you must have it at once, but you don’t grasp the business’ [p.
396]) - his attitude to Nastasya’s portrait is masculine and patriarchal. He is struck by her beauty
and look of suffering, but many commentators point out that Nastasya is effectively objectified by
this encounter. Leatherbarrow, for example, suggests that Myshkin is acting as an author, ‘writing’
Nastasya’s perception of her situation (her look of suffering) and defining the terms of his
relationship with her, which will be based on compassion and pity.*®® Nastasya is powerless to
influence this initial encounter as she is positioned statically and cannot answer back to Myshkin’s
impression of her. This first impression of Nastasya is significant because Myshkin never really

moves away from it throughout the novel.

168 |_eatherbarrow, p. 113.

59



Just as in Crime and Punishment Raskolnikov seemed to distance himself from those around him by
viewing them in abstract theoretical terms, Myshkin also seems to be estranged from the other
characters. Myshkin’s difference gives him the independence and objective distance to judge other
characters in a masculine way, despite other aspects of his characterisation that seem to feminise
him. He shares this sense of being set apart from the other literary characters with twentieth-century
male heroes such as Babel’s Lyutov, Bulgakov’s Master and Pasternak’s Yury Zhivago, all of
whom stood existentially alone, and alienated, to varying degrees, from the characters around them.
Mochulsky suggests that Myshkin’s portrayal as a ‘nobleman torn away from the Russian soil’

leads him to imagine that he loves Nastasya.'®®

Mochulsky’s argument supports the suggestion that
masculine characters often create a sense of emotional distance between themselves and other
protagonists, as he goes on to contend that Myshkin views Nastasya as an intellectual project rather
than as a person who inspires his romantic love.*” | would suggest that part of the way in which

Myshkin related to Nastasya as an intellectual project was by acting in an authorial way, attempting

to interpret her personality and life in the terms of his own narrative.

Feminist thinkers, such as Battersby, suggest that to act as an author is to act from an inherently
patriarchal viewpoint, as the author is situated in a position of power from which he guides the fate
of objectified characters.'” The position of the author can be understood as a culturally masculine
position, characterised by freedom to move intellectually and philosophically through characters
who have relatively static, determined personalities. As we have seen, this viewpoint implies a
sense of distance from the other characters and a sense that their destinies can be planned and
foreseen. Young also supports this contention, comparing the author-character relationship to the
relationship between God and humanity, and suggesting that the role of author carries a similar

sense of power, authority and omniscience.'’? This expression of powerfulness is part of the reason

8% Mochulsky, p. 367.

170 1hid.

171 Battersby, pp. 29 and 70.
172 young, p. 142.
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Cixous gives for the predominance of masculine writing and the need for women to develop
feminine writing.!” She suggests that in a male-defined world it is difficult for women to affirm

their powerfulness, by writing as well as in other ways.'™

The power and authority a text’s author has, however, been challenged by Barthes who argues that
the author has little or no control over the way the text is read and interpreted by readers.”® Barthes
contends that texts do not have a single ‘theological’ meaning, but a multiplicity of readings, and
that interpreting texts only in terms of their author can close off many of these readings and

meanings.*’®

Barthes’ view of the relationship between a text’s author and readers is important for
understanding the ways in which Myshkin acts as an ‘author’ in his relations which the other
characters. The emphasis on the multiplicity of readings of a text shows how characters who are not

perceived as ‘authors’ through their characterisation can subvert this and enforce a different

meaning on the narrative given by the ‘author’ character.

By assuming the position as ‘author’ when he views Nastasya’s portrait, Myshkin seeks to endow
her personality with the meanings which fit his particular narrative."”” Nastasya is, in this way,
perceived to be a vulnerable woman who needs to be saved by his compassion. On the other hand,
Burkin argues that Myshkin is a passionate, true lover because he refuses to exert his own
interpretations on the other characters in order to achieve his own happiness.'”® The comparison
between Dostoevsky’s portrayal of Raskolnikov as acting violently towards other characters in
order to demonstrate the efficacy of his theories, and his characterisation of Myshkin shows the
value of Burkin’s argument. Myshkin does not act with overt aggression towards the other

characters, but he does still objectify them, particularly Nastasya, by positioning them in ways that

17 As discussed in Wilcox, McWaters, Thompson and Williams, p. 23.
174 :
Ibid.
175 Barthes, p. 148.
78 |bid., p. 147.
Y77 |_eatherbarrow, p. 109.
178 Burkin, p. 165.
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emphasise their vulnerability and need to be ‘saved’. For example, when Myshkin proposes to
Nastasya, he refers to his desire to protect her from the gossip of the other characters and to meet
her financial needs: ‘51 Bac ... Hacraces ®umunmosna ... moo0mo. S ympy 3a Bac, Hacraces
@ununmosHa ... I HUKOMY He MMO3BOJIIO IIPO Bac cjioBa cka3aTh, Hactacks ®@ununmosHa ... Eciu Mbl
Oynem Oemubl, s pabotath Oyay, Hacracks @ununmosna’ (p. 138), (‘I ... Nastasya Filippovna ... |
love you. I would die for you, Nastasya Filippovna. I won’t allow anyone to say a word about you,
Nastasya Filippovna ... If we shall be poor, I will work, Nastasya Filippovna’ [p. 176]). In this
way, he creates a role for himself as the ‘good’ masculine hero who can save the woman by his
understanding and compassion, echoing the way he improved Marie’s fate by persuading the village
children to respond compassionately to her (pp. 61/78). Just as Sonya is defined in relation to
Raskolnikov’s needs, Myshkin also tries to define Nastasya in ways which support his desire to

help and, potentially, save her.

I do not mean to argue that Nastasya is not suffering or in pain. However, | would suggest that
Myshkin takes this one aspect of her personality and defines her almost entirely by it. This process
attempts to fix her in the role of a suffering, pitiful character and takes focus away from her
autonomy and ability to define her own future. She may have a limited degree of autonomy
compared to her male counterparts because of the social, economic, and political constraints on
women in nineteenth-century Russia. But nonetheless, Myshkin’s objectification of her from the
moment he sees her portrait draws the reader’s attention away from the ways in which Nastasya
does demonstrate her freedom and desire for self-determination. His emphasis on Nastasya’s
position as a wronged, suffering, fallen woman has the effect of constructing her as an enclosed

space, differentiated from Myshkin. This creates a boundary for the masculine hero to transgress.

Nastasya, however, has a history of refusing to perform the role that her patriarchal society tried to

impose on her. She holds loud parties, and associates with people who are unacceptable to the
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gentry, for example at her birthday party when Rogozhin arrives with other drunk men described by
the maid as ‘coscem ... 0e300pasubie’ (p. 132), (‘utterly disgraceful’ [p. 167]). The encounter
between the other guests and the newly arrived group of Rogozhin’s friends had clearly been

planned by Nastasya as the narrator notes:

[octi mpomoimKanmum M3yMIIAThCS, MIENTAThCS W IMEPEeTSAbIBATECS, HO CTallo
COBEpILEHHO SICHO, YTO BCE ATO OBUIO PAacCUMTaHO M YCTPOCHO 3apaHee M UTO
Hacraceio ®mmnmnoBHy, - XOTh OHa M, KOHEYHO, C yMa COLUIA, - Teleph He

cooberb (p. 132).

(The guests continued being astonished, whispering and exchanging looks, but it
became perfectly clear that all this had been calculated and arranged beforehand,
and that Nastasya Filippovna — though she had certainly gone out of her senses —

could not be put off her course now [p. 168]).

Nastasya also demonstrated her independence and strength of character by refusing to be
manipulated by Totsky into keeping quiet about his abuse of her. She manages to place Totsky in
the position of having to negotiate with her before he can propose to one of the General
Yepanchin’s daughters, firstly through her reluctance to marry Totsky: ‘oH Bmpyr, mo omHomy
CIIy4aro, yOemuics, 4yTo eciu Obl JaKe OH U CHIeNall MPeIoKeHnue, To ero Obl He npunsum’ (p. 39),
(‘he was suddenly convinced by something that happened that, even if he made the offer he would
not be accepted’ [p. 47]) and secondly by her unwillingness to be bought off ‘na uaTepec Toxe He
MoJANaBajach, naxxe Ha odeHb KpymHbId™ (p. 39), (‘she was not susceptible to mercenary
considerations either, not even very large ones’ [p. 48]). As part of the ensuing discussion between

Nastasya, General Yephanchin and Totsky, Nastasya asks the men what exactly they would like her
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to do and Totsky replies, tellingly, that: ‘oH Tak HamyraH eIie HSATh JICT HA3aJ], YTO HE MOXKET JaKe
" TCIICPb COBCEM YCIIOKOHUTHCH, A0 TCX IOP IIOKa Hacrtacest ®unnnmnoBHa caMma He BBIﬁHCT 3a KOro-
HUOY b 3amyx’ (p. 40), (‘she had given him such a scare five years before that he could not feel
entirely at ease even now until Nastasya Filippovna married somebody herself” [p. 49]). This
quotation demonstrates the importance of marriage in patriarchy as a way of controlling women and
their sexuality. Totsky’s assumption seems to be that Nastasya would be unable to remain
independent and unpredictable (and therefore threatening and uncontrollable) if she were married.
Given how problematic women such as Nastasya were for Dostoevsky’s society to deal with, I
would suggest that Myshkin’s task or ordeal is to categorise this sexualised, passionate woman and
to impose some sort of constraint upon her. This may help to explain why he attempts to marry her,
despite her statements that she is sexually involved with Rogozhin (pp. 138/176). In the solution he
presents to Nastasya, therefore, Myshkin demonstrates that despite his child-like innocence, as a
fundamentally masculine character operating in a patriarchal society, he ultimately cannot imagine

a future for Nastasya in which she is free and independent, and not married to a man.

Myshkin’s attempt to contain Nastasya’s sexuality and her freedom of movement can be seen in the
way he tells her: ‘Pa3Be BbI Takasi, Kakolo Teneps npeacrasisck’ (p. 99), (‘you are not like that,
like you were just pretending to be’ [p. 126]). Coates points to Bakhtin’s concept of the ‘penetrative
word’, which she defines as ‘a word capable of actively and confidently interfering in the interior
dialogue of the other person, helping that person to find his own voice’.}”® Bakhtin argued that
Myshkin was the first of Dostoevsky’s characters to use this technique suggesting that his utterance
is a ‘penetrative word’ which enables Nastasya to understand herself in a new way.'*® Nastasya
acknowledges the truth in Myshkin’s perception that she behaves in a way which reinforces the
view of her as ‘shameless’. She ‘momornuia k Hune AnexcaHapoBHe, B3sla €€ PyKY U MOJHECIA €€ K

rybam cBomM. “Sl Benb M B caMOM Jielle He Takasi, OH yramai,” mporrenTaia ona 6srctpo’ (p. 100),

1 Coates, p. 75.
180 1hid.
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(‘went quickly up to Nina Alexandrovna, took her hand and raised it to her lips. “I really am not
like this, he guessed it” she whispered quickly’ [p. 126]). Thus, Myshkin’s assertion opens up the
possibility for Nastasya to see herself not just as a fallen woman, but instead as a woman who can
move beyond her past abuse and play a full role in her society. Myshkin’s proposal of marriage

would also have worked to make this possible as she would be financially and socially provided for.

This example of Myshkin speaking a ‘penetrative word’” and Nastasya responding by confessing, is
very significant for our understanding of both of their characters, but it is also a highly unusual
episode within the novel. Danow, for instance, argues that the whole novel is notable for the lack of
real communication between the characters.*®! Even the powerful example of penetrative speech we
have just discussed is limited in its effect, as only Mrs Ivolgin and Varya heard Nastasya’s response
to Myshkin’s statement. The others didn’t realise why Nastasya returned to the room: ‘Bunenun
TOJIBKO, YTO OHA TIOoMIenTasia 4To-T0 HuHe AJeKkcaHIpOBHE M, Ka)XeTcs, pyKy ee morenoBana’ (p.
100), (‘they only saw that she had whispered something to Nina Alexandrovna and, it seemed,

kissed her hand’ [p. 126]).

I think that the main cause of this lack of communication is Myshkin’s portrayal as a unified
character from the very beginning of the text. He appears to be already fully formed and so does not
use dialogue with the other characters as part of the development of his character. While Coates
argues that we have an aesthetic need for dialogue with others in order to view ourselves as agents
who can act on the world, Myshkin appears to have no need for this kind of self-affirmation.'*? He
is feminised and child-like at the beginning of the text and remains so, despite his interactions with
other characters throughout the text. A logical extension of this argument would be the contention
that Myshkin does not feel a personal need for the other characters - perhaps this reflects a self-

sufficiency learned from his childhood years growing up in isolation because of his illness. It also

181 Danow (1991), p. 55.
182 Coates, p. 66.
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reflects his characterisation as a Christ-like being, who is therefore set apart from the other
protagonists. Both of these characteristics are mirrored in the portrayal of other male characters
discussed throughout this thesis. Characters such as Pierre Bezuhov (in Crime and Punishment) and
Lyutov (in Red Cavalry) search for spiritual meaning and truth, while Pasternak’s Yury Zhivago
has many Christ-like characteristics, comparable to Dostoevsky’s portrayal of Myshkin. Parentless
masculine characters also recur throughout the texts under discussion. The parents of Pierre
Bezuhov and Yury Zhivago, for example, die while their sons are in childhood. | discuss the
significance of being parentless for the development of masculine heroes in detail in my chapter on
Pasternak’s Doctor Zhivago; however, it is notable that the persistence of this theme of orphaned
central characters shows that the writers under discussion, including Dostoevsky, persistently
created heroes who had the independence and freedom from familial ties which enabled them to

define their lives and destinies in new and original ways.

In The Idiot however, it becomes clear that Myshkin’s character and personality have been ‘set’
outside the narrative frame of the novel. He has entered the text as an already-unified character who
will not transcend the boundaries posed by female characters, or create quests for himself, in order
to develop his personality. He is unable to succeed in either of his two attempts to marry Nastasya
and does not realise that he has to act to prevent Rogozhin from pursuing her despite Aglaya’s
warning to Myshkin after he finds out that the two women have been exchanging letters. Myshkin
tells Aglaya that he will do everything he can to stop Nastasya writing to her again and Aglaya

replies:

Ecnu tak, To BBI 4enoBek 0e3 cepamal ... HEY)Kelu BBl HE BHIWUTE, YTO HE B MCHS
oHa BImoOJIeHa, a Bac, Bac ogHOro oHa o0out! Heyxenn BeI Bc€ B HEell ycmenun

3aMCTUTh, a4 3TOIr0 HE 3aMeTUIu? ... BBI AyMacTe, OHa B CaMOM JCJIC 3aMyXK 3a
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PoroxvHa BBIHIET, KaK OHA MHIIET 371eCh B MuchMax? OHa yobeT cebst Ha Ipyroit

JICHb, TOJBKO, YTO MbI 0OBeHuyaeMcs! (P. 363)

(If that’s so, then you’re a man without a heart ... can you really not see that she’s
not in love with me, but with you; it’s you alone she loves! Can you really have
managed to notice everything in her, but did not notice that? ... do you suppose
she’d really marry Rogozhin, as she writes here in her letters? She’ll kill herself

the very next day, as soon as we are married! [p. 472])

Panichas also argues that Myshkin, as a Christ-like character, feels no need to find and to prove
himself and so he can act only as a compassionate presence in the world.'®* However, | have tried to
demonstrate that Myshkin’s compassion was ultimately not enough to save Nastasya because it
fixed her in the static position of needing a masculine hero to rescue her. It also contributed to the
static nature of Myshkin’s character and overwhelmingly defined his relationship with Nastasya,

inhibiting the possibility of genuine, meaningful dialogue between the characters.

I will now consider the argument that Nastasya herself can be read as trying to achieve masculine
self-hood in her quest to live her life independently and not in a way defined by other characters.
Young builds on Bakhtin’s concept of uttering the ‘final word’ about the ‘other’ pointing to the
fundamental impulse of characters to gain control over the way in which they are perceived.'® This
impulse and the actions characters take to gain control over their image are described by Young as
‘scripting’.*® She strongly contends that Nastasya is the most successful character in the novel at

‘scripting’ as she is able to determine the course of the narrative in a way that no other character

183 panichas, p. 56.
18 Young, p. 12.
18 1bid.
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can, to such an extent that in the middle part of the novel, when she is absent, the narrative seems
aimless and lacks focus. Young suggests that Nastasya even manages to surpass the narrator’s, and
author’s, intentions for her by persistently taking the focus away from Myshkin in her own attempts

to define herself rather than passively accepting others’ views of her.'®

Leatherbarrow also makes this argument when he writes about Nastasya’s unwillingness to fit into
the role that is assigned to her (as a fallen woman) and points out that she consistently asserts her
own otherness and independence, regardless of attempts by Myshkin and the other characters to fix
her in that role.*®” Her unpredictability and intensely passionate nature force other characters to
respond either by accepting the challenges she poses, or by retreating. For example, Nastasya insists
on throwing ae pile of money into the fire at the party as a test for Ganya to see if he will put his
hands into the fire to retrieve it. She seems to be taunting him when she says: ‘A s Ha ay1Iy TBOIO
MOJIF00YIOCh, KaK Thl 32 MOMMH JIeHbraMH B OTOHB roniezents’ (p. 144), (‘and I shall get a good look
at your soul, seeing how you climb into the fire after my money’ [p. 184]). The money Nastasya
throws into the fire was paid to her by Rogozhin in return for spending a night with him. By
destroying it she problematises the idea that she is forced into the role of ‘Rogozhin’s woman’ for
financial reasons. She also uses the money to test the lengths Ganya will go to in order to obtain the
money for himself, trying to transform him into the one who is ‘looked at’, a position generally

occupied by women, who are the focus of the male gaze.*®

Most of the money, however, is burned
— Ganya refuses to pull it out of the fire. Nastasya is unable to force him to act, although he is

humiliated by the experience.

Despite the force of her character, and her unpredictability, Nastasya can only author herself and

her own plot, and not that of the other characters. It should also be highlighted that Nastasya is only

18 Ibid., pp. 103 and 166.
187 |_eatherbarrow, p. 110.
188 Mulvey, p. 25.
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effective in authoring negative, self-destructive narratives for herself. She twice refuses, for
example, to marry Myshkin, when this marriage could have provided her with the stability and
social acceptance she seemed to need. Like Sonya, a prostitute who is also deeply religious,
Nastasya has a powerful split in her personality. At the last moment, just as she was getting out of
the carriage to meet Myshkin she ‘BckpukHyna 1 Opocuiack ¢ KpbUiblia IPSMO B HAPOJ ... B IIAATH, B
LIECTH LIarax OT KpbUIbLia oka3aics Bapyr PoroxuH. Ero-to B3risa u novimana B tonne Hacraces
OununmnosHa’ (p. 493), (‘uttered a cry and rushed from the steps straight into the crowd ... five or
six paces from the steps suddenly appeared Rogozhin. It was his eyes Nastasya Filippovna had
caught in the crowd’ [p. 643]). Nastasya is profoundly, and self-destructively, attracted to Rogozhin

and ultimately rejects the ‘redemption’ a marriage to Myshkin might offer her.

| think that these are powerful arguments and that it is important to see how female characters, as
well as their male counterparts, can be interpreted as following de Lauretis’ process of descending
into a dark, feminised space and then emerging reborn as a unified, developed hero. However,
considering Nastasya’s narratological power in this way, and seeing her only symbolically as part of
a structural analysis does not adequately address crucial aspects of the novel’s plot. Namely, I am
concerned that praising the characterisation of Nastasya as a strong narratological character may
minimise, and distract attention away from the fact that she is ultimately murdered by a violent

male character.

Nastasya does, indeed, show her independence and ‘moves’ through the text in a greater way than
many of the other characters, but her movement is defined and motivated by the oppression she has
experienced at the hands of male characters. Totsky, for example, sexually abused her and it was
this sexual abuse and the way in which she was perceived by nineteenth-century Russian society as
a result, which propelled her movement. She also ran between Rogozhin and Myshkin, causing

them to define their characters in counter-distinction to each other, but her movement was limited
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and constrained in the sense that her only option for self-development was to choose between male
‘protectors’. She only had the choices offered by these two men, although she was successful at
attaining as much independence and autonomy as possible for herself while she went between them,

making her choices.

While Young argues that Nastasya’s death deprives Myshkin and Rogozhin of their self-hood and
that this is further evidence of her symbolic power as a character, 1 would suggest that this
conversely demonstrates that Myshkin and Rogozhin also used their encounters with Nastasya as
the space in which to develop their own sense of self-hood.*® I would question Young’s assumption
that Nastasya is in a position of power because of the male characters’ inability to retain unified,
masculine selves in her absence. It is significant that Myshkin not only regresses into a sense of
confusion and disintegration following Nastasya’s death, but that he appears to align himself with
Rogozhin during the scene in which they both sit beside Nastasya’s body: ‘on npuier Ha moayIKy,
Kak Obl COBCEM YK€ B OCCCHJIMU W B OTYAsSHUM, M MPIKAJICSI CBOUM JIMIIOM K OJIGTHOMY U
HETOABIKHOMY JIMITy PorokmHa; cie3bl TeKJIM U3 ero 1ia3 Ha meku Poroxuna’ (p. 507), (‘he lay
down on the pillow as though in utter helplessness and despair, and pressed his face to the pale and
motionless face of Rogozhin; tears flowed from his eyes onto Rogozhin’s cheeks’ [pp. 662-3]).
Myshkin’s apparent closeness to Rogozhin in this scene may be partly explained by Mochulsky’s

suggestion that they are ‘accomplices’ in Nastasya’s murder.'*

Mochulsky argues that they both
killed Nastasya with their ‘love’, but it is difficult to see how Myshkin can be equally responsible
for Nastasya’s death.® While he argues convincingly that Myshkin was, like Rogozhin, unable to
move beyond objectifying Nastasya, ultimately, Nastasya died as a result of Rogozhin’s violence.

Myshkin’s failure to save her does not make him equally culpable, but does indicate his inability to

recognise her individual needs, and therefore his failure to communicate with her effectively.

%9 Young, p. 134.

1% Mochulsky, p. 379.
9% 1bid.
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Williams attributes this failure to Myshkin’s ‘changelessness’ and static nature which means that he

does not adapt his own self in response to his interactions with other personalities.'*

While Williams notes Myshkin’s failure as a ‘saviour’, Panichas suggests that the presence of a
Christ-like figure in Dostoevsky’s texts makes tragedy and existence meaningful and redeeming.'**
However, Myshkin’s inability to imbue meaning into Nastasya’s death seems to be further evidence
either of his failure as a masculine character, or as evidence of his feminised portrayal. If Panichas’
argument has value, and the presence of a Christ-like figure has the power to bring meaning to
tragedy, it should be noted that critics such as Pelikan Straus suggest that it is Nastasya who appears
to be Christ-like in the scene in which Myshkin and Rogozhin sit by her dead body.'*® Pelikan
Straus contends that Nastasya resembles Christ in that she is ‘de-feminised, de-eroticised and

neutered’.**

Knapp highlights Radomsky’s suggestion that Myshkin carried his forgiveness and compassion for
Nastasya so far that it seemed like approval for her self-destructive behaviour in returning

repeatedly to Rogozhin.'%’

This seems to me to reinforce the argument that Myshkin’s passivity was
not unambiguously positive for Nastasya. Just as Myshkin’s acceptance of Rogozhin, and failure to
judge his actions in terms of their harm to Nastasya, contributed to her death, his acceptance of her
behaviour worked to reinforce patterns of female suffering. As Radomsky argued, citing the
Biblical encounter between Jesus Christ and the woman caught committing adultery: ‘Bo xpame
npolieHa ObUIa KEHIIMHA, TaKas JKe JKCHIIMHA, HO BEb HE CKa3aHO JKe eif ObLIO, YTO OHA XOPOIIO

JieTIaeT, JOCTOMHA BCAKUX movecTedl u yBakenusn?’ (p. 482), (‘in the temple, the woman — just such

a woman — was forgiven, but then she wasn’t told that she’d done well, that she was deserving of all

193 Williams, p. 48.

194 panichas, p. 20.

1% pelikan Straus, p. 59.

1% Ipid.

97 Knapp, pp. 191-215, here p. 202.
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respect and honour, was she?’ [p. 629]). I think that in this sense it can be shown that Myshkin’s
ultimate failure as a character was linked to his refusal to engage with feminised space, in this case
portrayed in the character of Nastasya. His refusal to form, and to articulate (act on), opinions about
the other characters and their behaviour showed that he was a ‘cultural sponge’ who was ultimately

unable to help the women he encountered.*®

This argument is quite significant in terms of feminist theory, because it shows how The Idiot
reinforces a patriarchal view of women needing to be rescued by male heroes. Placed within this
context, where men are expected to test their status as heroes through their relations with women,
this analysis of Nastasya’s relationship with Myshkin suggests that masculine passivity can be
almost as destructive for feminine characters as outright aggression. Myshkin has an inherent
goodness, but this goodness does not compel him to act, and his actions cannot therefore drive the
novel’s narrative. The vacuum left by Myshkin’s failure to act is filled by another male character,

the masculine and violent Rogozhin.

In conclusion, therefore, | have tried to show that both Sonya and Nastasya are portrayed as
ultimately fixed in their roles. Despite the vast differences in their characterisations, both women
are ultimately unable to move beyond an understanding of themselves which is tied to their bodies.
Sonya is portrayed only as Raskolnikov’s helpmate and even Nastasya, who has a more forceful

personality, cannot move beyond her characterisation as a ‘fallen woman’.

On the other hand, Dostoevsky shows the importance of movement for masculine characters and the
narratological drive towards unified, free male heroes. In Crime and Punishment he shows how

Raskolnikov moves through a quest, by his encounter with the materiality of the female bodies of

1% pelikan Straus in Knapp, pp. 105-129, here p. 110.
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the pawnbroker and her sister, and then is re-born and emerges as a whole, unified male hero
through his confession to Sonya. In The Idiot, however, Myshkin refuses to engage with Nastasya
in this way. He defines her as in need of protection, and fixes her as a suffering, needy woman.
However, his ultimate refusal to act allows another man, Rogozhin, to murder Nastasya. Myshkin
also, like Raskolnikov who does not follow his ideas through by re-distributing the pawnbroker’s
money, fails in the task or quest he has set himself. Unlike Raskolnikov, however, Myshkin does

not move intellectually and develop as a hero.

My analysis of both texts has emphasised that despite neither hero being entirely successful in his
quest, it is not success in the ordeal as defined by the masculine character that counts, so much as
the development of the male character through the lessons he learns from the quest. The success of
both texts as narratives seems to depend on the effectiveness of the masculine hero in driving the
action of the plot. Raskolnikov succeeds in this to a much greater extent than Myshkin, largely as a

result of Myshkin’s ‘changelessness’.

The narrative of Crime and Punishment is driven by the quest narrative as laid out by de Lauretis,
and that it shows clearly how masculine characters are developed through participating in a quest
and then gaining a woman as a prize. The Idiot, however, is problematic when considered in view
of this theory. I have contended that Myshkin’s unwillingness, or inability, to act contributes to the
fragmented nature of the narrative of The Idiot and therefore demonstrates the validity of de
Lauretis’ argument that the development of masculine heroes defines and drives narrative. I have
also argued that Nastasya is only able to gain control and power over the narrative because of
Myshkin’s failure to act and that therefore her ability to script some of the narrative is not as
empowering as some critics (such as Young) would claim. Her drive for independence and self-
determination is ultimately thwarted by a violent, aggressively masculine character who, unlike

Myshkin, is able to act decisively.
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2. Female ‘Heroes’ and Self-determination: Tolstoy’s Portrayal of Women in his Major

Novels and Short Stories

Leo Tolstoy portrayed a range of female characters in his fictional works, and used his novels and
short stories as a forum to express his strong and controversial views on the role of women both in
domestic life and in wider society. In this chapter I draw on examples from three of Tolstoy’s
major novels, War and Peace (1869), Anna Karenina (1877) and Resurrection (1899), as well as
short stories such as Family Happiness (1859), The Kreutzer Sonata (1889) and Father Sergius
(1898). This selection of texts from various periods of Tolstoy’s life demonstrates the way his
complex views about women altered throughout his life. Portrayals of female characters continued
to play a central role in Tolstoy’s writing until his death and still inspire lively academic debate
about characterisations of gender relations. Significant for this study, is the influence Tolstoy’s
work has had on writers such as Babel, Bulgakov and Pasternak. All three of these twentieth-
century writers discussed in the following chapters of this dissertation were familiar with the work
of both Tolstoy and Dostoevsky, but Tolstoy had a very particular influence. John Bayley argues,
for example, that Pasternak’s Doctor Zhivago is a descendant of Tolstoy’s War and Peace.’
Therefore, I analyse a range of Tolstoy’s works in this chapter because of his particularly strong
views on women, his conscious use of fiction to express these opinions, and his powerful influence

on later Russian writers.

The use of a narratological approach which was influenced by Propp’s and Lotman’s work is very
pertinent to Tolstoy’s work. Propp and Lotman both considered the way plot lines often reflect
ancient mythological plots and the protagonists can be seen to perform set roles (as donor, for
example). Boris Eikhenbaum has argued that, like all writers, Tolstoy’s art was based on

modification, rather than creation. That is, Tolstoy used existing concepts and plots and recreated

199 Bayley (1997), p. 17.
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them in his own way to reflect his own concerns and the world as he perceived it.?® Therefore, in
this chapter, | focus on the conclusions which can be drawn about his characterisation of masculine
heroes, and the roles of their feminine counterparts in supporting their development by reflecting
on the texts in the light of de Lauretis’ framework. I have chosen these texts because they show, so
clearly, Tolstoy’s developing views on the role and place of women in society, but maybe more
significantly, in marriage. Marriage is an important theme for the purposes of this chapter because
it acts as a microcosm of male-female relationships. It is also closely linked to the self-image of
both partners and the dynamics of literary marital relationships can be revealing of wider societal

attitudes towards gender, and artistic portrayals of gender relations.

Tolstoy’s views about women are well-known. He idealised the memory of his mother, who had
died in 1830 when he was not yet two years old. As late as 10" June 1908, only two years before he
died and therefore eighty years after she had died, he wrote in his diary: * ... thought about my
mother, my ‘mamma’, whom I don’t remember at all, but who remains for me a sacred ideal. I
never heard anything bad about her’.?* His daughter, Tatyana, also recalls how he loved and
venerated the memory of his mother, drawing on his image of her to inspire and motivate himself

during his darker moments of illness and depression.?®

Despite, or maybe because of, this deep adoration of his mother, Tolstoy also held very strong, and
complex, views about the place of women in society. He came to view all sexual behaviour as
wrong and destructive, but seems to have been particularly concerned about female sexuality.
Believing that women were suited to traditional roles of raising children and performing domestic
tasks, Tolstoy despised those nineteenth-century women who were beginning to break into roles

and professions that were previously seen as the domain of men:

2% piscussed in Wasiolek, p. 1.
201 Tolstoy, L. and Christian, R. (trans. and ed.), Tolstoy's Diaries (Flamingo, London, 1994) p. 416.
202 Tolstoy, T., pp. 50 and 147.
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I look at women students with their books and notebooks running from lecture to
lecture. Women painters, women musicians. They can do everything. And, like
apes, they have copied everything from men. The one thing women can’t do (girls

still can) is to provide moral impetus (22" December 1893).2%

Tolstoy’s suggestion here that adult women have lost the ability to ‘provide moral impetus’ that
they had as children raises the question of what happens to the maturing female adolescent (in
Tolstoy’s view) to cause her to lose this ability. For Tolstoy, the question of women’s morality was
intrinsically bound up in his idealised role of women as mothers and the problematic issue of

female sexuality.

Anna Berman understands Tolstoy’s distrust of women and his belief that they were irrational and
deceitful as part of his ‘search for ideal motherly love’.”®* Tolstoy held his mother in such high
esteem that it was impossible for any living woman to fulfil his high expectations.””® As Judith
Armstrong points out, the quotidian reality of a living wife is very different to idealising the
memory of a mother.?®® This idea that the memory of dead loved ones can be shaped by the needs
of those left behind is supported by Tatyana Tolstoy’s account of Tolstoy’s image of his mother.
She writes that her father was glad he only had a single, very small, silhouette of his mother
because this meant he did not have to imagine her as a real, flesh and blood person, but as a pure
spirit.?” For Berman, not only was it unlikely that any woman would be able to reflect the high
spiritual ideals Tolstoy identified with his mother, but the sexuality of the women he associated
with disturbed him.?®® He could not reconcile their sexuality with the purity he felt his mother

represented, and as a result female sexuality seemed degrading and destroyed his sense of feminine

203 Tolstoy and Christian, p. 276.
204 Christian (1994), p. 196.

205 Berman, p. 2.

206 Armstrong, J., p. 43.

27 Tolstoy, T., p. 146.

2%8 Berman, p. 2.
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innocence.?” Tolstoy’s wife, Sofia Andreevna, who mothered his thirteen children (only eight of
whom survived to adulthood), struggled to meet his high expectations of women. For example, her
decision to hire a wet-nurse in advance of the birth of her youngest daughter, Aleksandra, provoked
an extremely angry and unsympathetic response from Tolstoy who believed that it was unnatural
and disgusting for a woman to choose not to breastfeed.*® William Nickell has documented some
of the implications of the couple’s complex marriage for the final days of Tolstoy’s life.?* He
highlights the difficulties caused by Tolstoy’s attempts to re-organise the life of his large family in

accordance with his increasingly moralistic and uncompromising views.**?

I would argue that Tolstoy’s two opposing views of femininity can be understood within the
context of de Lauretis’ theory. Women may be seen simultaneously as the prize awaiting each little
boy at the end of his journey towards masculinity, but also as the space which he must transcend.
One part of this process of transcending the feminine may be understood as defining women -
placing them into categories and therefore ordering them — in terms of pre-ordained roles. I will try
to show how this process has the effect of stripping Tolstoy’s women of their individuality to some
extent. This makes it difficult for them to move beyond the roles of helper, carer or symbolic

‘donor’ for the masculine characters.

For critics such as Ruth Benson, Tolstoy’s two icons of women, which she describes as ‘devil and
saint’, both show his rejection of sexuality.”*® Portraying female characters as devilish and sinful by
highlighting their sexuality clearly shows them in a very negative way, demonstrating Tolstoy’s

disgust. However, holding women to a non-sexual, saintly ideal is also oppressive as it represents a

299 1hid.

219 porter in Tolstoy, S., p. xvii.
! Nickell, pp. 21-3.

212 |pid., p. 22.

213 Benson, p. 10.
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standard few women can actually achieve or would want to.** This tendency to present women in
polarised ways shows how female characters are described to complement patriarchal perceptions
of male heroes. Male heroes are expected to become increasingly more cerebral and less
constrained by bodily needs and functions and this process necessitates the distancing of femininity

from the masculine psyche.

De Lauretis puts it this way: ‘the story of femininity, Freud’s question, and the riddle of the Sphinx
all have a single answer, one and the same meaning, one term of reference and one address: man,
Oedipus, the human male person’.”® Comparing this quotation with Benson’s reflection that ‘to
displace the body from the center of her universe and therefore from the center of man s universe is

218 noints to the deep seated cultural

Tolstoy’s basic demand of women’ (emphasis Benson’s),
significance of these ‘feminine’ and ‘masculine’ roles. While female sexuality is shunned and seen
as perverse, male characters are privileged and allowed the ability to distance themselves from the
body and its needs and impulses. Negating female sexuality thus denies women’s claims to sexual

autonomy and allows male sexual desires to dominate as these are the only desires granted

legitimacy.

I will move on now to consider, in detail, the ways in which these important themes of Tolstoy’s
thought are reflected in his fiction. | begin by analysing Family Happiness, which according to
Benson, can be read as the first step towards the anguish of Anna Karenina’s story and the despair

of The Kreutzer Sonata.?’

4% \Warner (1976), p. 159.

215 de Lauretis (1984), p. 133.
218 Ipid., p. 10.

27 Benson, p. 43.
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Significantly, rather than ending with a marriage, the marriage in Family Happiness occurs
approximately a third of the way into the text. Marriage does not function solely as the hero’s
‘reward’ at the completion of his quest, but is also critiqued as an institution which constricts and
limits the participants’ freedom and independence. Tolstoy’s diary entry of 30" August 1894

shows how he associated marriage with the loss of freedom:

Novels end with the hero and heroine getting married. They should begin with that
and end with them getting unmarried, i.e. becoming free. Otherwise to describe
people’s lives in such a way as to break off the description with marriage is just
the same as describing a person’s journey and breaking off the description at the

point where the traveller falls into the hands of robbers.?®

While Family Happiness has been described as conforming to this conviction,?*®

it is interesting
that the character who seeks freedom and independence from the marriage is female, thus
challenging the traditional patriarchal attribution of independence and autonomy to male
characters. Following the death of her parents, the main female character in this text, Masha,
marries a man who is much older than her. This story shows the emotional changes she experiences

in the early years of her marriage as she moves from admiration and idealisation of her husband to

boredom and disillusionment and then an acceptance of her new role as a wife and mother.

In some ways Masha does conform to traditionally feminine stereotypes. She deeply respects her

husband, whom she has known since she was a young child, and wants to please him:

Toapko onH OIWH CYyHICCTBOBAJ AJid MCHA Ha CBCTC, a4 €ro i CUYHTAJIa CaMbIM
IMPEKPACHBIM, HCIIOTPCIIMMBIM YCJIOBEKOM B MHUPEC; IMMOITOMY S U HE MOIJIa XUTh

HU IJI9 4€T0 APYroro, Kak ajisi HEro, Kak IJIst TOro, 9TOOBI OBITH B €r0 IJ1a3ax TEM,

218 Tolstoy and Christian, p. 283.
219 Benson, p. 25.
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YeM OH CUMTAJ MEHS. A OH CUMTaJ MEHS IEPBOIO U MPEeKpacHEHIIero KEeHITUHON B
MHUpE, OJAPEHHOI0 BCEMU BO3MOMKHBIMH JNOOpPOIETEISIMH; M 51 cTapajach OBITh

3TOIO0 JKCHIIIMHOM B rila3zax TNEPBOIro 1 JIy4YIICTO Y€JIO0OBCKa BO BCEM MI/II_)G.220

(He was all that existed for me, and | considered him the most wonderful and
flawless human being in the world; and so | was unable to live for anything else
but him, to be in his eyes what he considered me to be, and he considered me to be
the first and most wonderful woman in the world, endowed with all possible

virtues.)?*

Masha’s father dies when she was a young child and her mother died when she was seventeen, just
before the narrative begins. Her husband was a friend of her father’s and in some ways acts as a
father-figure, taking on the role of her teacher and guardian. Their marriage is not an equal
partnership, but reflects Tolstoy’s belief that in an ideal marriage the husband should instruct his
wife so that she becomes his “creation’.”? In this construction of marriage, the husband’s role was

to provide a safe and secure home where the wife would continue to be dependent on him.?*®

During the first part of the story, Masha is happy to accept her husband’s guidance, trusting in his
greater experience and knowledge, but later she becomes bored of their life in the country. She
narrates: ‘MHe X0TenoCh JBUKEHUS, a HE CIIOKOMHOTO TEUEHUs KU3HU. MHE XOTEeNOoCh BOJIHEHUH,
ormacHOCTel U caMmornokepTBoBanus st ayBcTBa’ (P. 116), (‘I wanted movement, and not a calm

flow of life. | wanted excitement, danger, and self-sacrifice for the sake of feeling’ [p. 54]). Within

220 http://rvb.ru/tolstoy/0ltext/vol_3/01text/0022.htm, pp. 111-112. All future Russian quotations from this
story will be taken from this online edition of the Jubilee edition of Tolstoy’s Complete Works, Volume
Three. The page numbers will be given in brackets in the text.

22! Tolstoy, L. and McDuff, D. and Foote, P. (trans.), The Kreutzer Sonata and Other Stories (Penguin,
London 2008) pp. 1-92, here p. 49. All future English translations of quotations from this story will be taken
from this edition. The page numbers will be given in brackets in the text.

222 Benson, p. 39.

22 |bid.
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de Lauretis’ theoretical framework this could be explained as Masha’s desire to transgress
boundaries in order to develop. The importance of this desire to travel in the development of fairy
tale heroes is also highlighted by Jack Zipes who reflects on the importance of images of the

traveller ‘in relation to the genesis and transmission of narrative structure’.”*

After a period of time in St Petersburg, in which Masha is happy, society balls become a habitual
part of her life and she continues to enjoy these experiences after the birth of her first child.
Following her flirtation with an Italian marquis in Baden-Baden, however, she feels very guilty and
returns to the rural life and occupations she had enjoyed with her husband in the early months of
their marriage. Masha recalls that: ‘Bcst Most 3aMyXHsA KM3HB CO JHS Iepee3fia HaIlero B
[letepOypr BApYyr mpencraBuiIack MHE B HOBOM CBETE W YKOPOM Jierjia MHe Ha coBecTs’ (p. 139),
(‘the whole of my married life from the day of our move to St Petersburg suddenly appeared to me
in a new light, and lay on my conscience like a reproach’ [p. 79]). Her act of self-determination is
ultimately unsuccessful and she returns to become reconciled to her husband and to her
traditionally feminine roles as a wife and mother. Her attempt to transgress this role and experience
a different way of life results in her return to her previous role with a greater sense of devotion to

her husband.

Masha’s quest can, in some ways, be seen as unlikely to succeed from the start of the story. Her
husband’s knowledge and understanding are emphasised from the beginning of the plot, to such an
extent that he seems to be almost omniscient: ‘MHe OBUIO HEMHOTO HENPHUATHO, YTO OH TaK
CITUIIIKOM JIETKO U SICHO MOHHUMAJI BCE, YTO TAWHO JUIS BCEX JIOJDKHO ObLTO OBITH B MOeH ayime,” (p.
100), (‘I found it slightly unpleasant that he understood too clearly and easily everything within my
soul that ought to be secret from everyone’ [p. 35]). This belief that her husband knew her deeply,

even to the extent of being aware of those thoughts and feeling she had not expressed, shows what

224 Zipes, p. 75.
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a powerful figure Masha perceived her husband to be. The suggestion is that Masha was not free,
even in her own mind, to imagine her life apart from her husband, or to follow and develop her
own thoughts and opinions. In this sense, her husband appears to be in the God-like, law-giving

position Jung associated with the archetype of a father.??

The intellectual authority her husband exerts even seems to have a spiritual dimension as from the
beginning of the narrative Masha feels compelled to ‘confess’ her actions to him: ‘Mue ka3anock
HE0OX0IMMO TIOAPOOHO M OCOOCHHO MCKPEHHO COOONIATh €My Bce, YTO s Jejajia XOpOIIero, H
MPHU3HABATHCA, KaK Ha UCIIOBEU, BO BCEM, YeM OH MOT ObITh HemoBodeH’ (p. 79), (‘It seemed to me
that | was obliged to tell him in detail, and above all with frank sincerity, all the good things | had
done, and to admit, as at confession, to all the things that might incur his displeasure’ [p. 12]).
Masha lacks private, intellectual space — a ‘room of her own’, in Virginia Woolf’s terms.?*® She is
deprived of the cultural experiences and freedoms which would encourage her to develop her own
independence and imagine a future for herself which was not dependent on her relationship with a

male guardian.?’

Despite the points | have made about Family Happiness from a feminist perspective, it should be
noted that this text is often seen as a relatively positive portrayal of a marriage. The couple seem
contented at the end of the story, even though there is a sense in which Masha is merely reconciled
to her fate. Moreover, as we have seen, their marriage conforms to Tolstoy’s ideas of how an
‘ideal’ marriage should look. Although it could be argued, from a feminist perspective, that the
marriage works at the expense of Masha’s freedom and autonomy, Tolstoy seems to have sincerely

believed that the discipline of marriage was beneficial to women. His daughter recalls how he was

225 Stevens, p. 52.
226 \Woolf (1998), p. 139.
227 |bid., p. 64.
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ridiculed within his family for being ‘womanophobic’,*® but that he maintained that women simply
had different qualities from men. His views on women remained largely unchanged despite the
development of his thoughts in many other areas as this extract from his diary from 1891

demonstrates:

If we expect of a woman what we expect of a man, we shall require it, and when
we don’t find what we require, we shall be irritated, and ascribe to ill will what is
the result of impossibility. So to regard women as what they are - weaker creatures
spiritually - is not cruelty to women; to regard them as equals is cruelty (13" June

1891).%°

Tolstoy believed that women living in accordance with traditional Christian values, and in
compliance with society’s expectation that they should confine their sphere of influence to the
home, should be praised and valued.”® However, he believed that it was wrong for women to

partake in what he considered to be male activities.

This belief may be very attractive within patriarchy because it shows how easily women like
Masha can be trapped within the expectations that they fulfil strictly pre-determined roles by family
members who seem to be acting in their best interests. It was been pointed out by feminist scholars
such as Adrienne Rich that heterosexuality is one important explanation for both the longevity of
patriarchal oppression and its presence in most human cultures throughout history.?** The strong

personal and emotional links that individual women form with their male sexual partners (and also

228 Tolstoy, T., p. 154.
22% Tolstoy and Christian, p. 262.
%0 Tolstoy, T., p. 155.
231 Rich in Jaggar (1994), p. 488.
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with other male relations such as brothers, fathers and sons) make it harder to resist patriarchal

attitudes.

I have suggested in my Introduction and in my previous chapter that fixing women in a static
position is important in the development of masculine heroes because the fixed, female boundaries
provide a site for the hero to transgress, and also because the woman becomes the prize awaiting
the successful hero at the end of his quest. | would also suggest that a further explanation for the
importance of static, confined female characters in patriarchy is that the fixed nature of female
characters emphasises the ability of the masculine character to move spatially and philosophically.
By comparing himself with his wife, who is dependent on him and defined solely by her domestic
role, Masha’s husband can attach even greater importance to his experiences of travelling and
academic learning. He has had a broad and full life before marrying Masha and now wants to stay

at home. Masha, on the other hand, has not experienced these things.

Female characters can also be seen, to some extent, to be fixed within the confines of domestic
roles in War and Peace. | will move on now to consider how female characters are portrayed in this
way, and what this means for the self-perception of their male counterparts. This association
between the position of women in nineteenth-century Russian society as primarily wives and
mothers and the development of masculine ideas of self is important because it shows how
interconnected feminist schools of thought are. While de Lauretis’ narratological theory seems
abstract and focused on philosophical concerns, | will use War and Peace to show that the
construct of masculine heroes moving spatially across female-defined boundaries is supported and
made possible by the idea that women are linked with home and domesticity. In this way, women
are routinely constrained by the expectations of those around them that they should limit their

interests to the narrow confines of things that are close at hand - family, children and care of the
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home. Therefore, both the physical and the intellectual space available to them to move in and

develop their characters are restricted.

In addition to gender, War and Peace is often seen as a novel of other dichotomies, in which for
example the city is identified primarily as artificial and European, and the countryside is usually
seen as natural and Russian.?* Isaiah Berlin also points to the juxtaposition of political or historical
events with the spiritual or ‘inner’ events which are personal to each of the characters.”®® Berlin’s
insight into the novel is useful for my feminist analysis because of the clear divide between male
and female societal roles. The political aspects of the novel can be interpreted as being represented
by the male characters as only men were able to partake in the public, political aspect of Russian
life. Women, on the other hand, can be seen to represent the spiritual aspects of the novel, as they
are so closely linked with domesticity and religion, the realms of emotional and spiritual
development. This interpretation reflects the value that Tolstoy placed on certain aspects of
femininity, such as spirituality and intuition, and also demonstrates the importance of gender as a
way of interpreting the novel. It also supports Frank Seeley’s argument that War and Peace is an
attack on power, highlighting Tolstoy’s pet hatreds of rationalism and the image of the ‘great
man’.?* It is significant, however, that while the countryside and domesticity are marked as both
‘good’ and ‘feminine’, Tolstoy’s view of women (like the women students) who seek to move out

of these spheres is, as we have seen, rather more negative.

This seemingly paradoxical description of Tolstoy’s understanding of women and femininity (as
supremely valuable, but in need of confinement to narrow spheres of influence) may be

demonstrated by Bayley’s suggestion that to Tolstoy freedom meant discovering how life intended

%2 Wasiolek, p. 68.
233 Berlin (1978), p. 33.
2% Seeley in Jones, M. (1978), pp. 175-193, here p. 175.
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to imprison one and accepting that imprisonment.”®* To Tolstoy freedom was good, but, like
sexuality, needed to be constrained. If women are conceived of as being in the category of those
things that restrict the freedom of men, even if that restriction is seen as necessary, it is easy to see
how women and domesticity become coded in the patriarchal mind as less valuable than the
masculine sphere. This argument reflects psychological discussions of the role of mothers in setting
boundaries which are pushed against and eventually transcended as part of the process of

maturation.?*

Pierre is an example of a masculine character who moves philosophically, exploring a variety of
spiritual ideas and then emerging as a unified character, who has reconciled the contradictions and
inconsistencies within himself. At the beginning of the novel, there are doubts about his status and
sense of belonging which are demonstrated by his ‘illegitimacy’ in the eyes of the law, and his
father’s attempts to have his legal status clarified by the emperor so that he will be able to inherit

when his father dies. '

Despite the fact that his father ‘3anumancs ero Bocriutanuem’ (vol. 4, p.
50), (‘[took] great pains with his education’ [p. 42])%* he is portrayed as being undisciplined and
not in control of his own behaviour and impulses. Guests at Anna Pavlovna’s soirée describe him

behaving ‘menpunuuno’ (vol. 4, p. 49), (‘[in an] unseemly manner’ [p. 41]) following a drunken

evening during which Pierre took part in tying a policeman to the back of a bear.

Much later in the narrative Pierre travels to St Petersburg having fought a duel with Dolokhov

(whom he suspects of being Héléne’s, his wife’s, lover), and having signed much of his fortune

2% Bayley (1988), p. 21.

2% Chodorow in Neu, pp. 224-48, here p. 234.

27 http://rvb.ru/tolstoy/toc.htm All future Russian quotations from this novel will be taken from this online
edition of the Jubilee edition of Tolstoy’s Complete Works, Volumes Four to Seven. The volume and page
numbers will be given in brackets in the text.

%8 Tolstoy, L. and Edmunds, R. (trans.) War and Peace (Penguin, London 1982) p. 42. All English
translations of quotations from this novel will be taken from this edition. The page numbers will be given in
brackets in the text.
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over to Héléne in the ensuing argument. On the journey, he is shown to struggle much more than

any other character with big philosophical questions:

‘Uro aypro? Uro xopomo? UTto HamO JFOOUTH, YTO HEHAaBUAETH? J[JIs 4ero KuTh,
u 9TO Takoe 5?7 UTo Takoe u3Hb, 4To cMepTh? Kakas cuma ympasisier BceM —
cnpammBal oH ce0s. 1 He OBIJIO OTBeTa HU Ha OJWH W3 ATHX BOIPOCOB, KPOME
OJIHOT0, HE JIOTHYECKOT0 OTBETa, BOBCE HE Ha 3TH BOHpochl. OTBET 3TOT OBLI:
‘YMpelb — BC€ KOHYUTCA. YMpellb, U BCE Y3Haellb — WM I[epecTaHelllb

cnpammBatb.” Ho u ymeperts Obut0 ctpamso (vol. 5, p. 70).

(‘What is wrong? What is right? What should one love and what hate? What is life
for, and what am 1? What is life? What is death? What is the power that controls it
all?” He asked himself. And there was no answer to any of these questions, except
the one illogical reply that in no way answered them. This reply was: ‘One dies
and it’s all over. One dies and either finds out about everything or ceases asking.’

But dying, too, was dreadful [p. 407]).

This intellectual analysis and exploration highlights the way in which Pierre’s quest for knowledge
is characterised as a particularly masculine enterprise. He is not pursuing the means to meet basic
physical needs, such as food, clothing and producing children (which characterises feminine
preoccupations). Rather, Pierre seeks the satisfaction which comes from exploring existentialist
guestions and emerging as a transcendent, independent being who has confronted these issues and
has found his own way to live with the philosophical and intellectual problems of existence. He is
said to respect those characters who show will-power, such as Prince Bolkonsky whom he

considered to be ‘o0pasuom Bcex coBepineHCTB’ (vol. 4, p. 40), (‘a model of perfection’ [p. 32]).
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His exploration of a variety of intellectual ideas, and his determination to witness a battle, are

examples of his desire to prove to himself that he has ‘masculine’ qualities.

Just after the scene in which Pierre wrestles with these questions, he encounters Freemasonry, and
describes the feeling that these ideas give him as ‘pagocTHOE TyBCTBO YCIIOKOSHHS, OOHOBIICHUS H
BO3BpameHus Kk xxu3Hu’ (vol. 5, p. 75), (‘a joyous sense of comfort, regeneration, and return to life’
[p. 412]). This demonstrates how the themes of death and re-birth are part of Pierre’s philosophical
journey even before the more dramatic re-birth he experiences later in the novel when he
encounters Platon. His encounter with freemasonry may be interpreted as having followed a period
of intellectually wrestling with the questions posed by death, struggling to come to terms with it
and to reconcile himself to its inevitability. Freemasonry is, therefore, another stage in Pierre’s

philosophical journey.

Another stage is his important experience of re-birth which occurs in Devichy Meadow where he
meets the peasant, Platon Karatayev, after he has been captured by French soldiers. Robert Louis
Jackson has shown the extent to which ideas of masculinity and femininity influence this scene. He
points out that even the name of the field has female connotations as the word ‘devichy’ has its

roots in ‘maidenly’.?*®

Platon seems to have the genuineness of feeling and ability to connect with others that is associated
with femininity. Tolstoy describes how ‘rakoe BbIpakeHHE JIJACKH W MPOCTOTHI OBLIO B MEBy4YEM
T'0JIOCEC YCJIOBCKA, YTO HLep XOTCJI OTBCYUATh, HO Yy HETO 3aJipoiKajia 4CJItIOCTh, U OH IMOTYBCTBOBAJI
ciesnl’ (vol. 7, p. 50), (‘... there was so much kindliness and simplicity in the sing-song voice that

Pierre felt his jaw tremble and the tears rise to his eyes as he tried to reply’ [p. 1147]). W. Gareth

2% Jackson in Bloom (ed.), pp. 55-63, here p. 55.
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Jones also notes the significance of Tolstoy’s description of Platon as he describes his singing as an
‘unconscious affirmation of self’.**® Jones highlights Tolstoy’s interest in singing as a ‘primitive,
native’ art, noting the difference between this type of natural, spontaneous self-expression and the
kind of tutored, taught singing that is circumscribed by technique.?*" Platon’s singing, understood
as spontaneous and full of genuine feeling, reflects the way Tolstoy describes Natasha’s dance as

an expression of her feminine spontaneity and connection with nature:

I'1e, kak, Korjma Bcocasia B ce0sl U3 TOr0 PyCCKOTO BO3/yXa, KOTOPHIM OHA JbIIIaa,
- 9Ta rpadriHEUKa, BOCITUTAHHAS SMUTPAHTKON-(PPaHITyKEHKOH, - 3TOT AyX, OTKYy1a
B3sJla OHA OTH TpPHEMBI, KoTopble pas de chéle maBHO OB HOKHBI OBLIH
BeiTecHUTh? HO JAyX W TpueMbl 3TH OBLIM T€ camble, HEMOApaKacMble,

Hen3yJaeMble, PyCCKUe, KOTOPBIX M JKaall OT Hee asatomika (Vol. 5, p. 277).

(Where, how and when could this young countess, who had had a French émigrée
for governess, have imbibed from the Russian air she breathed the spirit of the
dance? Where had she picked up that manner which the pas de chale, one might
have supposed, would have effaced long ago? But the spirit and the movements
were the very ones — inimitable, unteachable, Russian — which ‘Uncle’ had

expected of her [p. 439]).

Both Platon and Natasha therefore appear to be unconstrained by the expectations of those around

them, expressing a naturalness that Tolstoy valued. This naturalness is reflected in the way Pierre

learns to accept the way life is, to ‘receive truth, rather than make it” as Edward Wasiolek puts it.?*?

240 Jones, W. in Bloom (ed.), pp. 65-86, here p. 76.
1 |bid., p. 75.
242 \Wasiolek, p. 91.
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This is, | think, another aspect of the new connectedness Pierre feels — and is similar to the way in
which Sonya helped Raskolnikov reconnect with the Russian people in Crime and Punishment.?*®
He learns to trust, to some extent, in the perceptions of others and the ‘rightness’ of the world and
this allows him to find some degree of peace and wholeness. According to Wasiolek, this

experience involves Pierre breaking with his ‘false self”*** that has been developed by his

immersion in an artificial social circle, focused on trivialities.

This emphasis on the value of basic, physical pleasures, as opposed to the individualistic,
philosophical search Pierre undertakes in the first half of the novel, has been noted by R. F.
Christian. He writes that the focal point of War and Peace is the sublimation of self and that ‘the
solution to the problem is the sober acceptance of family responsibility at the sacrifice to some
extent of the uninhibited individual personality, work which brings its own reward, and the pursuit

of simple pleasures available to all.’?*

In addition to Platon’s spontaneity, his pleasure in simple functions, such as eating, emphasises his
physicality. He is also portrayed as being close to nature — he tells folk stories and is nicknamed
‘Falcon’. This connection with nature has been identified as the means by which feminine
characters enable men in War and Peace to transcend the expectations of modern social life.?*® The
simplicity of feminine characters’ closeness to nature strips away the artificiality of society and
allows for characters to experience deeper relationships with those around them. Not all characters
benefit equally from this, however. As we will see, masculine characters significantly grow and

develop, while feminine characters remain fixed in static roles.

243 This is mirrored in Pasternak’s Doctor Zhivago, discussed in the final chapter of this thesis, in which Lara
also represents essential Russianness. This aspect of her characterisation is a key part of her role as Zhivago’s
muse.

2 Wasiolek, p. 91.

245 Christian (1962), p. 106.

246 Moss, p. 574.
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Despite the importance of Platon to Pierre’s rebirth, and therefore to his development as a
masculine hero, Pierre demonstrates the distance which remains between them when Platon falls ill

and is unable to continue marching:

Kapataes cmotrpen Ha Ilsepa cBomMH m00OpBIMH, KpPYTJBIMH —TJa3aMH,
HOACPHYTHIMH TEIIEPh CIIE3010, H, BUIMMO, NOA3BIBAI €ro K cede, XOTesl cKa3aTh
yro-To. Ho IIbepy cnumkom cTpamrHo 06110 3a ce0si. OH caenal Tak, Kak OyATo He

BHJIaJI €T0 B3IJIAAa, U HocmeniHo otomren (p. 393).

(Karataev turned on Pierre his kindly round eyes which at this moment were filled
with tears, and there was unmistakable appeal in them — he wanted Pierre to come
up so that he could say something to him. But Pierre was afraid for himself. He

pretended not to see, and hastily moved away [vol. 7, p. 168]).

This would seem to suggest that although Platon has taught him to identify and connect with those
around him, Pierre is either unable to extend that feeling towards Platon, or, possibly he has moved
through the space identified with Platon, emerged, and now has no further need of him. Pierre has
discovered a new life, and is keen to move forward, continuing his quest towards a whole, unified
masculine identity. In de Lauretis’ terms, masculine heroes move through spaces,**’ whichimplies
that they have no continuing relationship with boundaries or spaces once they have been overcome.
In some ways, this seems paradoxical because Pierre emerged from his encounter with Platon more
able to connect with those around him. Readers may then expect him to be more able to sympathise

with Platon and care for him in his weakened state. However, | think that his attitude towards

7 de Lauretis (1984), p. 121.
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Platon once he has completed his encounter with him, demonstrates that the quests male characters
embark upon have aims defined and driven by patriarchal concerns. Berman, for instance suggests
that Pierre learned to connect with others through his relationship with Platon so that he could enter
into marriage and have children.?® | would suggest that, having reached this stage of his
development, Pierre had no need to go further and learn to develop real empathy and a sense of
inter-connectedness with those, such as Platon, who were not of his social class. Pierre continued to
remember Platon fondly; in the final section of the novel, when Pierre is married to Natasha, she
notes that ‘HMKOrO M3 BCEX JIIOJEH ... OH Tak He yBaxan, kak [lnarona Kapartaesa’ (Epilogue, p.
305), (‘there was nobody whom ... he had held in higher regard than Platon Karataev’ [p. 1396]).
However, as a masculine hero, he is unable to perform the ‘feminine’ task of supporting him while
he struggles with illness. Instead, his affection for Platon takes the more ‘masculine’ form of

intellectual regard.

Pierre’s journey is also mirrored in that of another male character, Andrey Bolkonsky. But whereas
Pierre is described at the beginning of War and Peace as being very sociable and enjoying drinking
and gambling, Andrey is portrayed as reserved and aloof. Andrey’s difficulties in relating to others
are demonstrated in particular in his interactions with women. A. V. Knowles points out that
Andrey abandons his wife, Liza, when she needs him most; he finds it impossible to relate

affectionately to his sister Maria; and he cannot cope with Natasha’s youth and vitality.?*

Andrey has been brought up by a demanding and cantankerous father who felt he:

248 Berman, p. 12.
% Knowles, in Jones, M., (1978), pp. 39-62, here p. 54.
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HUKOIrO WM HHUYEro HE HYXKHO. (n{IDBOpHH, 4YTO €CTh TOJIBKO JABa HCTOYHHKA
JIFOACKHUX IMOPOKOB: NPAa3aAHOCTb U CyCBCpHUC, U YTO €CTh TOJIBKO JABC ):lO6pO,Z[eTCJ'II/IZ
ACATCIIBHOCTD U YM ... Ero BBIXOJbI K CTOJIy COBCPLIAIUCH IMPU OJHUX MU TEX KC
HEU3MECHHBIX YCJIOBHUAX, U HE TOJIBKO B OAWH MU TOT XK€ 4aC, HO U MUHYTY ... KHA3b

ObLI pe3ok 1 HeuzmenHo (Vol. 4, pp. 111-2).

(needed nothing and nobody. He was in the habit of remarking that there are only
two sources of human vice, idleness and superstition; and only two virtues, energy
and intelligence ... He always appeared at meals in precisely the same
circumstances, and not only at the same hour but at the same minute ... the prince

was sharp and inflexible [p. 99]).

This family background is a striking contrast to the Rostovs’ home life. In the Rostov home there is
music, singing, fortune-telling and hunting parties. Benson has argued that Andrey needed

»250

and his staid upbringing by a demanding and rigid

Natasha’s ‘warmth and quick responsiveness

father may be one reason for this.

When Andrey hears Natasha and Sonya singing together when he is staying with the Rostovs,
Natasha’s joy and wonder at the beauty of the natural world has a profound effect on him: ‘B gyme
ero BIpYr TOJHAJACh Takas HEOXHJAHHAs IyTaHWIAa MOJIOJBIX MBICICH W HaAEKI,
MpoTHUBOpedanmx Bcel ero xu3Hu’ (vol. 5, p. 164), (‘all at once such an unexpected turmoil of
youthful thoughts and hopes, contrary to the whole tenor of his life, surged up in his heart’ [p.
495]) and he ‘ayBcTBYs cebs He B cHiIax ySICHHUTH cebe cBoe cocrosHue’ (vol. 5, p. 164), (‘[was]

incapable of explaining his condition to himself” [p. 495]). Christian’s comments on this scene are

250 Benson, p. 53.
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particularly pertinent to my analysis. He contends that this first encounter between Natasha and
Andrey is described only in terms of the effect it has on Andrey, not on Natasha (who in any case is
unaware that Andrey is witnessing the scene).”®! As this encounter is related only from Andrey’s
perspective, he is positioned as the character who benefits from the experience. As Laura Mulvey
might term it, his male gaze projects the man’s fantasy onto the female figure, who has been styled
in a way that responds to his need.®? In Andrey’s case, he learns something about beauty and
companionship and is helped to realise a vitality which may have been missing from his life

previously.

It has been argued that female friendships, such as that between Sonya and Natasha, have the
power to effect spiritual transformation because they are based on mutuality and care.®?
Friendships between men, on the other hand, tend to encourage participants to develop and
emphasise their own individuality.®® In sharp contrast to his father’s isolation and traditionally

masculine sense of independence, Natasha’s and Sonya’s duet draws Andrey towards a view of the

world that values inter-connectedness. The day after the singing he thinks:

Mauo TOTO, 4TO A 3HAKO BCC TO, YTO €CTh BO MHC, HAI0, yTO00 M BCE 3HAJIH 3TO: U
Hbep " 3Ta ACBOYKaA, KOTOpas XOTCJ/ia YJCTCTH B HC60, Hajgo, yTOOBI BCE 3HAIH
MCHA, 4TOOBI HE JJI1 OAHOroO MCHs 1IJ1a MOA KHU3Hb, YTOOBI HE JKUJIM OHHU TakK, KaK
9Ta AC€BOYKA, HC3aBHCHUMO OT MoOeH JKHU3HHU, yTOOBI Ha BCEX OHA OTpaxxajaCb U

yT0OBI BCE OHM kMM co MHOIO BMecTe! (vol. 5, p. 165).

25! Christian (1962), p. 38.
52 Mulvey, p. 19.

253 Moss, p. 574.

% |bid.
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(It is not enough for me to know what | have in me — everyone else must know it
too: Pierre and that young girl who wanted to fly away into the sky; all of them
must learn to know me, in order that my life may not be lived for myself alone
while others, like that young girl, live so apart from it, but may be reflected in

them all, and they and | may live in harmony together [p. 496]).

And later, when he visits the Rostovs before his proposal to Natasha he ‘uyBcrBOBan ...
HPUCYTCTBHE COBEPIIECHHO YYXJOTO IS HEro, 0COOCHHOTO MHpa, MPEHCHOIHEHHOTO KaKUX-TO
HEeM3BeCTHBIX eMy panocteit’ (vol. 5, p. 219), (‘was conscious of a strange world, completely
remote from him and brimful of joys he had not known’ [p. 548]). Natasha is described as being the
cause of this new sensation. According to Price, Natasha’s influence on Andrey helps him regulate
his fluctuations between withdrawal and expansion.”® | would argue that this is because she is so
natural and full of life (Bayley describes her as the novel’s most ‘significant vessel of life and

*2) that it is difficult for Andrey to maintain his image of strict reserve and self-sufficiency

vitality
in her presence. The strange new world Natasha opens up for him may be so attractive to him
because it is liberating and frees him to some extent from his father’s domineering influence, thus
enabling him to develop a distinctive personality of his own, moving away from the imposing
image of his father. In this way Natasha’s vitality and intuitive interactions cause Andrey, the son,

to discover the possibility of thinking about himself and his future in a new light, thus beginning to

release the over-bearing grip of his father’s image on his imagination.

Andrey’s battle injuries, however, deprive him of the opportunity to follow this path to its
conclusion. His death scene is another powerful example of a masculine hero using a feminine
space and boundary as part of his journey of self-knowledge and discovery. Wasiolek suggests that

Andrey only discovers the truth when he has stopped trying to reach it either because he is ‘sick,

2% price in Bloom (ed.), pp. 123-30, here p. 129.
2% Bayley (1988), p. 19.
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exhausted or absent-minded’.”®” Based on the analysis above, I would argue that Andrey’s
experience of growing spiritual awareness and self-discovery as he approaches death was part of a
process of internal change that began before his fatal injuries, when he was on leave from the
military. Nonetheless, Tolstoy’s portrayal of Andrey’s death can clearly be shown to support de
Lauretis’ contention that death is a feminised space.?® While he is dying, Benson argues, Natasha
gives Andrey another occasion to overcome pride when she asks for his forgiveness.”* In the scene
which depicts their final reconciliation, Natasha ‘mogomna x Hemy ¥ OBICTPBIM, THOKHM, MOJIOJBIM
JIBUKCHUEM cTaja Ha kojeHu. OH yneIOHYJICS U NPOTsIHYI eif pyky’ (vol. 6, p. 395), (‘went up to
him and with a swift, supple, youthful movement dropped on her knees. He smiled and held out his

hand to her’ [p. 1087]).

Bayley highlights Tolstoy’s fascination with death and argues that his characters are judged by

their responses to it.?*

War and Peace is, he argues, dominated by the prevalence of death and the
need to accept it.?®" This is one example of a strong argument made from a non-feminist
perspective which can be developed and seen in a new light using de Lauretis’ framework. De
Lauretis has noted that death can be viewed as being associated with the feminine. The opposite
pair ‘life/death’, is a boundary for the masculine hero to transgress, and death is a feminised space -
a constant reminder of the power of physical constraints which also reminds us of our ultimate
dependence on forces beyond our control.?®> The feminised nature of death is demonstrated in

Tolstoy’s account of Andrey’s experience of death, which emphasises his early life and the care his

nurse gave him:

ITocne NEPEHECCHHOI'0 CTpaAaHUusl KHA3b Aaneﬁ YYBCTBOBAJI 6J'Ia)I(€HCTBO, JaBHO HC

HCIBITaHHOE nM. Bcee JIy4duue, CUACTIIMBEHIITNE MHHYTBI B €TI0 )KM3HU, B 0COOEHHOCTH

57 \Wasiolek, p. 74.

258 de Lauretis (1984), p. 118.

2% Benson, p. 55.

260 Bayley in Bloom (ed.), pp. 7-39, here p. 26.
261 Bayley (1988), p. 119.

%62 de Lauretis (1984), p. 119.
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caMoe JanbHee JETCTBO, KOTJa €r0 pas3leBalid M KIAdd B KPOBATKY, KOTJa HSHS,
yOaroKuBasi, 1mena HaJ HUM, KOTJIa, 3apbIBIIACH TOJOBOM B MOAYIIKH, OH YyBCTBOBAJ

ce0sl CYaCTIMBBIM OJHUM CO3HaHWeM xku3HH (VOl. 6, p. 266).

(After the agony he had borne Prince Andrey was conscious of a well-being such as he
had not experienced for a long time. His imagination reverted to all the best and
happiest moments of his life, especially his earliest childhood when he used to be
undressed and put to bed, when his nurse had sung lullabies over him, and burying his

head in his pillows he had felt happy in the mere feeling of being alive [pp. 966-7]).

The moment of death has also been described by Lampert as a time when hypocrisy falls away and
only the authentic is left.?®® In this sense, death can also be seen as having feminine overtones, as

the artificiality of society gives way to the raw, unmediated experience of the individual.

If masculinity is associated with transcendence, and femininity with objectification, dying may also
be seen as a feminising process, not in the positive sense of discovering what is true and
untarnished by artificiality, but in the Sartrean sense of becoming an Other. Sartre wrote in Being
and Nothingness that death is ‘the triumph of the point of view of the Other’.*®* This suggests that
some of the power of death lies in the fact that the dead are no longer able to influence the way in
which they are perceived, but their images are subject to the memories of others. Thus, death is a

feminising process as the subject becomes less and less able to create their own image and identity.

263 |_ampert in Jones, M. (1978), pp. 131-148, here p. 134.
264 Cited in Ellis, p. 189.
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The perceived closeness of feminine characters, such as Platon and Natasha to nature, and their
endowment with characteristics such as compassion and empathy, which are, in themselves,
positive attributes, could be interpreted as reflecting the spiritual power held by these characters in
Tolstoy’s work, just as Sonya is sometimes seem as a powerful figure in Dostoevsky’s Crime and
Punishment. However, | would suggest that this interpretation masks the freedoms that the

masculine heroes are granted in contrast to the fixed, static nature of their feminine counterparts.

My argument is that feminine characters are often endowed with positive features, not because they
are virtuous and intrinsically good qualities to have, but because these traits meet the needs of the
masculine heroes who drive the narrative of the novel. It is known, for example, that Tolstoy’s
portrayal of Natasha did not change throughout his various drafts of the novel.*®® She represented,
to him, a sense of natural, unchanging Russianness.?® Jaggar contends that the assertion that
women are somehow closer to nature than men is unhelpful.®®” She criticises radical feminists for
making these claims, arguing that they cannot be empirically proven and that radical feminists rely
too much on intuition and other forms of knowledge which are difficult or impossible to verify.?®
Others, such as de Beauvoir, contend that asserting that women are close to nature is a form of
biological determinism and perpetuates patriarchal myths and hierarchies which associate men with
intellect and women with physical or emotional aspects of life.®® We have already seen an example
of a male hero associated with the intellect in Dostoevsky’s characterisation of Raskolnikov, and
female characters portrayed in terms of physicality and emotion in his characterisation of Sonya

and Nastasya. We will see this pattern repeated in the work of Babel, Bulgakov and Pasternak as

discussed in the next three chapters.

265 Christian (1962), p. 11.

266 Carden in Bloom (ed.), pp. 103-121, here pp. 104 and 111.
267 Jaggar (1983), p. 369.

268 |bid.

%% de Beauvoir, p. 501.
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It may be that, within patriarchy, femininity is associated with nature, not because women are
intrinsically closer to nature, but rather because closeness to the non-human world is something
which men try to distance themselves from. Closeness to the natural world is, perhaps, a
characteristic which patriarchy defines as feminine so that masculine heroes can define themselves
as such through intellectual autonomy and dependence (characterised as qualities which oppose the
instinctive and interdependent values associated with closeness to nature). Yet Berman suggests

that Nikolay and Pierre place Maria and Natasha (respectively) on pedestals.?”

This argument may explain, in part, why at the conclusion of the novel Natasha is preoccupied with
the details of her domestic duties, while Pierre, according to Richard Price, achieves
transcendence.””* Both Pierre and Natasha seem contented with their family life and reflect on the
harmony of their life together. But this satisfaction is not a new experience for Natasha. At the
beginning of the novel, she was part of a happy, vibrant, contented family and in a sense the
conclusion of War and Peace shows her taking the place of her mother as the matriarchal head of a
happy family with young children. Pierre, on the other hand, has changed completely from the
riotous, hedonistic young man he was at the beginning of the narrative, to a mature man who has
transgressed philosophical and intellectual boundaries, travelled widely through physical spaces
and emerged as a fully formed hero. Only after these processes of change and transformation, death

and re-birth, is he equipped and ready to settle into family life.

I will move on now to consider how the themes of re-birth and movement through feminised spaces
are present in Anna Karenina. Anna decides to abandon her husband and child to live with
Vronsky, a man with whom she has fallen in love, and this ability to act makes it possible to think
of Anna as a masculine hero who needs to transcend boundaries and develop her independence and

autonomy. Part of her quest could be her drive to act in ways which are not usually associated with

270 Berman, pp. 1-15, here p. 7.
21 price in Bloom (ed.), pp. 123-130, here p. 130.
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women in her society; for example, she tries to define herself in terms which are not restricted to
that of a wife and mother. Making no attempt to hide her relationship with Vronsky is an open
challenge to the attitudes of those around her who tolerate adultery, but expect those involved to

avoid disrupting the stability of their existing marriages and family lives.

This argument is supported by critics such as Bayley, who argues that Anna needs to think of
Karenin as an obstacle to her freedom.?”” He suggests that this is the reason why Anna refuses his
offer of a divorce. | think that this is a valid argument as Karenin is generally portrayed as an
essentially decent man, despite his preoccupation with bureaucracy and the sense that he is not able
to respond to Anna in the emotional way she seems to crave, as we see here: ‘Kaxmsrii pa3, xormaa
OH CTAJKMBAICS C CAaMOIO KM3HBIO, OH OTCTpaHsuics orT mee’,”’° (‘each time [Karenin] had
encountered life itself, he had drawn back from it”).””* But, despite his coldness he is willing to

give Anna a divorce, visits her when she is ill, offers her his forgiveness and, significantly, takes

care of Ani, Vronsky’s child, at the end of the novel.

Armstrong has developed the argument that Anna acts as a masculine hero in the novel.”’ Firstly,
she suggests that adultery is the ‘critical narrative tension in the novel’.?”® Although Dolly and
Stiva seem to rehearse this plot at the beginning of the novel, it is Anna’s relationship with

277

Vronsky that drives one of the two principal plot lines of Anna Karenina.”"" As we have seen, de

Lauretis argues that it is male desire that drives narrative, ‘the desire is Oedipus’s, and though its

272 Bayley (1988), p. 231.

273 http://rvb.ru/tolstoy/toc.htm, vol. 8, p. 159. All future Russian quotations from this novel will be taken
from this online edition of the Jubilee edition of Tolstoy’s Complete Works, Volumes Eight to Nine. The
volume and page numbers will be given in brackets in the text.

2% Tolstoy, L. and Pevear, R. and Volokhonsky, L. (trans.) Anna Karenina (Penguin, London, 2001) p. 142.
All future English translations of quotations from this novel will be taken from this edition. The page
numbers will be given in brackets in the text.

2 Armstrong, J., p. 121.

278 |bid., p. 53.

277 1bid.
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object may be woman ... its term of reference and address is man’?"®

and this may be an important
indicator of where the power and authority lie in a text. As the narrative is driven by Anna’s
actions, the reader is compelled to consider her point of view and the merit of her actions with a

scrutiny which is not reflected in the attention Kitty or Dolly command.

Secondly, Armstrong contends that Anna has the qualities of a masculine hero because she
ultimately takes her own life.?”® Armstrong compares this act of self-determination with the murder
of Pozdnyshev’s wife in The Kreutzer Sonata and with Vronsky’s failed suicide attempt.?®® Her
suggestion is that Anna both chooses the manner of her own death, and has the courage to see her

decision through and that in so doing she insists on her own desire and right to control her own life.

However, Anna is not ‘reborn’ as a whole, unified masculine hero. Her death is physical and
absolute, and shows no trace of the spiritually enlightening, ‘heroic’ deaths that masculine literary
heroes undergo. Even Andrey, who physically dies, experiences a spiritual re-birth as part of the
process of dying. He has a sense of well-being and he resolves his inner conflict, by hearing
Natasha acknowledge her feelings of guilt and by offering her forgiveness. In contrast to Andrey’s
development, Anna’s quest for self-determination results in madness and confusion, and as such it
is not clear whether her death is intended to be a sign of her independence or a consequence of the

distress and alienation she feels.

One of the reasons for this striking difference between the impulses of male and female characters
to transgress boundaries and strive for independent identities is the response of characters around

them. The sense of community and connection women are said to feel towards other women, seems

278 de Lauretis (1984), p. 112.
2 |bid., p. 124.
280 1bid.
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in Anna Karenina to be comforting and supportive for women like Dolly and Kitty who fulfil
conventional female roles, but it is less helpful for Anna, who tries to act independently. Her
characterisation as a nineteenth-century woman may not equip her to live in a way driven by her
own needs and desires, but | would suggest that Anna is further hindered by the lack of
understanding she faces from the other characters, and the female characters in particular.”®" When
rumours of Vronsky’s and Anna’s relationship first start to become public the response of many

women in their social circle is motivated by envy:

OOJIBIIMHCTBO MOJIOJBIX JKCHIIMH, 3aBHIOBABIIMX AHHE, KOTOPBIM YK€ JAaBHO
HAaCKy4WJIO TO, UTO €€ HA3bI8alom CHpagedausolo, pPagoBaUCh TOMY, YTO OHH
NpEeANoaraiy, 1 >KAald TOJIbKO MOATBEPXKICHUS 000pOTa OOIIECTBEHHOTO MHEHHS,
4T00 OOpYIINTHCS HAa HEe BCEIO TSDKECTBIO cBOEero mpe3peHus. OHU MpPUTOTaBIMBAIIH
y)Ke Te KOMKH TPs3H, KOTOpble OHH OpocsAT B Hee, Korga mpuiaer Bpems (emphasis

Tolstoy’s, vol. 8, p. 193)

(The majority of young women, envious of Anna and long since weary of her being
called righteous, were glad of what they surmised and only waited for the turnabout of
public opinion to be confirmed before they fell upon her with the full weight of their
scorn. They were already preparing the lumps of mud they would fling at her when the

time came [emphasis Tolstoy’s, p. 174]).

Even the women who are close to Anna seem distant from her by the end of the text. When Anna
visits Dolly and Kitty just before her death they are lost in a world of domesticity to which Anna

cannot relate. The intimacy of the image of Dolly and Kitty discussing breastfeeding together

%81 |bid., p. 119.
102



makes a striking contrast with Anna’s isolation. No other female character shares her determination
to live autonomously and no male character, except for Vronsky, seems to sympathise with her, or
spend extended periods of time with her. Ultimately, however, not even Vronsky can share Anna’s
intense, all-consuming passion for their relationship. Moss goes so far as to argue that this isolation
is so significant that Anna’s final, unsuccessful, visit to Dolly demonstrates not only her exclusion

from the community of female friendship, but also from life itself.?®?

While Anna is isolated in her passion for Vronsky, and eventually finds herself excluded from
companionship with other women, Levin’s relationship with Kitty is partly built on intuitive
understanding. Their ability to communicate by using only the first letter of words during Levin’s
proposal of marriage to Kitty remains a poignant scene despite the way the couple are less able to
communicate with each other later on in their marriage.”®® Even though Levin does not share some
of his deepest thoughts with Kitty and sometimes finds her and her body ‘mysterious’, he continues
to be emotionally close to her while Anna becomes increasingly alienated from those around her.?*
Vronsky’s cousin, Princess Elizaveta Fyodorovna Tverskaya (Betsy), for example, visits Anna, but
does so as an act of charity, as we see here: ‘Ona, 0O4eBHIHO, TOPAUITACH CBOCIO CMEIOCTHIO U
JKenasa, 4uTo0 AHHA OlleHUIIa BEPHOCTH ee apyxO0bi” (vol. 9, p. 109), ‘she was obviously proud of

her courage and wished Anna to appreciate the faithfulness of her friendship” (pp. 528-9).

Anna’s intense passion for VVronsky and her alienation from other characters seem to be treated
separately in most of the critical literature about the novel. | would contend, however, that these
two aspects of her characterisation are interconnected and reinforce each other. It is Anna’s all-
consuming relationship with Vronsky that leads to her isolation. Just as the characters in

Dostoevsky’s The Idiot were perplexed by a male character who was unable to act decisively, as a

%82 Moss, p. 581.
283 Jones, M. (1978), p. 94.
284 Alexandrov, pp. 152-3.
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female character trying to transgress society’s boundaries Anna finds herself alone. Her life with
Vronsky became much more socially limited and constricted than her previous life with Karenin
had been. She tried, for example, to visit the opera but returned early after being humiliated by
Princess Varvara’s unwillingness to sit in the neighbouring box. When Vronsky returns home Anna
has ‘cnes[p1] oTuasHus u 310cTH B Tosnoce’ (vol. 9, p. 130), (‘tears of despair and anger in her
voice’ [p. 549]). She says of the evening: ‘yxxacuo! Ckonbko ObI 51 HM kWA, ST HE 3a0yIy TOTO’

(vol. 9, p. 130), (‘terrible! T won’t forget it as long as I live [p. 549]).

Tatiana Kuzmic argues that while nineteenth-century men can join, or withdraw from, society as
they feel they need to, women were tied to the movements of men.?®® Therefore, while Levin could
imagine himself to be free spiritually, because he was physically about to travel - to return to his

estate, for example — Anna could ultimately only choose death in her search to be free.

As I mention above, Anna’s death seems to have a different meaning than Andrey’s. Her death is
described as a tragedy which commentators try to explain with reference to madness,”® or the

constraints imposed by society,?®’

whereas Andrey dies as a hero who has fought courageously for
his country. This distinction is important because it highlights the hierarchies of meanings imposed
by patriarchy in which playing a role in warfare or political life has a greater value than the
nurturing of children or the performance of other domestic tasks usually expected of women.
Anna’s death could be seen as a consequence of her failure to fulfil this kind of domestic role and
as the result of her inability to maintain romantic relations in the way society expected of
nineteenth-century Russian women. Tolstoy’s strong views on the role of women, as laid out at the

beginning of this chapter, and his didactic, Biblical epigraph to Anna Karenina, ‘MHe oT™MIIleHUE, U

A3 Bo3mam’, (‘Vengeance is mine, I will repay’), support the contention that Anna’s death is the

285 Kuzmic, pp. 1-14, here p. 13.
286 Meyer (1995), p. 245.
287 Armstrong, J., p. 119.
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direct consequence of her search for an identity that was independent of her role as a wife and

mother.

In contrast to Anna’s failed quest to develop her personality as a masculine hero would, Levin is
successfully reborn spiritually. Christian argues that Levin is unable to live either with the religion
he inherited or with no religion at all.?®® This desire to find meaning in life, | would argue, forms
part of his ‘quest’ in which Kitty has an important role to play. Armstrong points out that Levin’s
relationship with Kitty is significant as she is both a desired erotic object, and, having previously
rejected him, she confirms all his self-doubt.?®* | would build on this to argue that, in de Lauretis’
terms she also becomes the prize waiting for Levin at the end of his journey.?° The fact that she
initially rejects him, but then comes to loves him, actually strengthens the argument that she can be
viewed as Levin’s prize. It is as though she is his reward for patiently continuing to love her and for

maintaining his search for an authentic sense of meaning in his own life.

Another important comparison between Anna and Levin is in the depth of their rebellions. Patricia
Meyer argues that while Levin only flouts society’s conventions, Anna flouts both society’s
conventions and the wisdom of God.”* On one level this comparison highlights the value that
Tolstoy placed on religious morality and his disdain for the more artificial, materialistic mores of
society. On another level, this also raises questions for a feminist analysis of the text about why it
was important that the character attempting to transcend the boundaries of both society and
religious morality should be female. Does Anna’s quest fail simply because breaches of God’s law
must be punished (as implied by the novel’s epigraph)? Or does it fail because she is a woman?

The second of these questions implies that a man, rather than being driven to suicide by the pain

288 Christian in Jones, M. (1978), p. 10.
289 Armstrong, J., pp. 38-9.

2% de Lauretis (1984), p. 133.

%1 Meyer (1995), p. 256.
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caused by the path Anna chose may even have been viewed as a powerful, strong individual,

valued for his authenticity and independence of spirit.

The link commonly made between the sexual behaviour of Anna and her brother, Stiva, is a
powerful argument in support of the view that Anna fails because of her gender. Bayley, for
instance, suggests that the characters’ judgemental response to Anna’s infidelity, while Stiva’s

indiscretions are accepted, reflects the subjugated position of women in society.?*

Dolly’s criticism
of Anna’s attitude to contraception is also clearly linked to her gender, and to the belief that
women’s role is to produce and nurture children. C. J. Turner argues that Anna is punished for her
egoism as she is unwilling to contribute to the continuation of the species,?*® while Bayley writes
sympathetically that: ‘it is as if her maternal instinct, and its natural immediacy, has been burnt or
bled out in some way, not only by the force of her new passion but by the suffering and deprivation
that it has entailed.”®* Bayley almost seems to be implying here that the suffering Anna

experiences as a result of acting in an un-feminine way results in her growing inability to feel

emotions and desires which are often associated with womanhood.

The different conclusions of Anna’s and Levin’s journeys may also be explained by the ways in
which both characters are influenced by cultural interpretations of meaning. As a masculine hero,
who can transgress boundaries, Levin relies on himself as the arbiter of value and meaning
throughout the novel.?*®> Anna, on the other hand, is unable to assert her meaning and interpretation
of events in a convincing way. The weight of expectations of female behaviour is so great, and
reinforced by such powerful forces, such as the judiciary and the church, that she cannot, on her

own, reverse conventional beliefs about marriage, motherhood and contraception.

2% Bayley (1997), p. 35.
2% Turner, p. 101.

2% Bayley (1997), p. 35.
2% Alexandrov, p. 162.
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In The Kreutzer Sonata Tolstoy continues to describe the problematic relations between men and
women as he sees them. The text begins with a discussion between passengers on a train about the
nature of love and marriage. The main character, Pozdnyshev, reflects Tolstoy’s increasingly
pessimistic view of marriage when he tells the others: ‘Ber roBopuTe mpo TO, 4TO cumTaercs
CYILIECTBYIOIIMM, a Sl TOBOPIO NPO TO, 4TO ecTh’,” ‘you’re talking about the way things are
supposed to be, but I'm talking about the way things actually are.”®’ This assertion takes on a

particularly sinister meaning as it emerges that Pozdnyshev has murdered his wife whom he

suspected of being unfaithful. He goes on to tell his listeners that marriage usually

BBIXOJUT Wi oOMaH, Wi Hacwive. Korma oOMmaH, TO 9TO Jierde TepeHOCHUTCS.
My # KeHa TOJHKO OOMAaHBIBAIOT JIOACH, YTO OHHM B €AMHOOpAYMH, a KHUBYT B

MHOTOXEHCTBE U B MHOTOMY>ecTBe (P. 131).

(ends either in infidelity or violence. Infidelity is easier to put up with. The
husband and wife simply pretend to everyone that they’re living in monogamy,

when in actual fact they’re living in polygamy and polyandry [p. 106]).

The assumption that all marriages are characterised by violence or infidelity, with even those
seemingly happy couples simply pretending to be faithful to each other, is clearly a polemical
generalisation as is Pozdnyshev’s earlier confident statement that he knows the truth about

marriage. Benson also highlights Pozdnyshev’s tendency to use his subjective experiences to draw

2% http://rvb.ru/tolstoy/O1text/vol_12/01text/0284.htm, p. 130. All future Russian quotations from this story
will be taken from this online edition of the Jubilee edition of Tolstoy’s Complete Works, Volume Twelve.
The page numbers will be given in brackets in the text.

27 Tolstoy, L. and McDuff, D. and Foote, P. (trans.) The Kreutzer Sonata and Other Stories (Penguin,
London, 2008) p. 105. All future English translations of quotations from this story will be taken from this
edition. The page numbers will be given in brackets in the text.
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broad conclusions about the rest of society when she points out that he does not refer to his wife by
her name.”® This has the effect of drawing attention away from her personality and making her
indistinguishable from any other woman.?* Pozdnyshev’s focus on women as a group, rather than
on any one individual woman seems to have been a part of his conception of romance from his
adolescence: ‘HEBCTYNHO IISCTHAIATh JIET ... JKCHINWHA, HE Kakas-HUOYy/Ib, a KCHIUHA, Kak
CITaJKO€ HEYTO, KCHIMHA, BCSAKas >KEHIIMHA, HAroTa >KEHIIMHBI yXe Mydana meHs (p. 134),
(‘before my sixteenth birthday ... woman — not any woman in particular but woman as a sweet,
ineffable presence — woman, any woman, the nakedness of woman already tormented me’ [p.

110]).

The conceptualisation of women as a group, while men are generally understood as distinct
individuals is an important part of the patriarchal portrayal of women. It reinforces the image of
woman as an (empty) space which is penetrated by a masculine, highly individualised, character. |
have already discussed how the sense of a community of women is important in Anna Karenina.
Vladimir Alexandrov also argues that Tolstoy made more existentialist claims about women than
about men, seeing them as being more driven by pre-determined traits than their male
counterparts.’® Tolstoy’s characterisation of women as sharing more essential qualities than their
male counterparts enables the plot of masculine development because it renders literary women
less interesting and dynamic as individual personalities than their male partners. This focuses
attention on the hero’s journey and particularly on his freedom to continue moving beyond

feminine constraints.

An example of Pozdnyshev’s tendency to view his wife in terms of his needs can be seen in his

memory of the consummation of their marriage. Bayley points out that sex is shown to be a hostile

2% Benson, p. 120.
2% |bid.
300 Alexandrov, pp. 266-7.
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act which resembles murder because of the indifference he shows to his wife’s reality.®

POZdnysheV recalls: ‘s npeaaBajiCsd KMUBOTHBIM M3JIHIICCTBAM, HE TOJBKO HE CTBIAACH UX, HO
MO4YEMY-TO ropasChb BO3MOKHOCTBIO 3THUX (I)I/I3I/I‘{eCKI/IX H3JIMIICCTB, HE AyMasd IMPUTOM HHCKOJIBKO
HE TOJIEKO O €€ JNYXOBHOMU XKW3HH, HO maxke W 00 ee (m3mueckoi xm3um’ (p. 151), (‘I abandoned
myself to animal excesses, not only quite unashamedly, but even taking pride in the fact that it was
possible for me to indulge in them, without ever once taking thought for her spiritual or even her
physical well-being’ [p. 131]). Paradoxically, Pozdnyshev reflects that it was only as she was
dying that ‘B mepBblii pa3 yBunan B Hel uenoBeka’ (p. 195), (‘for the first time I saw her as a human

being’ [p. 188]).

Father Sergius is a short story about a man who goes through four distinct phases which could be
seen as rebirths, or as part of his philosophical, spiritual journey. Each phase is arguably
symbolised, or triggered, by the presence or actions of a woman. The narrative of this story in itself
makes it a valuable text to consider in the light of de Lauretis’ framework, but Tolstoy’s portrayal
of the role and characteristics of the female characters is also worthy of note. Benson argues, for
instance, that the women in Father Sergius, like Pozdnyshev’s wife in The Kreutzer Sonata, are

portrayed as having demonic powers.*?

If women are seen as demonic and powerful because of the impact they can have on the spiritual
and moral life of the masculine hero, this should be read within the context of Sergius’ attitudes
and relations with others. He loves the Tsar, for example, and Tolstoy compares this love with
romantic love: ‘Kacarckuii nCHBITBIBal BOCTOPT BIIOOJIIEHHOTO, TAKOH K€, KAKOW OH HCIIBITHIBAI

mocire, koraa Berpedan mpeamer mob6sn’, > (‘Kasatsky felt the rapture of a lover, the same feeling

%01 Bayley (1988), p. 286.

%02 Benson, p. 119.

%03 http://rvb.ru/tolstoy/01text/vol_12/01text/0293.htm, p. 343. All future Russian quotations from this story
will be taken from this online edition of the Jubilee edition of Tolstoy’s Complete Works, Volume Twelve.
The page numbers will be given in brackets in the text. Kasatsky is the original surname of Father Sergius.
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he experienced later on meeting the woman he loved).** However, this love is exclusive and
Sergius could only see people as they existed for him, in terms of his relationship with them. He
could not accept that others may feel the same way, or have relationships of which he was not a
part. This is, | would suggest, one reason why he could not marry his fiancée, Mary, when he
discovered her affair with the Tsar. It was not only that she was not a virgin, but that she had been
the Tsar’s lover (when Sergius had imagined he had a unique relationship with both of them) that

so disgusted him.

Nonetheless, leaving aside the particularities of who exactly had been Mary’s lover, Tolstoy shows
an idealised view of women in this scene: ‘Mbapu 0bi1a 0cOOEHHO XOpomIa B 6€I0M KHCEHHOM
wiatbe. OHa Ka3ajach OJUIETBOPEHNEM HEBUHHOCTH U mo0BH’ (p. 346), (‘Mary was looking more
than usually pretty in a white muslin dress and seemed a picture of innocence and love’ [p. 255]).
This is also an example of Sergius’ sexual double standard, which was, of course, a commonly held
understanding of the differences between the morality of men and women. Tolstoy writes:
‘Kacarckuii mpuHAmIeKal K TeM JIOAIM ... KOTOPBIE, CO3HATEIBHO JOMycKas i cels o
BHYTPCHHO HE OCY)KJash HEYUCTOTY B IOJIOBOM OTHOILCHHH, TPEOOBAIM OT KCHBI HJCAIbHOM,
HebOecHoit uncToThl’ (p. 346), (‘Kasatsky was one of those men ... who, while consciously allowing
themselves to be unchaste in sexual matters and inwardly seeing nothing wrong with it, nonetheless

expected their wives to possess an ideal celestial purity’ [p. 255]).

The disappointment of Sergius’ expectation that his wife would be sexually pure prompts him to
withdraw from the secular world and become a monk. This religious decision is not portrayed

positively as a spiritual re-birth, but it is understood by his sister in these terms:

%4 Tolstoy, L. and McDuff, D. and Foote, P. (trans.) The Kreutzer Sonata and Other Stories (Penguin,
London, 2008) p. 252. All future English translations of quotations from this story will be taken from this
edition. The page numbers will be given in brackets in the text.
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Iloctynast B MOHaxXu, OH MOKa3blBAJl, YTO MPE3UPAET BCE TO, YTO Ka3ajaoCh CTOJIb
BOXHBIM JPYTMM M €My CaMOMY B TO BpEMsl, KaK OH CIIyKWJ, U CTAaHOBWJICSA Ha
HOBYIO TakylO BBICOTY, C KOTOPOM OH MOT CBEpXy BHHM3 CMOTPETh Ha TEX JIIOJIEH,

KOTOPBIM OH TIpesxie 3aBumosai (p. 348).

(By becoming a monk he was showing his scorn for all those things which seemed
so important to others and which had seemed so important to him when he was an
officer; he was placing himself on a new eminence from which he could look

down on the people he had previously envied [p. 258]).

This response to the knowledge of Mary’s previous love affair is striking as it makes an almost
direct link between women’s fidelity and purity and the perceived status of men. It is as though, if
Sergius cannot be superior to Mary because he has what is valued by patriarchy — more (sexual)
freedom than women — he must express his superiority in another way. Showing that he can
demonstrate a high degree of self-control and discipline over his sexual desires becomes part of the
next stage of his journey. As Tolstoy writes, his life as a hermit was marked by conflict caused by

‘COMHEHUE | TUIOTCKas MoXoTh™ (p. 356), (‘doubt and carnal desire’ [p. 267]).

Sergius’ ability to withstand the temptation presented by women is tested by the arrival of
Makovkina, ‘pa3BonHas xeHa, kpacaBuia’ (p. 355), (‘[an] attractive divorcée’ [p. 265]) who visits
him as part of a bet. It is significant that Sergius associates women with sinful behaviour to such an
extent that he refuses to even stay in the same room as Makovkina, or to try to hold a conversation

with her.
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When she feigns illness in an attempt to persuade him out of his room, just at the moment that he is
feeling overcome with desire for her, he decides to cut off his finger as a way either to resist
temptation, or to punish himself for his physical desires. The following description of his actions is

interesting as it focuses, in an almost abstract way, on the physicality of his act:

B35IB TOIIOp B MpaByIO DPYKy, MOJOXKWJI yKa3aTEJIbHBIM Majel JIEBOM pyKH Ha
qypOaH, B3MaxHyJ TONOPOM M YJapui IO HEM HIDKe BTOporo cycrasa. [laner
OTCKOYMJI JIeT4e, YeM OTCKAaKHUBAIM JPOBa TAKOH K€ TOJIIMHBI, MEPEBEPHYIICT U

IUICTIHYJICS Ha Kpai uypOaHa u moToM Ha noi (P. 363).

(taking the axe in his right hand, he laid his left forefinger on the block and with a
swinging blow of the axe struck it below the second joint. More lightly than a
piece of wood of its thickness the finger flew off, turned and with a thud dropped

first on the edge of the block, then to the floor [p. 274]).

Sergius’ self-mutilation, alongside his ability to resist Makovkina’s charms, appears to allow him
to feel that he has the capacity to reject his body’s needs and desires, as a good monk should. This
objective description of his finger comparing it to ‘a piece of wood’ suggests that he is able to
separate his mental and physical body, subjecting his (feminised) physicality to the will of his

(masculine) will.

After Sergius’ encounter with Makovkina, there are two further incidents in which women could be

described as help-mates on his quest towards re-birth. First a merchant’s daughter draws his
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attention because ‘OHa UMena Bepy B HETO, M TEM €IIe, YTO MPEACTOSIIO OISATh Ha Hel MOATBEPANUTH
CBOIO CHJIy HclleNieHHus U cBoto ciaBy’ (p. 372), (‘she had faith in him, and because she presented
him with an opportunity to give further proof of his powers of healing and to bolster his reputation’
[p. 285]). Once again, Tolstoy’s text is quite explicit about Sergius’ view of women. He is not
concerned with the merchant’s daughter as an individual, nor with the suffering she experiences.

His sole concern is the prestige and status her healing could bring him.

The text ends with Sergius travelling to the home of an older woman, Pashenka, whom he had
known when they were young and who ‘mpezacraBnsiace emy cnaceHueM’ (p. 376), (‘seemed to
him a means of salvation’ [p. 288]). The image of female spirituality as healing and able to
facilitate a sense of re-birth in masculine heroes is particularly significant in Serguis’ story because

he has himself lived a largely religious life. Nonetheless, he confesses to Pashenka:

MOXKaJTy#cTa, CjIoBa, KOTOPHIE s CKaXy TeOe ceiiyac, MPUMHU KaK HCIIOBENb, Kak
CJIOBa, KOTOPBIE 51 B CMEPTHBIN 4ac roBopro nepes 6orom. Ilamenska! s He cBATON
YEJIOBEK, JaXe HE IPOCTOH, pSAJOBOM 4YEJIOBEK: sl TPEIIHUK, IPSI3HBIM, TaJKui,
320y Wi, TOPABIA TPENIHUK, XYyXKe, He 3Hal0, BCEX JIH, HO XYXKE CaMbIX XYABIX

nroneit (p. 379).

(I want you to take what | am about to say as a confession, as what | would say to
God in the hour of my death. Pashenka, | am no saint. | am not even a simple,
ordinary person. | am a sinner, a puffed-up, foul, loathsome, lost sinner, whether

the worst in the world | do not know, but | am the lowest of the low [p. 292]).
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Father Sergius ends, therefore, with the masculine hero changing completely. He descends into
remorse and penitence, and the implication is that this self-knowledge will lead to a new, more

authentic, life for Sergius.

In Resurrection, the last work under discussion, Tolstoy shows how aware he was of the traditional
re-birth plot, as later outlined by Lotman. The story demonstrates Tolstoy’s mistrust of the
government’s military and judicial institutions - according to Christian, he had been wary of these
institutions since his unsuccessful defence of a soldier in a military court.*®® Sarah Hudspith also
points to Tolstoy’s horror at the ‘senselessness’ of the courts and belief that attempts at human
justice are wrong.*® Instead of relying on the courts to determine morality, he believed that
individuals should establish their own sense of right and wrong. He wrote in his diary: ‘crime is not
a particular action, but a particular relationship towards the conditions of life. To kill one’s mother
might not be a crime, but to eat up a piece of bread might be a very great crime’ (14" 15" 16"

October 1859).%"

Tolstoy uses Nekhlyudov to voice these opinions about the injustices of the Russian criminal
justice system. In a process similar to Raskolnikov’s, Nekhlyudov develops his own views on
morality and the causes of Maslova’s crimes. But while Raskolnikov sees blame in other people
and develops a theory in which he is ‘extraordinary’ and therefore entitled to act outside of the
usual rules in order to correct the wrongs he sees around him, Nekhlyudov blames himself for
Maslova’s prostitution and thefts. He feels intensely guilty for his seduction of Maslova, despite
being reassured by others that his treatment of her had little or nothing to do with her alleged

crimes. His aunts, for example, blame Maslova alone for her pregnancy, saying that ‘ona

%05 Christian, in Tolstoy and Christian (1994) pp. 153-5, here p. 153.
%06 Hudspith, pp. 15-23, here p. 19.
%97 Tolstoy and Christian, p. 139.
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VMCTIOPTHIIACH U OBLTA PA3BpAlleHHAs HATYpA, TaKas xe, Kak 1 Math’, > (‘she had gone from bad to

worse because she was a thoroughly bad lot like her mother’).**® But Nekhlyudov is convinced that
his actions triggered the series of events which ultimately led to Maslova’s unjust imprisonment for

a crime there was little evidence that she had committed.

The narrative shows Nekhlyudov’s determination to follow Maslova, and to marry her, although
she is reluctant as she understands that Nekhlyudov’s love for her is based on his idea of justice and
his need to atone for his previous faults, rather than being rooted in his knowledge of her as an
individual person. Nekhlyudov’s various encounters with Maslova as he follows her to Siberia lead
to changes and developments in his character as he grows in self-awareness and also becomes
passionate about the need for social reform. On one of his visits to Maslova ‘on mouyBcTBOBaji, 4YTO
Temnepsk, ceiiuac, COBEPIIASTCS HEYTO CaMOe BaKHOE B €T0 IYIIE, YTO €r0 BHYTPEHHSS KHU3Hb CTOUT
B 3Ty MHUHYTY Kak Obl Ha KOJICONIOIIMXCS Becax, KOTOphIE MAJCHUIINM YCHIMEM MOTYT OBITh
MEePETSHYTH B Ty WIH Ipyryio ctoporHy’ (p. 156), (‘he felt that now, at this very moment,
something of huge importance was happening to him in spirit, that his inner life was, so to speak,

trembling in the balance, which could tip one way or the other at the slightest touch’ [p. 172]).

As well as petitioning officials for Maslova’s release, Nekhlyudov also takes on the cases of a
number of other prisoners and his growing social awareness impacts on all the aspects of his life as
he becomes convinced that ‘or oTka3pIBaICS OT MOIB30BAHUS MPABOM 3eMETHHONH COOCTBEHHOCTH’
(p. 227), (‘he must give up any right to the private ownership of land’ [p. 251]). He also becomes
very sensitive to the artificiality of his own social class. This is particularly evident in his
reflections on Missy’s mother, Princess Sofya ‘c cBoeli MCKyCHOW, NMPUTBOPHOH, COBEPIICHHO

MOX0Kel Ha HATypalbHYIO, YIIBIOKOW, OTKpBIBABIICH MpPEeKpacHbIe UIMHHBIE 3yObl, Ype3BbIYAHHO

%08 http://rvb.ru/tolstoy/tocvol_13.htm, pp. 70-1. All future Russian quotations from this novel will be taken
from this online edition of the Jubilee edition of Tolstoy’s Complete Works, Volume Thirteen. The page
numbers will be given in brackets in the text.

%9 Tolstoy, L. and Briggs, A. (trans.) Resurrection (Penguin, London, 2009) p. 76. All future English
translations of quotations from this novel will be taken from this edition. The page numbers will be given in
brackets in the text.
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HCKYCHO CJIeJIaHHbIC, COBEPIICHHO TaKKe e, kakuMu Obutn Hactosiue’ (p. 100), (‘with her forced
pretence of a smile, almost indistinguishable from a real one, revealing her magnificent long teeth,
artificial but so beautifully made that they were almost indistinguishable from the real thing’ [p.

109]).

The profound changes Nekhlyudov undergoes as a result of his relationship with Maslova bring
him great happiness as we see: ‘U OH HCHBITBIBAN YYBCTBO PAaiOCTH IyTeIIECTBEHHHKA,
OTKPBIBIIIET0 HOBBIN, HEM3BECTHBIN U TpekpacHbiil Mup’ (p. 372), (‘He was feeling the surge of joy
that comes to a traveller when he discovers a new, unknown world full of beauty’ [p. 413]).
Maslova’s feelings are different, however, and she is not interested in being part of Nekhlyudov’s
re-birth. She seems aware that he only wants to make atonement so that he can redeem his past, and

not because he really loves her, or wants to know her. Tolstoy shows how:

W B HEW BAPYr MOTHAIOCH OMATH MpPEXHee O3JI00JeHHe K HEeMY, 3aX0TeloCh
OpaHWTB, YIpEKaTh €ro ... HEe IO3BOJHUT €My IYXOBHO BOCIIOJIB30BAaThCS €10, KaK
OH BOCIIOJIB30BaJICS €10 TENECHO, HE TO3BOIMUT €My CHEIIaTh €€ MIPEIMETOM CBOETrO

Benukoayus (p. 254).

(And once again the old bitterness towards him welled up inside her, and all she
wanted was to curse him and blame him ... she wouldn’t let him use her spiritually

as he had once used her physically, or let him set her up as an object of his charity

[p. 282]).
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Bayley suggests that she is aware that his attachment is not only inspired by philanthropy but that
he also wants to ‘appear remarkable in his own eyes’.*’® This seems to echo Myshkin’s love for
Nastasya and his desire to save her. A similar theme recurs in Pasternak’s description of Zhivago’s
relations with Tonya, Lara and Marina. His friends accuse him of treating women as ‘OecruroTHbIe

»311

UJIeH, HOCAIIUECS B TBOCH IOJIOBE B MPOU3BOJIBHBIX COUETAHUSIX (‘disembodied ideas for him to

312

juggle around with’),”“ rather than as real people.

Nekhlyudov changes profoundly through the narrative, reforming his financial arrangements by
handing his land and estates to the peasants, ending his romantic ties to Missy, and rejecting the
‘artifice’ and luxury of his previous life. In contrast, the changes Maslova experiences are linked to
her material circumstances rather than to developments in her character. Her situation is
undoubtedly improved by Nekhlyudov’s interventions. She is allowed to travel with the political
prisoners and her sentence is eventually reduced to deportation rather than hard labour. But these
improvements do not indicate a change in her personality or a development of her inner life.
Maslova is presented as being essentially good throughout the narrative and not in need of
atonement in the same way as Nekhlyudov. Even when she resorts to alcohol and tobacco, this is
seen as a sign of her despair at her situation and the influence of more corrupted prisoners, rather

than a flaw in her own essential character.

Resurrection ends with the following paragraph, which emphasises the re-birth Nekhlyudov

experiences at the end of his quest:

310 Bayley (1997), pp. 55 and 57.
311 pasternak, B., Doktor Zhivago (Troika Publishing House, Moscow, 1994), p. 390.
312 pasternak, B. and Hayward, M. and Harari, M., (trans.) Doctor Zhivago (Vintage, London, 2002), p. 432.
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C sTo¥i HOuM Havanach u1a HeximoqoBa coBceM HOBas KHU3Hb HE CTOJIBKO MOTOMY,
YTO OH BCTYNMJI B HOBBIC YCJIOBHUS JKHM3HH, @ IIOTOMY, YTO BCE, YTO CIyYHJIOCH C
HUM C 3THX IOp, MOIYy4ajo JJi1 HETO COBCEM MHOE, YeM MpexJe, 3HaueHue. YeM

KOHUYHUTCS 3TOT HOBBIM IIEPHOJ €r0 JKU3HH, TIOKaxeT Oymymiee (p. 458).

(That night marked the beginning of a totally new life for Nekhlyudov, not so
much because he had embarked on new personal circumstances, but because
everything that happened to him subsequently came with an entirely new and
different meaning. How this new period of his life will end only the future will

show [p. 510]).

Just as in the epilogue to Crime and Punishment, the masculine hero is alone in gaining this
philosophical, spiritual resurrection. The new life Maslova has ahead of her is more rooted in
earthy realities. Her essential personality and character have not changed, but she has found a man
who truly loves her for who she is as an individual and not for her ability to aid him on his personal

quest. In a passage that sums up the motives of both men, Maslova’s feelings are revealed here:

HexumroioB nipemiaran e Opak Mo BEIMKOIYLIHIO M MO TOMY, YTO OBLIO MPEXKIE;
HO CHMOHCOH JIIOOMII €€ TaKoI0, KaKOI0 OHa ObLIa TeIeph, M JTFOOWII IPOCTO 3a TO,
410 00N ... CHMOHCOH CUHMTAET €€ HEOOBIKHOBEHHOM, OTINYAIOIIENCS OT BCEX

JKEHILHOM, NMEIoIIel 0COOCHHBIC BHICOKHE HPAaBCTBEHHBIE CBOWCTBa (PpP. 381-2).

(Nekhlyudov wanted to marry her out of charity and because of what had
happened in the past, but Simonson loved her for what she was now; he loved her
because he loved her ... Simonson saw her as an extraordinary woman, distinct

from all other women, a person of special, high moral quality [p. 424]).
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In conclusion, therefore, | would like to point to Amy Mandelker’s argument that organising life
experiences into narratives can mean ‘that we risk the enclosure that constricts, the form that
deforms, or the representation that misrepresents’®® I think that Mandelker’s comment about
narrative reflects very well the way in which women are portrayed in the texts | have considered.
Female characters are shown in each of these works to be (in de Lauretis’ words) ‘that which is not

susceptible to transformation’.***

The extent of authorial focus on the development of male, as opposed to female, characters is
striking in Tolstoy’s texts. It is overwhelmingly masculine characters who change and develop
throughout the narratives as we have seen in the characterisation of Pierre, Andrey, Pozdnyshev,
Sergius and Nekhlyudov. As the development of these characters is so crucial to the narratives we
have discussed, female characters are not shown to move and develop throughout the texts. Rather,
they are fixed in roles which support the needs of their masculine counterparts. One important
consequence of this is that when female characters, such as Anna Karenina, attempt to define their
own fate, they do not receive the same luxury of indulgence from the other characters. Instead of
showing Anna’s friends and family members sympathising with her need to transgress boundaries

and imagine a new life for herself, Anna is alienated.

Anna may be an exception in many ways, as she, maybe more than any other female character in
this thesis, consciously attempts significant changes to her life, which may be called a ‘quest’ in
Propp’s terms. However, she is not unique in the extreme physical suffering she experiences. While
the male characters in Tolstoy’s works often emerge at the end of the narratives existentially alone,
as fully developed masculine heroes, female characters suffer death, in the cases of Anna and
Pozdnyshev’s wife, or deportation in the case of Maslova. | have shown that female suffering is

portrayed as fundamentally different to male suffering as it does not result in spiritual insight or

313 Mandelker, p. 103.
314 de Lauretis (1984), p. 118.

119



change in female characters. In this analysis of Tolstoy’s work, the only exception to this
conclusion I have found is Masha in Family Happiness, whose insights following her experiences

in St Petersburg lead her to devote herself more fully to her life with her husband and children.
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3. Making Sense of Chaos: The Role of Cerebral Understanding in Babel’s Development

of the Male Hero

Isaak Babel began to write Red Cavalry, his collection of short stories, in 1921 following his
experiences in the Soviet-Polish War of 1919-1921.%"°> The stories which make up Red Cavalry
were originally published individually as newspaper and journal articles between 1923 and 1925
before they were published as a book in 1926.%'° In this chapter | will show how the themes of
masculine development and feminine objectification developed by de Lauretis can be used to
produce fresh insights into Babel’s work. I focus on Lyutov’s struggles to create a coherent identity
which incorporates both his admiration of the Cossacks’ ability to act decisively and his artistic

sensitivity and dislike of violence.

The majority of the Red Cavalry stories are told through the first person narration of Lyutov, a
Jewish intellectual fighting alongside the Cossacks. In many ways Lyutov’s experiences,
personality traits and struggles mirror those of Babel. | will consider in particular how the themes
of violence and religion influence Babel’s development of Lyutov as a masculine hero. Red
Cavalry is a collection of short stories which may be seen as fragmented. However, for the
purposes of this chapter | point to the ways in which the stories can be read as a cycle and, in this
way, as a ‘unified whole’.®*" I will look in detail at the characterisation of Lyutov, arguing that as
an example of a masculine character transcending boundaries, he embarks on a philosophical quest

to understand and interpret the world in which he finds himself.

This chapter will highlight Lyutov’s attraction to the virile, passionate Cossacks alongside his

unease with their violent acts. Lyutov’s attraction to abstract ideas or characteristics combined with

315 McDuff, pp. xiv-v.
316 Rougle, p. 5.
17 L_uplow, p. 7.
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his repulsion at the tangible acts that are their outward manifestation is, | will argue, key to
understanding de Lauretis’ description of masculine heroes crossing boundaries. I start by outlining
Lyutov’s centrality as a developing masculine character and by reflecting on his relations with the
Cossacks and his conflicting commitments to principles of religion, peace, justice and action. I then
move on to discuss a selection of the stories in more detail, in order to show how Babel distils

complex themes and ideas into the sparse, tightly constructed narratives of his stories.

I will focus in particular on ‘Crossing the Zbrucz’, ‘My First Goose’ and ‘The Rebbe’s Son’. I have
chosen these stories both because of their positions within the cycle and for thematic reasons. In
‘Crossing the Zbrucz’, the first story in the cycle, Lyutov recounts his experience of being billeted
with a Jewish family. He is woken in the night by a pregnant Jewish woman because he is moving

318 ([you are] ‘disturbing’®*®) her father.

around restlessly, and, as the daughter says, ‘romkaere
Lyutov realises to his horror that the man he thought was asleep beside him is in fact the woman’s
dead father. In ‘My First Goose’, Lyutov tries to win the admiration of the Cossacks by killing a
goose. This violent act seems to be an inadequate response to the exhortation by the billeting
officer to ‘a ucmopTh BBI 1aMy, camyIo YHCTEHBKYIO mamy’ (p. 26) (‘lay a finger on ... the properest
lady that ever there was’ [p. 120]), but it is nonetheless enough to gain a degree of acceptance from
the Cossacks. Finally, in ‘The Rebbe’s Son’, the final story of the first published collection of the
stories, Babel gives an example of a male character who, unlike Lyutov, seems to have resolved the
potential conflict between the ways of peace and violence by accepting and valuing both.*® The

story begins with Lyutov’s vivid memories of Sabbath prayers with a Rebbe and his son Ilya, then

continues to describe how Lyutov encounters llya, fatally injured, four months later. When he

318 Babel, I. Konarmiya (Bristol Classical Press, London, 1994) p. 2. All future quotations will be taken from
this edition. The page numbers will be given in brackets in the text.

%1% Babel, I. and McDuff, D. (trans.) Collected Stories (Penguin, London, 1994) p. 120. All future English
translations of quotations from this short story collection will be taken from this edition. The page numbers
will be given in brackets in the text.

320 Babel wrote ‘Argamak’ as a new ending to Red Cavalry in 1932, six years after the original collection of
the stories was published in 1926. See Charyn, p. 85.
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collects Tlya’s belongings Lyutov is moved to find a wide range of mementos and keepsakes which

express a diversity of interests and passions.

As noted, ‘Crossing the Zbrucz’ is the first story of the cycle and ‘The Rebbe’s Son’ was the last
story until Babel added ‘Argamak’ in the 1932 edition. By considering these two stories alongside
‘My First Goose’, which is placed towards the beginning of the collection, | hope to show how the

theme of masculine movement through feminised space recurs throughout the cycle.

The stories of Red Cavalry are set during the period of the Soviet-Polish War and the chaos and
upheaval of these years are vividly portrayed. One of the most significant questions raised by Red
Cavalry is the role of violence, and in particular, whether the pursuit of ideals can ever justify its
use. Carol Luplow points to the official Russian government’s attempts to justify violence in the
struggle against capitalism as ‘revolutionary humanism’.**! In this discourse, violence was seen as
necessary to attain a new and better future®”? and, as Charles Rougle argues, many Russians at the
time were not aware of the disparity between humanist and revolutionary ideals.**® However, Yury
Shcheglov highlights the recurrence in early Soviet fiction of heroes who were drawn to the
Revolution, but were dismayed by the contradiction between its ideals of peace and harmony and

the reality of the violence used to achieve its aims.***

Babel worked as a newspaper correspondent during the conflict, fighting alongside General

Budyonny’s Cossack regiment in 1920.%* He had famously been told by Gorky in 1916 to ‘go out

%21 |_uplow, p. 5.

%22 |bid.

%23 Rougle, p. 8.

%24 Sheheglov, p. 657.
325 Trilling, p. 16.
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into the world’.**® The stories which make up Red Cavalry are based on Babel’s diary entries from

this period. Rougle points out that by comparing the stories with Babel’s diary we can see that the

stories are based on the events he witnesse

d 327

However, the genre of fictionalised eye witness accounts (of which Red Cavalry is an example as

well as The Sevastopol Tales by Tolstoy) raises important questions about our understanding of

truth. In The Sevastopol Stories, for instance, Tolstoy draws heavily on his personal experiences of

the Crimean War, but his fictionalised account allows him the authorial freedom to interpret the

events using his own subjective world view. For example, the narrative is interspersed with

passionate reflections on the futility and seemingly never-ending nature of war:

W >Ti monu — XpUCTHAHE, UCTIOBEAYIONINE OJTMH BEIUKUN 3aKOH JIO0BU U
CaMOOTBEPKEHHMS, IS4 HAa TO, YTO OHU CAENANH C PACKAsTHUEM HE YNaayT
BAPYT Ha KOJICHHU IIEPEA TEM, KTO, JaB M KHU3Hb, BJIOKWJI B AYUTYy KaX10TO,
BMECTE CO CTPaXxOM CMEpTH, JI0OOBb K A0OpPY M HIPEKpPacHOMY, M CO
clle3aMH paJlocTd M cyacTusl He OOHMMYTcs, Kak Oparbsa? Her! Benbie
TPAINKA CIPATAHBI — U CHOBA CBUCTAT OpyaAusd CMEPTU U CTpaHaHHﬁ, CHOBaA

= 328
JIbETCS HCBUHHAA KPOBb, U CJIBINIATCSA CTOHBI U IPOKJIATHUA.

(It might be supposed that these men — Christians, recognising the same
great law of love — see what they have done, they will instantly fall to their
knees in order to repent before Him who, when he gave them life, placed in
the soul of each, together with a fear of death, a love of the good and the

beautiful, and that they will embrace one another with tears of joy and

%26 Charyn, p. 10.
27 Rougle, p. 15.
328 Tolstoy, L. Sevastopol’ v dekabremesyatse, Sevastopol’ v mae (Bristol Classical Press, London 1994), p.

56.

124



happiness, like brothers. Not a bit of it! The scraps of white cloth will be
put away — and once again the engines of death and suffering will start their
whistling; once again the blood of the innocent will flow and the air will be

filled with their groans and cursing.)®

Tolstoy’s account of the Crimean War does not therefore claim to be objectively factual, he has a
strong political motivation for writing The Sevastopol Tales — to help persuade his readers of the
futility of violence and the need to work for longlasting, peaceful soluations to conflicts. Just as
Tolstoy used actual historical events in his fiction, Babel also situated his narratives in the context
of a war. However, Christopher Luck points out that the Red Cavalry stories are sometimes very
different from the corresponding diary entries.*®® The Red Cavalry stories cannot be read as
historically accurate, but Rougle draws a distinction between this kind of ‘external’ truth and
artistic truth, which he defines as ‘internal’.®*" ‘Internal’ truth for Rougle refers to the sense that
Babel was true to himself and accurately reflected his own perceptions in his text. To Rougle, this
means that Babel focused his artistic attention on the ways violence affects human life, its morals

and culture.**?

This focus on individual subjectivity, and the use of fragmented short stories, rather
than a traditional linear plot, suggest that Red Cavalry is part of the cultural departure from

nineteenth-century realist texts.

Through the character of Lyutov, Babel portrays the subjective and very individual perceptions,
attitudes and feelings of one man trying to make sense of a changing and complex environment. By
locating his narrator in a particular historical context, Babel creates a striking contrast between the
personal and the public and raises important questions about the place of the individual during

periods of great social upheaval. However, in this chapter, | will try to move beyond simply

%29 Tolstoy, L. The Sebastopol Stories (Penguin, London 1986), p. 108.
330 | uck, p. 57.

31 Rougle, p. 16.

%32 |bid., p. 17.
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analysing this contrast, to ask what it means for the portrayal of Lyutov as a masculine hero. |
continue to apply Irigaray’s contention that to be male is to be seen as a whole, unified being in

d 333

contrast to the perception that the female body is fragmente In order to move towards this

idealised state of unity, the male hero must reconcile conflicting ideas and identities within himself.

Conflict and dichotomy are key aspects of Babel’s writing and critics such as Richard William
Hallet and James E. Falen trace Babel’s sense of being split back to his childhood. He was born
into a Jewish family in Odessa in 1894 and his Tales of Odessa suggest that he was sensitive to the
contrast between the old, traditional world of his extended Jewish family, and the ‘new’
cosmopolitan world of Odessa.®** Carden has argued that while Babel experienced these two
worlds as the contrast between feeling confined within his family, or free in the larger outside
world, he also knew that his family signified safety and security, while the larger environment of
Odessa could bring its own dangers.**® Ultimately, however, despite the affection Babel had for his
family, especially the lifelong devotion he felt for his mother,**® and his nostalgia for the Jewish
rituals of his past, Babel’s desire for space and freedom led him to move beyond his family life and
eventually beyond Odessa itself.**” The conflicts Babel experienced during this formative period
permeate his literary output. For example, Luck highlights the ‘collisions’ between the past and the

present in the story ‘Gedali’,** in which Babel affectionately describes Gedali’s old curiosity shop:

3Ta nmaBka — Kak KOpoOOYKa IHOOO03HATENBHOTO M BAXHOTO MallbUMKa, W3
KOTOpOTo BBIAJIET mpodeccop OoTaHukH. B 3T0i 1aBke e€CTh U MyTrOBUIIBI, U
MepTBas 0abouka. MalleHbKOro X03siMHa ee 30BYT ['emanu ... OH BbeTCA B

JTAOUPHUHTE M3 TIIOOYCOB, YEPENOB M MEPTBBIX IIBETOB, MOMAaXUBACT MECTPOU

333 Whitford (1991), p. 107.
%4 Hallet, p. 13.

%35 Carden, p. 7.

%% Falen, p. 4.

37 Ibid., p. 15.

%38 Luck, p. 68.
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METEJIKOW U3 MEeTYIINHBIX EPhEB U CAYBAET MbLIb C YMEPIIUX LBETOB (PP. 22-

3).

(This is a shop like the specimen box of a solemn and inquisitive boy who will
one day be a professor of botany. In this shop there are both buttons and a dead
butterfly, and its little owner is called Gedali ... he hovers in a labyrinth of
globes, skulls and dead flowers, waves a multi-coloured feather duster and

blows the dust off the dead flowers [p. 117]).

Lyutov stumbles upon Gedali’s shop opposite an ‘ancient’ synagogue, which he has nostalgically
gone to on the eve of the Sabbath. Gedali tells Lyutov how his beard was pulled out by a Pole, and
the violence he recounts seems particularly horrifying because Gedali is a peaceful man who has
studied the Talmud, the commentaries of Rashi and the books of Maimonides. The story ends with
Gedali going to the synagogue to pray. Although Lyutov has a strong nostalgic attraction to Jewish
ritual, community and history, he also admires the Cossacks he is fighting alongside. The Cossacks
are active, virile and magnificent, while Lyutov is shown to conform to their perception of
intellectuals as unable to act. This is especially apparent in ‘The Death of Dolgushov’ in which
Lyutov is unable to Kkill Dolgushov although he is fatally injured and asks to be shot. Another
Cossack, Afonka, is scathing in his reaction to Lyutov: ‘Viiam, - yosto! XKaneere BBI, oukacTsie,
Harero Opara, kak korka Moy’ (p. 38) (‘Go away...or I’ll kill you. You four-eyed lot have as

much pity for us as a cat has for a mouse.” [p. 135]).

The Cossacks, on the other hand, have no doubts about the rightness of their actions and do not
spend time justifying their violence. In ‘A Letter’, Vasily Timofeich Kurdyukov gives his mother a
dispassionate, almost casual, account of how his brothers ‘konuanu’ (p. 9) (‘put an end to’ [p. 100])

their father. On the other hand, he expresses great concern for his favourite horse, begging his
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mother: ‘oOMbIBailiTe eMy OeCHpeMEHHO MEepeiHHEe HOTM C MBUIOM, KOTOpO€ SI OCTaBHJI 3a

obpazamu’ (p. 7), (‘be sure to wash his forelegs with the soap I left behind the icons’ [p. 97]).

Babel depicts the Cossacks in a similar way to nature, as though they follow their own rhythms and
are uncontrollable by the philosophical questions of right and wrong which preoccupy Lyutov. The
‘natural’, intuitive life of the Cossacks can be seen particularly in the close affinity they share with
their horses. In the story ‘The Konzapas Commander’, Dyakov shows a deep understanding of the
horses in his care and is able to accurately predict their behaviour. His way of talking warmly,
naturally and affectionately to the horses echoes Babel’s reflection in his 1920 diary that ‘a
Cossack’s horse occupies a quarter of his day’.*® Just as the Cossacks display a close
understanding of the natural impulses of the horses they share their lives with, they instinctively
use violence to resolve difficulties. They are not burdened by moral or ethical dilemmas when they
are faced, for example, by a fatally wounded comrade as in ‘The Death of Dolgushov’, or a woman
who has lied to obtain privileges as in ‘Salt’. In these episodes, as in many other incidents
throughout the cycle of stories, the Cossacks appear to view death as a natural part of everyday life,
and do not suffer the same cerebral agonies of conscience that another character, such as Lyutov,
might experience in the same position.**® As Judith Deutsch Kornblatt argues, Cossacks have been
seen throughout Russian cultural history as being able to transcend the constraints which others are
bound by.3*" In this way, she argues, they are often likened to birds to emphasise their

boundlessness.>*?

The Cossacks demonstrate their freedom by operating according to their own moral code despite

being officially on the side of the revolutionaries. Sometimes the revolution appears to motivate

%39 Babel, ‘Selections from 1920 Diary’, in Rougle, pp. 137-163, here p. 142.

30 Examples of other intellectual, reflective characters include Dostoevsky’s Raskolnikov in Crime and
Punishment, Tolstoy’s Pierre in War and Peace, and Pasternak’s Zhivago in Doctor Zhivago.

31 Kornblatt, p. 49.

%2 |bid., p. 80.
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their actions, as Balmashev shows in Salt’ when he tells a woman who had deceived him that ‘Bsr,
THYCHasl TpaXkIaHKa, eCTh Ooyiee KOHTPPEBOIIOIMOHEPKA, YeM TOT Oenblii TeHepalsl, KOTOPBIH ¢
BOCTPOI IIAIIKON TPO3UTCS HAM Ha CBOEM THICSYHOM KoHe (p. 65), (‘you, vile woman, are more of
a counter-revolutionary than the White general who threatens us with a sharp sabre, riding a horse
that cost thousands’ [p. 166]). The Cossacks are also sometimes inspired by Lenin as in Surovkov’s
response to the article Lyutov reads aloud in ‘My First Goose’: ‘IIpaBaa BCSIKYIO HO3APIO MEKOYET
... J1a KaK ee M3 Ky4d BBITAlllUTh, @ OH ObET cpa3y, Kak Kypuua 1o 3epHy’ (p. 27), (‘truth tickles
every nostril ... and how is a man to pull it from the pile, yet Lenin hits it at once, like a hen

pecking a grain of corn’ [p. 123]).

However, despite these examples of Cossacks siding with revolutionary aims and expressing
approval for its leaders, it is not the only motivation for their actions and, as Stephen Brown argues,
they regularly use it as a cover to achieve their own ends.?** The Cossacks are accustomed to using
violence to settle scores and will, it seems, murder and plunder without needing political
justification. Prishchepa, for example, returns to his childhood home where neighbours seized his
parents’ property after they were taken hostage by the Whites. Lyutov recounts how Prishchepa
‘XOJTWJ OT OJTHOTO COCe/Na K IPyroMy, KpoBapasi MevyaTh €ro MmoJ0IIB TSHYJACh 3a HUM ciefqoM’ (.
52), (‘went from one neighbour to another, and the bloody imprint of his boot soles stretched after

him’ [p. 51]).

Babel does not explicitly interrogate the Cossacks’ motivations, which adds to the impression that
they act spontaneously and without analysing the reasons for their own behaviour. Falen
convincingly points out that Babel may have avoided analysing the motives behind Cossacks’

actions too thoroughly because of the potential psychological analysis has to diminish and expose

3 Brown, p. 39.

129



heroes.?** Thus, by preserving the image of Cossacks acting freely and spontancously, Babel’s

Cossacks appear as a stark contrast to his intellectual narrator, Lyutov.

The motivations of the Cossacks is just one of the Red Cavalry’s many themes. As we have seen,
Babel also discusses religion, freedom and the role of violence amongst other issues. The
constantly changing focus of the stories contributes to the sense that there is a lack of narrative
continuity. Falen, for example, suggests that plot and unity of theme play such a small part in the
stories that they often resemble lyrical poems more than traditional narratives.**® Danuta
Mendelson finds that metaphorically the structure of Red Cavalry reflects the nature of the Reds’
revolutionary struggle.*® She argues that both Babel’s text and the revolution itself were

characterised by chaos, but had a clearly defined aim.?’

The central aim of the cycle of stories is to portray Lyutov’s spiritual search for understanding.**®
In Crime and Punishment Raskolnikov’s actions are motivated by his intellectual ‘solution’ to a
problem, and in War and Peace Pierre attempts to find answers to his philosophical concerns.
Tolstoy’s The Kreutzer Sonata also portrays a male character using violence to re-order his world
(by murdering his wife) in accordance with his own need for certainty about his wife’s faithfulness.
Likewise, in Red Cavalry a male hero posits the key questions which are intellectual and cerebral
rather than emotional or intuitive. In this way, de Lauretis’ narratological framework can be used
very effectively to contribute to our understanding of Babel’s work. As the character who ‘poses,

investigates, and grapples with the main historical, ethical, and philosophical issues of the cycle’*°

%4 Falen, p. 134.

35 |hid., p. 50.

346 Mendelson, p. 115.

%7 bid.

%8 Hodgson makes a similar point about the poetry of Khlebnikov and Mayakovsky, suggesting that these
poets used their writing to interpret and understand the violence and war around them. Unlike Babel,
Khlebnikov and Mayakovsky used mythic worlds in their texts. See Hodgson in Howlett and Mengham, pp.
65-76, here p. 70.

9 Luplow, p. 8.
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the desire driving the narrative can clearly be said to be Lyutov’s. With some small exceptions, the

reader views most of the world of the text from Lyutov’s viewpoint.

Falen has argued that Red Cavalry is in part Babel’s ‘dialogue with himself.*** This argument
reflects the importance of understanding and knowledge in the development of heroes. Babel’s
struggle to locate himself between the seemingly conflicting Jewish and secular worlds of his
Odessa upbringing is mirrored in Lyutov’s philosophical search for meaning and value in the
political upheaval and violence of the war. However, | think that the relationship in Red Cavalry
between the author (Babel) and his narrator (Lyutov) is deeper than the influence of Babel’s
biographical details on his development of the personality of Lyutov. Carden argues, for instance,
that there is not a clear distinction between Babel and Lyutov.** Unlike other texts written in the
first person, such as Dostoevsky’s Notes from the Underground, the author and narrator in Red
Cavalry appear to be so similar that it is sometimes not apparent to the reader whose voice is
‘speaking’ during each section. Carden suggests that this closeness between author and narrator
functions to claim the reader’s belief.** | would agree that this device certainly adds a degree of
authenticity to the text, and it may be that this is necessary in order to make some of the most

shocking, and possibly otherwise unbelievable, stories credible.

It has also been suggested by Mendelson that Babel used skaz elements to add authenticity to what
may otherwise have read as a subjective autobiographical account.®*® Skaz is narration told in the
first-person which reflects the style in which the character would speak.** It particularly features

colloquial vocabulary and syntax as in the Kurdyukov’s correspondence with his mother in A

%50 Falen, p. 126.

%1 Carden, p. 124.

%52 |bid., p. 125.

%53 Mendelson, p. 114.
%4 Lodge, p. 18.
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Letter.®* Kurdyukov’s letter includes elements of formality such as: ‘Bo BTOpEIX CTpoKax cero
MUCbMa CIIely BaM OMKCAaTh 3a TMamanry, 4to OHW mopybamu Opata demopa Tumodenua
Kypatokosa Tomy Hazan ¢ rox Bpemenu’ (p. 7), (‘In the second bit of this letter I hasten to tell you
about Papasha, that he killed my brother Fyodor Timofeich Kurdyukov with his sabre about a year
ago’ [p. 97]). However, the writer then goes on to describe Fyodor’s death using more colloquial
expressions, describing the events vividly and without moderating his account out of concern for

his mother’s feelings:

U MManamra Hayana ®ento pe3ats, TOBOPS — MIKypa, KpacHas co0aka, CyKHH
CHIH W Pa3HO, W pe3ad JO TEeMHOTHI, TIoka Opar Demop Tumodend He

koHumicA (P. 7).

(And Papasha began to slash Fyodor with his sabre, saying: ‘Mercenary,
Red dog, bitch’s brood’, and various other things and he went on slashing

him until it was dark, and then my brother Fyodor Timofeich died [p. 97]).

These quotations show that skaz, as Rougle suggests, is often an incongruous mixture of styles in
which uneducated speakers, such as Cossacks, attempt to use ‘bookish” or more formal language.**®
The skaz episodes give the reader an insight into the individual personality, history and motivations
of their Cossack narrators, preserving, in Mendelson’s terms, the ‘highly personal character of the
work’.*" It may have been important for Babel to emphasise the individuality of his Cossack

characters to guard against the tendency to see them as one single amorphous group, as a

straightforward, dichotomous division of the characters into two groups of either Jews or Cossacks

%3 |bid.
%6 Rougle, p. 24.
%7 Mendelson, p. 114.
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is not adequate.®® Babel shows that there are both sympathetic and unsympathetic characters in
both groups. Andrew also argues that the use of skaz privileges the (male) ‘voice of violence’ as
hearing the stories recounted directly from the Cossacks’ perspective gives the reader a powerful

insight into the motivations behind their violent acts.***

But despite the presence of skaz elements in the cycle of stories, arguments about the centrality of
Lyutov’s role remain valid. The skaz stories are often included in the work because of their
relationship to the narrator. By this | mean that they have been told to Lyutov, or have some other
significance for him. ‘A Letter’, for example, was dictated to Lyutov by its sender and he claims

that ‘ono He 3acimyxuBaet 3a0BeHus’ (p. 6), (‘it does not deserve oblivion’ [p. 96]).

Babel’s use of metaphor is another device for decentring Lyutov as the text’s sole narrator. In her

important study of metaphors in Red Cavalry, Mendelson contends that:

through their metaphoric usage, Babel’s characters display many personal
traits which otherwise would have to be described by the author or the
narrator in an “authorial” commentary. At the same time, by presenting the
external world not as an ‘objective phenomenon’ but as it appears to, and is
experienced by, the individual characters, Babel is able to create a diversity

of points of view.*®

This argument is supported by Luck who also points to the distinctive imaginative appeal of

metaphors and the way in which they demonstrate the personality of their user.*** However, despite

%58 Carden, p. 121.

%% Andrew (1989), p. 18.
%0 Mendelson, p. 80.

31 | uck, p. 118.
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their acknowledgements of the role of other speakers in the narratives of the stories, both Luck and
Mendelson conclude that Lyutov is the character who unites the stories, giving them some degree
of coherence as a single cycle. Luck goes so far as to argue that Lyutov is ‘the lynchpin, the hub

around which all else revolves and through whom everything, or almost everything, is viewed.”®?

The importance of Lyutov as the text’s key point of reference, even for some of the skaz stories,
reinforces his position as a developing masculine hero. His search for both knowledge and
understanding could be seen as a particularly masculine search as it involves placing himself at a
distance from the subjects of his observation and defining himself positionally in relation to them.
Brown has pointed to the sense within Red Cavalry that the narrator is an outsider who provides the
opposing voice in each story.*®® Luplow goes further than this, arguing that the philosophical
distance between the narrator and the other characters and the strangeness of the environment to the

narrator, is what maintains the tension of each episode.®*

We have already seen how the text is
driven by Lyutov’s desire, and need, to find meaning in the chaos around him — to somehow
understand himself in relation to all the facets of his changing environment. This way of
considering Lyutov’s characterisation is inspired by Jean-Paul Sartre’s concept of the self which is
“for-itself” or ‘pour-soi’, engaging with the world of beings around it which can be characterised as
‘en-soi’ or ‘in-itself’.** In the example of Red Cavalry, | would argue that Lyutov is in the position
of the observer, a subject who tries to conceive of the Cossacks around him in a way which enables
him to draw conclusions about his own attributes. This fixes the Cossacks in the feminine role of

the ‘other’, as the objects the developing masculine hero uses to define his own self and to

understand his freedom to act in the world.

%2 Ibid., p. 122.

%3 Brown, p. 36.

34 Luplow, p. 14.

%5 As discussed by Wood, in Sartre (2000), pp. vii-xx, here p. xvi.
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Almost as if to further emphasise the significance of understanding for Red Cavalry, David Danow
suggests that the need for understanding itself is what separates Lyutov from the Cossacks.**®
Danow draws attention to the contrast between Lyutov’s ‘overwhelming desire to understand’ and
the sense of confidence the Cossacks seem to feel in the rightness of their actions, even when their
actions are extraordinarily violent.*®” However, as | have argued above, it is not so much that the
Cossacks reflect on their actions and judge them to be appropriate and proportionate. Instead the

guestion does not seem to arise; they are portrayed as acting spontaneously and impulsively and are

not burdened, as Lyutov is, by the weight of self-doubt.

I would contend, however, that Lyutov’s pursuit of understanding is more than a way to distinguish
his personality from that of the Cossacks around him. As an intellectual, Lyutov finds the extreme
violence of the war particularly shocking. Lionel Trilling suggests that Red Cavalry is an example
of ‘the powerful and obsessive significance that violence has for the intellectual’.’®® Danow also
refers to the ‘compelling need to understand’ which is created by sudden violence.** Lyutov may
feel that as an intellectual he should be able to conceptualise and make some sort of theoretical
sense of the events he witnesses. It is as though part of his quest in his journey of masculine
development is to prove his credentials as a member of the intelligentsia by showing he can

understand the actions of the Cossacks he has come to know well.

However, Lyutov wants more than mentally to understand the violence he sees around him. He
admires the Cossacks so much that he wants to act like them. In particular, he wants to ride a horse
competently and, significantly, to be able to kill. In ‘After the Battle’, Lyutov goes into battle with
an unloaded gun and is found out by Akinfiev who confronts him angrily. Although Lyutov cannot

explain his action to Akinfiev (pp. 110/221), earlier in the story he has used his role as narrator to

%66 Danow (1994), p. 48.

%7 1bid.

%8 As discussed in Hallett, p. 55.
%9 Danow (1994), p. 43.
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explain to the reader that ‘MHe caenanoch TONMIHO OT OJM30CTH CMEPTU U OT TeCHOTHI ee’ (p. 110),

([1] “felt nauseous from death’s proximity and its narrowness’ [p. 219]).

Luck describes Lyutov’s feeling of impotency at his inability to act in times of crisis,*” but | think
there is evidence in the text that Lyutov felt almost as though his very existence depended on

mastering his reluctance to kill. This quotation is taken from the last sentence of ‘After the Battle’:

JepeBHs 1uibLIa W pacilyxana, OarpoBas TJIMHA TEKIIA U3 €€ CKYyYHBIX PaH.
IlepBas 3Be3na OjecHyla HamIO MHOW M ymaia B Tydd. JlOKIb CTETHYJ
BeTJIBI U obeccuien. Bedep B3nmeren k HeOy, Kak cTas NTHIl, ¥ ThMa Hajena
Ha MCHS MOKpBIH CBOH BeHell. S M3HEMOT M, COrOCHHBIN MOJ MOTUIBHON
KOpPOHOM, TIOIIIeNT BIIEpea BEIMAIUBas y CyIbOBI MpOCTEHIIee U3 YMEHHH —

yMeHbe youTh yenmoBeka (p. 111).

(The village was floating and swelling, purple clay flowed from its dismal
wounds. A first star gleamed above me and fell into clouds. Rain whipped
the white willows and spent its force. The evening flew up towards the sky,
like a flock of birds, and the darkness laid its wet wreath upon me. | was
exhausted and, bent under the sepulchral crown, moved forward, begging

fate for the simplest of abilities — the ability to kill a man [pp. 221-2]).

Lyutov is so distraught at his continuing failure to kill that he perceives nature in metaphors that
emphasise death or injury. To Lyutov, even the stars are falling, the rain has spent its force, and the

village is wounded. He seems to imagine himself to be dying, as he is crowned with a wreath. It is

370 |_uck, p. 100.
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as though Lyutov feels that he will die himself if he cannot learn to kill.

Despite the constant development of ‘quests’ such as learning to kill, learning to ride a horse, and
gaining understanding of the Cossacks, which Lyutov does not quite succeed at, he expresses
himself in extremely artistic and original ways. The quotation above, for instance, demonstrates
how metaphors in Red Cavalry project the personal vision of the person to whom they belong.®
Mendelson’s description of the significance of metaphors, however, makes it clear that they have a
feminine quality to them which, | would argue, is unlikely to be valued as useful to heroes on the
path to masculine development. Mendelson points to metaphors as being a very personal, intimate

372 \We have

expression of personality with links to early childhood and to sensory cognition.
already seen that Lyutov struggles to repress his emotional response to killing and to develop the

kind of active masculinity he sees the Cossacks demonstrating.

Lyutov’s beautiful and intuitive ways of self-expression are not the only symbolically feminine
obstacle on his path to developing a unified masculine character. He is burdened by his physicality,
and in particular by his physical need to eat. Hallet has noted that only hunger leads Lyutov to
violence, and this occurs just twice - in ‘The Song’ and in ‘My First Goose’.>"® Danow agrees with
this analysis, arguing that food in Red Cavalry is ‘frequently a primary factor in dislocating

character’ >’

These themes are illustrated in each of the three stories I discuss in detail. ‘Crossing the Zbrucz’ is
the first story of the Red Cavalry cycle and it has been suggested that it is structurally crucial to the

whole cycle as Babel poses all of his key questions within this story.*”® The discoveries he makes

%71 Mendelson, pp. 46-7.
%72 |bid., p. 46.

373 Hallet, pp. 47-8.

374 Danow (1994), p. 45.
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in ‘Crossing the Zbrucz’ are then restated in other ways throughout the cycle.*’® That is to say that
Lyutov does not make any new discoveries after this story. The structure of the story, like many
others in the cycle, follows the pattern described by Lotman in which the hero enters an enclosed
space and is reborn. Rougle notes the symbolism of the act of crossing the threshold from the

‘normal world’ into a space characterised by torment and fragmentation.®”’

Babel’s use of imagery changes dramatically as the Cossack regiment crosses the river. Before they
cross the boundary the scenery is tranquil and almost pastoral: ‘Tlons mypmypHOro Maka IBETYT
BOKPYT' HAcC, INOJYACHHBIH BETep MIPAcT B JKEITEIOIICH p)KH, JEBCTBEHHAs Ipedyrxa BCTAET Ha
TOPU30HTE, KaK CTeHa JallbHEro MoHacThIps. Tuxas Bosbiab uzrudaercs’ (p. 1), (‘fields of purple
poppies flower around us, the noonday wind is playing in the yellowing rye, the virginal buckwheat
rises on the horizon like the wall of a distant monastery. The quiet Volyn is curving’ [p. 91]). Here
Babel seems to emphasise a sense of purity and even child-like playfulness as he describes how the
wind ‘wrpaer’ (‘plays’) in the rye and portrays the buckwheat as neBctBennas (‘virginal’),

comparing it to a monastery’s wall.

This quiet, serene atmosphere is quickly dispelled as the regiment cross the river: ‘3amax
BUepalIHe KpOBM W YOWTHIX JIOMIa[eil KamjeT B BedepHIO mpoxiany. llodepHeBmmii 30pyd
IIYMUT M 3aKpy4YHBaeT MIEHUCThIC Y3IIbI cBouX MmoporoB’ (p. 1), (‘the odour of yesterday’s blood and
of slain horses drips into the evening coolness. The Zbrucz, now turned black, roars and pulls tight
the foamy knots of the rapids’ [p. 91]). Rougle’s description of the new world entered by Lyutov at
this point as ‘fragmented and tormented’, seems apt as Lyutov’s new environment is characterised

by violence and death. 3

The contrast between these two descriptive passages show how Lyutov has moved rapidly from an

environment in which he felt reasonably secure and in which he could reflect on the beauty and

376 1bid.
" Rougle, p. 35.
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peacefulness of the flowers and the flowing river, to one in which he is confused and potentially in
danger.*” The river threatens to engulf the Cossacks as first the horses ‘ro cnuHy yXoasr B BoIy’
(p. 1), (‘sink into the water up to their backs’ [p. 91]) and then ‘kTo-TO TOHET ¥ 3BOHKO OPOYUT

ooropoauty’ (p. 1) (‘someone sinks and resolutely defames the Mother of God’ [p. 91]).

This sense of danger and confusion is significant because it brings into focus the conflict between
the “split, hesitant intellectual [and] the monolithic mentality of the man of action.”*®® A large part
of Lyutov’s quest on his path towards masculine development is the ability to act decisively, yet a

disorientating tone of degradation and destruction seems to permeate his surroundings.

Lyutov’s isolation is emphasised in the story, as if to highlight the individualism and independence
expected of masculine heroes. He is left alone in his billet with a pregnant Jewish woman and three
other Jews — one of whom is seemingly already asleep with his back to Lyutov. The Cossacks he
has been traveling with are no longer mentioned after the regiment has arrived in Novograd. The
Jews are portrayed as dehumanised and ‘other’ - they are unnamed, and are ‘pbDKHX ... C TOHKHUMHU
mesmu’ (p. 1), (‘red-haired ... with thin necks’ [p. 91]); ‘oHM TpBITAIOT ... MO-00€3bSHBHU, KaK

aroHIb! B iupke’ (p. 2), (‘they hop about ... monkey-like, like Japanese in a circus’ [p. 92]).

It is significant that these descriptive passages are told from Lyutov’s viewpoint as this supports de
Lauretis’ argument that the desire driving narrative is often that of the masculine character.
However, it has also been suggested that this story is an example of a peaceful domestic scene
contrasted with the brutality of war.*®' Askoldov’s film The Commissar (1967) features a similar
plot, in which a female commissar is billeted with a Jewish family for the duration of her

pregnancy. In the film, the peaceful domestic environment is repeatedly used as a contrast to the

9 Lyutov’s movement across this boundary reflects similar incidents of boundary-crossing in the texts |
have already discussed. Pierre, for example, leaves the city to travel to battlefields, Myshkin arrives in St
Petersburg from a remote clinic in Switzerland, and Anna transgresses society’s moral code by leaving her
husbhand.
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Commisssar’s previous life. While she is giving birth to her son, a montage of images of soldiers
pushing carts through mud and other images of battles show the memories and experiences she

draws on to help her through the pain and fear of childbirth.

The implication of the Jewish family’s previous, peaceful life together provides a striking contract
to the violence of the Soviet-Polish War. The domesticity of the family, their daily lives and shared
experiences pre-date Lyutov’s arrival and therefore occur outside of the text. These facets of their
lives remain undeveloped by Babel, and this contributes to a sense that the family members are
two-dimensional archetypes rather than fully developed characters. This has the effect of keeping
the focus of the narrative fixed on the central male hero and his perceptions of the conflict and his

responses to the distress and trauma it causes.

The family with which Lyutov is billeted differs significantly from the family in The Commissar
because of the evidence of violence and degradation in their home. In the room that he is to sleep in
Lyutov describes ‘pazBopoucHHbIC MIKA(HI ... 0OPHIBKY KEHCKUX 1TY0 Ha MOJTy, YEIOBEYCCKUM Kall
1 YEepEnKH COKPOBEHHOW MOCY[IBI, YIOTPEOIIOMENcs y eBpeeB pa3 B Togy — Ha macxy’ (p. 1),
(‘ransacked wardrobes, on the floor scraps of women’s fur coats, pieces of human excrement and
broken shards of the sacred vessels used by the Jews once a year, at Passover’ [pp. 91-2]). This
description points to the trauma that this family has experienced already as a result of the conflict,
and challenges any associations the narrator or reader may have made between domestic life and
feelings of security and safety. Instead the violence, chaos and degradation of the fighting have

clearly intruded even into the supposed safety and sanctity of a religious family’s home.

Despite his isolation and disorientation, Lyutov must find ways to interact with the family he is
billeted with and to respond in some way to his situation. Babel has already stated that ‘mocThbI
paspymensr’ (p. 1), (‘the bridges have been destroyed’ [p. 91]), which indicates that there is no
easy way out of the enclosed space Lyutov finds himself in. Even the moon, which was earlier

described as ‘BemmuaBas’ (p. 1), (‘majestic’, [p. 91]) seems to be a casualty of the all-pervading
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desolation: ‘Bce yOMTO THINWHON, M TOJNBKO JyHa, OOXBAaTWB CHHUMH PYKaMH CBOIO KpPYTJYIO,
Onenrytiyto, OecIiedHyo rojoBy, Opoaskut mox okHoM™ (p. 2), (‘all has been murdered by silence,
and only the moon, clasping her round, shining, carefree head in blue hands, plays the vagrant

under the window’ [p. 92]).

In the enclosed space of Novograd, in which even the moon seems to be homeless and dislocated,
Lyutov tries to act as an existentially free individual, making sense of, and changing, his
environment. But, while the ‘space’ he finds himself in is physically enclosed and shut off,
Lyutov’s spiritual and psychic world is also constricted. His conflicting allegiances function to
make it hard for him to respond to his environment in a consistent way. He tries to draw, for
instance, on his allegiance to the Cossacks and his determination to act like them. Rougle suggests
that his insensitivity towards the pregnant woman is demonstrative of his perception of himself as
part of the Cossack collective.®® He does not respond sympathetically to the intrusion of the
violence into their presumably peaceful previous lives, but simply orders the woman to clean up

and tells them that ‘rpsizHo xuBete’ (p. 1), ([you live] ‘dirty lives’ [p. 92]).

Addressing the family in this way may reflect the way the Cossacks would respond to the situation,
rather than the way Lyutov might have responded to the family if he had drawn on his upbringing.
But Rougle also argues that the fact that Lyutov recognised the broken crockery as being that used
to mark the Jewish Passover feast points to the continuing importance of his Jewish identity.*** So,
however Lyutov may try to identify with the Cossacks and act like them, he cannot forget the
culture in which he has been raised and he cannot fail to notice the significance of the broken

crockery and this powerful image of the desecration of a Jewish home.

Lyutov’s religious upbringing, and continuing sense of identification with Jews, may be one reason

for the tone of admiration he uses to relate the ending to the story. The woman wakes him in the

%2 Rougle, p. 27.
%83 |bid.
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middle of the night because he is shouting and moving around in his sleep. It then becomes clear to
Lyutov that the man who he thought was sleeping beside him is in fact the woman’s dead father
who was murdered by the Poles. Lyutov is awoken from his fitful sleep to another reminder of the
horror caused by the conflict. The man’s ‘TyioTka ... BEIpBaHa, JUIO pa3pyOIeHO MOIMOIaM, CHHSS
KpOBb JISKHUT B €ro 0opoje, kak Kycok cBuHLa (p. 2), (‘gullet has been torn out, his face has been

cleft in two, dark blue blood clings in his beard like pieces of lead’ [p. 92]).

Despite Lyutov’s earlier insensitivity to the woman’s plight, he now recounts her description of her
father’s bravery and consideration for her: ‘momsiku pe3anm ero, ¥ OH MOJIICS UM: “yOeiTe MeHS

999

Ha YepHOM JBOpE, YTOOBI MOS I0Yb HE Buiena, Kak s ympy” (p. 2), (‘the Poles were murdering

him and he begged them: “Kill me out in the backyard so that my daughter doesn’t see me die™”
[pp. 92-3]). It is clear that Lyutov was not the first participant in the conflict to treat the family with
disdain as the woman goes on: ‘HO OHHM cIeJaJId TaK, KaK UM OBLIO HY>KHO, — OH KOHYAJICS B DTOU

KoMHate u jxymain 060 mHe’ (p. 2), (‘But they did what suited them. He died in this room, thinking

about me’ [p. 93]).

In ‘Crossing the Zbrucz’, then, the narrator enters the enclosed physical and emotional space of the
home and while he is there changes his perception of the characters around him. This change is
effected largely through the actions of the woman who allows him to sleep next to her dead father
(although he is a stranger and she clearly loves her father and treasures his memory). The tropes of
sleep/death and re-awakening/re-birth are also extremely important in this short narrative as they
mark the boundaries between the attitude Lyutov held towards the family at the beginning of his

encounter with them and his realisation of its members’ strength and devotion to each other.

The role played by the unnamed Jewish woman is therefore significant in de Lauretis’ terms as she
contributes to the sense of constriction and domesticity which confine Lyutov and force him to
respond. She also plays the role of Lyutov’s helper, or midwife, as he is re-born and changed by his
encounter with the family. These themes of quest, death and rebirth are addressed again in ‘My
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First Goose’. Rougle has described this story as the first one in which the reader witnesses
Lyutov’s active attempts to win the approval of the Cossacks.®® Images of death permeate this
story, as Andrew has already noted. He highlights the significance of death in ‘My First Goose’ by
pointing to repeated references to darkness and dying.®®*® The story is set in the evening, for
example, and the way in which the narrator is left at the boundary to the yard by the billeting

officer is reminiscent of heroes descending into the ‘world of the dead’.*®

Babel again uses metaphoric descriptions of nature to convey a sense of atmosphere and to
communicate the mood of his narrator. As Lyutov and the billeting officer arrive at the yard, Babel
writes that: ‘kpyrias u skenTasi, Kak ThIKBa, YMUPAIOIIEe COJTHIIC UCITYCKaJIo Ha HeOe CBOW PO30BBIi
oyx’ (pp. 25-6), (‘in the sky, round and yellow as a pumpkin, the dying sun breathed its rosy last’
[p. 120]). This description captures both the sense of innocence being lost — the sun is ‘po3oBbrit’
(‘rosy’) — and also a sense of melodramatic finality. If the sun itself is dying, rather than sleeping
for example, this conveys a feeling that the world itself is ending. Although the narrator does not
explicitly state that he is frightened or feels that the events in this story mark a decisive turning

point, his use of metaphors clearly communicate these emotions.

The billeting officer hints that Lyutov might be in real danger from the Cossacks. He points to the
physical and intellectual differences which set Lyutov apart from the Cossacks: ‘Ter u3
KHHJIepOaJib3aMOB, — 3aKpU4ajl OH, CMEsCh, — U OYKHM Ha Hocy. Kakoil mapmuBenbkuii!’ (p. 25),
(““so you’re a milksop, are you?” He shouted, laughing. “And with glasses on your nose, too, what
a wretched little ...”” [p. 120]). And significantly, the billeting officer goes on to state that: ‘a Tyt
pexyT 3a ouku’ (p. 25), (‘they’ll kill a man for glasses here’ [p. 120]). Babel’s melodramatic
description of the sun breathing its last may, therefore, be intended to convey the sense of finality

and danger felt by Lyutov.

%4 Rougle, p. 40.
%5 Andrew (1996), p. 223.
%88 1bid.
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Lyutov’s awareness of the difficulty he will have in fitting in with the Cossacks is evident from the
story’s opening when he describes Savitsky, the Divisional Commander: ‘I ynuBuics kpacote
rurantckoro ero tena’ (p. 25), (‘I was astonished by the beauty of his gigantic body’ [p. 119]).
Then, the billeting officer also demonstrates his superior physical strength by carrying Lyutov’s
trunk, a fact that is clearly significant as, despite the sparseness of the text, Babel writes twice that
the billeting officer is carrying the trunk (pp. 26/120) and then draws attention to this again by

telling the reader when he puts it down (pp. 26/121).

Lyutov then, arrives at the yard having been confronted by a display of masculinity he knows that
he cannot replicate, but also knowing that his life may be at risk if he cannot demonstrate his own
abilities to the satisfaction of the Cossacks. He is told by the billeting officer that the way to
demonstrate these abilities is to ‘A HUCHOPTH BBl JaMy, CaMyl0 YHCTCHBKYIO AaMy, TOTAa BaM OT
OoiirmoB macka’ (p. 26), (‘lay a finger on a lady, the properest lady that ever was, and our fighting
lads will give you a fond caress’ [p. 120]). Women are, therefore, even from the inception of
Lyutov’s ‘quest’ objectified as the means through which he can achieve a state of masculinity and

acceptance with the Cossacks.

In a way, the promise of fond caresses may be interpreted as going beyond offering Lyutov
acceptance. ‘Fond caresses’ are suggestive of familial, or maybe romantic and homoerotic
affection, rather than the ambiguous acceptance of comrades. The overtones of intimacy may even
suggest aspects of erotic submission as Lyutov will be receiving the affection from Cossacks who
are feminised by giving intimacy that is usually provided by women. Lyutov is therefore promised
more than the respect of the Cossacks - perhaps even the ability to command their favours - if he

can seduce a lady.

There are, however, no ‘pure ladies’ in the scene. The woman who owns the house and the yard is
‘crapyxa’ (p. 26) (‘old’ [p. 121]), has eyes that are ‘monyocnenmmx’ (p. 26) (‘blind’ [p. 121]) and
is not in any way portrayed sexually. In another example of the overtones of death which pervade
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the whole story, the old woman tells Lyutov that ‘ot aTux nen s xenato nmosecutbes’ (p. 26), (‘all

this business makes me want to hang myself” [p. 122]).%’

Andrew has pointed to the way in which most female characters in Red Cavalry are unnamed and
marginal to the plot.*® The woman in “My First Goose’ is a good example of this. She is weak and
powerless, unable to defend herself or to have any influence over events even in her own home.
The only response left to her is to express her longing for death, which unlike Dolgushov’s desire,
is left unheeded. Lyutov does not even respond sympathetically or acknowledge her distress in any
way. His response to her has similarities with his initially dismissive treatment of the Jewish
woman in ‘Crossing the Zbrucz’. After the woman has expressed her wish to hang herself he
responds: ‘T'ocroma bora mymry maTth, — mpobopmoTan s Torga ¢ AOCAIO0W W TOJKHYJ CTapyxy
KYyJIaKOM B TPYIb, — TOJIKOBATh TyT MHe ¢ Bamu (p. 26), (““Mother of the Lord God and my soul,” I
grumbled in vexation then, and gave the old woman a shove in the chest with my fist. “Do I have to

999

discuss it with you ...”” [p. 122]). Lyutov both physically pushes the woman away from him,
increasing the physical space between them, and also intellectually distances himself from her by

refusing to engage in a dialogue about her desperate emotions.

Andrew argues that the nameless, marginalised women in Red Cavalry are often symbolic of
‘something in male destinies’.*® There are certainly similarities between the narrator and the old
woman — they both wear glasses and they are both pushed around by those who are stronger than

they are.>

It seems likely, given the billeting officer’s criticisms of Lyutov, his strong desire (and possible
need) to win the respect of the Cossacks, and the similarities between himself and the old women

that his actions towards her were motivated by his rejection of the characteristics he shared with

%87 Andrew (1996), p. 223.
%88 Andrew (1989), p. 1.
%9 |bid.

3% Andrew (1984), p. 76.
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her. As Andrew has contended, by pushing her aside and ‘oTBepuyBsimcs’ (p. 26), (‘turning away’
[p. 122]) from her, he was demonstrating his own unwillingness to be an ‘eternal victim’.**" Just as
Raskolnikov was unable to acknowledge the humanity of the pawnbroker, but killed her to fulfil his
desire to prove he was extraordinary, Lyutov cannot engage with the old woman or her distress. He

distances himself from her to demonstrate his otherness.

It may be arguable that Babel’s descriptions of the old woman as old and blind help to facilitate
Lyutov’s rejection of the woman (and those aspects of his own self which he finds ‘undesirable”).
She is represented as an archetypal victim figure,®**? but Andrew and Shcheglov also go further and

suggest that elderly women are encoded as witches in Babel’s work.*

I would contend, therefore, that Babel’s characterisation of the old woman in this very specific way
demonstrates the centrality of the masculine quest in ‘My First Goose’. The woman is central to
Lyutov’s fate as he meets her at the ‘symbolic crossroads of his life’ and as such she is
characterised in a way that meets his needs.*** Her association with death helps the hero to define
and express his own vitality in opposition to her failing body and her despair gives him the
opportunity to demonstrate his ‘manly’ disassociation with emotions and sentiment by responding

harshly to her need.

The central event in the narrative, Lyutov’s killing of the goose, therefore takes place against the
background of his rejection of the old woman.>* He turns away from the woman, sees ‘ayxyro
cabiio, BaNsBIIYIOCS Hemojaneky’ (pp. 26-7), (‘someone else’s sword lying on the ground’ [p.
122]) and a ‘cTporuii rych maTayics mo IBOPY M Oe3MSITEIKHO YnUCTHI TIephs (p. 27), (‘stern goose

. wandering about the yard, serenely preening its feathers’ [p. 122]). Lyutov’s use of another

man’s sword may indicate that he is about to do something uncharacteristic, while Babel’s

%1 1bid.

%2 Ibid., p. 75.

%% Andrew (1989), p. 12. See also Shcheglov (1994), pp. 666-7.
3% Andrew (1984), p. 75.

% Andrew (1996), p. 223.
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description of the goose suggests a coquettish femininity. It is preening itself and appears to take
that task very (comically) seriously. Lyutov Kills the bird in a sudden display of violence: ‘4
JAOTHAJI €ro W HNPUTHYJ K 3€MJIC, T'yCHHas roJioBa TpCCHYyJa MO MOHMM CalloroM, TpeCHyJia H
moTekia. bemas miest Oplia pa3ocTiaHa B HABO3€, M KPBUIbS 3aXOIMIN Hall youTon rruteid” (p. 27),
(‘I caught up with it and bent it down to the ground; the goose’s head cracked under my boot,
cracked and overflowed. The white neck was spread out in the dung, and the wings began to move

above the slaughtered bird’ [p. 122]).

The death of the goose seems to be a direct response to the billeting officer’s exhortation to Lyutov
to ‘ucnopth BBI Aamy’ (p. 26), (‘to lay a finger on a lady’ [p. 120]) and as such it seems to be a
partial success in that it wins Lyutov the Cossacks’ acceptance. As Carden suggests, Killing the
goose is an alternative to raping a woman, and the presence of rape as an undertone to the story
gives it a sinister edge.**® Rougle also notes that the killing is a heroic deed which has elements of
sexual conquest.®” However it also serves as an example of Lyutov’s ultimate inability to kill
people, and as Rougle suggests, its relatively trivial nature makes a ‘mockery’ of Lyutov’s
‘manhood’.**® In fact, the killing of the goose is as far as Lyutov ever comes to learning to kill. By
the end of the Red Cavalry cycle of stories Lyutov has only killed the goose and some bees.**
Nonetheless, despite its shortcomings, Lyutov’s act of killing the goose does provoke a change
both in the way the Cossacks respond to him and also in the way he perceives the natural world.
Although the Cossacks ‘cuienu HeIBHKUMO, IPSIMbIE, KaK KPEIbl, U He CMOTpeu Ha rycs’ (p. 27),
(‘sat unmoving, straight as priests and had paid no attention to the goose’ [p. 122]) when Lyutov
returns to the yard ‘romsace’ (‘in torment’) having left briefly to clean the sword (pp. 27/122) their
attitude towards him has changed: ‘Bparumka — ckazan mue Bapyr CypoBKOB, cTapiiuii u3
Ka3aKoB, — CaJlliCh C HAMH CHEJIaTh, TIOKeJe TBOU rych jgocneet (p. 27), (‘“Brother”, Surovkov, the

most senior of the Cossacks, said to me all of a sudden, “sit down and have some of our grub until

%% Carden, p. 100.

%7 Rougle, p. 40. See also Andrew (1984), p. 75.
%% Rougle, p. 40.

399 Andrew (1989), pp. 19-20.
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your goose is ready’ [p. 122]).

The Cossacks’ acceptance of Lyutov is meaningful as they now embrace some of those traits, such
as his intellectualism, that they initially rejected. As they eat, one of the Cossacks asks Lyutov to
read a newspaper article aloud and Lyutov complies ‘TpoMKo, Kak TOpKECTBYIOIIMI Tiyxoii’ (p.
27), (‘loudly like a deaf man triumphant’ [p. 123]). Lyutov’s attempt at violent masculine action

seems to have been successful to the extent that he has won the Cossacks’ affection.

It is noteworthy that, in addition to the femininity of the old woman and the goose, images of the
feminine are also significant at the end of Lyutov’s ‘quest’. He describes how: ‘Beuep 3aBepHyn
MCHA B JXUBHUTCIIBHYIO BJIary CYMEPC€UHBIX CBOUX IIPOCTBIHB, BE€UYCD MNPHUIIOXKUIT MATCPUHCKUEC
JaJ0HM K IbutaroneMy moemy Joy’ (p. 27), (‘The evening tucked me up in the life-giving moisture
of its crepuscular sheets, the evening placed its motherly palms on my burning forehead’ [p. 123]).
Since he has killed the goose, the natural world no longer reminds of the Lyutov of finality and
mortality. Instead Lyutov is comforted and nurtured by the evening which reminds him of a
mother. De Lauretis, as I noted in my Introduction, argues that ‘the boy has been promised, by the
social contract he has entered into at his Oedipal phase, that he will find a woman waiting at the
end of his journey’ (italics de Lauretis’).*®® However, I would develop de Lauretis’ argument
slightly to suggest that the successful hero does not find just any generic woman awaiting him at
the end of his quest. Instead he finds a woman who has the particular characteristics that he needs

or desires.

In the case of Lyutov, at the end of ‘My First Goose’ for example, the comforting, reassuring
sensations he attributes to a feminised image of nature may be seen as remedying his earlier fear
and disorientation when he arrived at the yard. Lyutov’s new feelings of comfort and security are

reflected in the final paragraph of the story in which he also describes an intimacy with the

0 de Lauretis (1984), p. 133.
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Cossacks which he could not have imagined at the outset of the narrative: ‘MbI cianu 1ectepo
TaM, COTPEBasICh APYT OT APYra, C MEepPenyTaHHBIMHA HOTAMU ... 51 BHIEN CHBI ¥ JKCHIIMH BO cHe’ (P.
27), (‘Six of us slept [in the hayloft], warming one another with our bodies, our legs tangled
together ... I had dreams and saw women in my dreams’ [p. 123]). Yet, despite the seemingly
peaceful conclusion to the story, Babel hints that Lyutov remains haunted by his act of relatively
minor violence. His heart is ‘ob6arpennoe youiicteom’ (p. 27), (‘stained crimson with murder’ [p.

123]).

The final story I will analyse in detail is ‘The Rebbe’s Son’, in which the eponymous character
shows that he values both his Jewish heritage and the ability to fight for a cause. In this way he
provides a stark contrast to Lyutov who cannot completely overcome his inability to kill. ‘The
Rebbe’s Son’ was originally the last story of the Red Cavalry cycle until Babel added ‘Argamak’ in
1932.%" One theory offered by Falen is that ‘Argamak’ was added to provide a less sombre ending
than ‘The Rebbe’s Son’.*®? In ‘Argamak’ Lyutov is shown riding his horse confidently and in a

way that does not single him out from the Cossacks:

S eay MMMO HUX, OHU HE MOJHHUMAIOT HAa MEHA Trja3 ... PaBHomaymue ux
0003HaYaeT, 9YTO HUIETO OCOOCHHOTO HET B MOEH MOCalKe, 5 €3)Ky, KaK BCe,

HEYero Ha MEHs CMOTpeTh. 51 ckady cBoeil Joporoii u cuactiaus (P. 118).

(I rode past them, they did not raise their eyes to me ... Their indifference
signified that there was nothing special about my manner of sitting in the
saddle, I rode the way everyone else did, there was no reason to look at me.

I galloped on my way and was happy [p. 229]).

This final story ends with Lyutov expressing his satisfaction at the measure of acceptance he has

0 Carden, p. 49.
2 Falen, p. 199.
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attained: ‘Con Mol ucronamiicsi. Kazaku mepecraiu npoBokaTh ri1a3aMd MEHsSI M MOIO Jiommaas’ (.

121), (‘My dream was fulfilled. The Cossacks stopped following me and my horse with their eyes’

[p. 233]).

This sense of resolution, however, is not complete as although Lyutov fulfils his ambition of
learning to ride a horse, he is not shown in this story resolving the many other questions about his
identity with which he has grappled throughout the cycle.””® His relationship with his Jewish
upbringing and his attitudes towards love and women, for example, are discussed in more detail in
‘The Rebbe’s Son’. The other reason for my decision to treat this story rather than ‘Argamak’ as
the final narrative of the cycle is that the questions about Lyutov’s identity are addressed in a
similarly nuanced and ambiguous way in ‘The Rebbe’s Son’ as in the rest of Red Cavalry. That is,
the seemingly sudden sense of resolution offered in ‘Argamak’ appears to reflect Babel’s desire to
comply with literary convention and to make his work feel complete in the eyes of his readers. ‘The
Rebbe’s Son’ seems to be a more fitting end to the cycle as it offers a partial resolution, but as with
so many of the other Red Cavalry stories, also raises questions and gives the sense that Lyutov will

continue developing.

The story begins with Lyutov reminiscing about a Sabbath he had marked with a Rebbe - Gedali -
and his son. This poignant scene is set against a backdrop of war, but Lyutov describes details such
as Rebbe Motale Bratslavsky ‘BuenuBmucs B Tanec uctieBmmMu nansuamu’ (p. 115), (‘clutching
his prayer shawl in his worn fingers’ [p. 225]) and ‘cmemnoii’ (p. 115) (‘absurd’ [p. 225]) Gedali
‘packaurBal METYLIMHBIC MEPHILIKYA CBOETO IMIMHAPA B KpacHOM AbIMy Beuepa’ (p. 115), (‘waving
the cockerel feathers of his top hat in the red smoke of the evening’ [p. 225]). Rougle argues that
this story shows Lyutov searching again for contact with his Jewish identity.*** This return to the
religion of Lyutov’s (Babel’s) childhood would explain the emotive and nostalgic tone of the

opening passages of ‘The Rebbe’s Son’.

3 Sicher, p. 12.
%% Rougle, p. 54.

150



Despite the positive imagery of the scene, Lyutov’s description of the prayers shows that he still
feels a degree of ambiguity towards Judaism. The candles are said to have ‘xuminsie 3pauku’ (p.
115), (‘predatory eyes’ [p. 225]) and the Jews bending over prayer books ‘riayxo cronamn’ (p. 115),
([were] ‘groaning hollowly’ [p. 225]). While Lyutov may be feeling drawn to his religion and the
comfort and sense of moral guidance associated with it, he still seems unconvinced by its vitality.
The light of the candles is described as ‘moxoponnom’ (p. 115), (‘funereal’ [p. 225]) and death is
evoked again in Lyutov’s memory of Ilya, whose face is described as ‘Oe3xu3HeHHOE, TOKOPHOE,
npekpacHoe’ (p. 115), (‘lifeless, submissive, handsome’ [p. 225]). By referring to Ilya as ‘ceiHa
pabowu, nocnenuero npunia B quHactun’ (p. 115), (‘the Rebbe’s son, the last prince of the dynasty’
[p. 225]) Lyutov also suggests that this may be a religious community that is unlikely to be able to

sustain itself beyond the next generation.

Ilya, however, provides a contrast to Lyutov’s constant sense of being torn between two identities.
Four months after the Sabbath prayers, Lyutov encounters Ilya, who is fatally wounded, and cares
for him until he dies. Aspects of Ilya’s life experiences and his attitudes emerge during the
conversations he has with Lyutov and through the collection of items Lyutov finds in his
possession. Milton Ehre argues that llya found a way not to reconcile contradictions, but to accept
and live with them.*®® For example, Ilya’s strongly held religious beliefs do not stop him fighting.
He left his mother to join the Red Army, telling Lyutov that ‘marte B peBostornuu — 3mm3oa’ (p.

116), (‘in a Revolution a mother is a minor episode’ [p. 227]).

However passionately Ilya feels about the Revolution, however, he still keeps ‘reminders of other

ways’.*® This can be seen in the following quotation:

3,Z[€CI> Bce OBLIO CBallcHO BMECTE — MaHAaTbl arutatropa MW MNaMITKU

%% Ehre in Rougle, pp. 94-114, here p. 108.
%% |bid., p. 110.
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eBperickoro mnosta. Iloprpersl JlenmHa u MailMoHuAa JeXald pPAIOM.
VY3noBatoe kene3o JEHUHCKOTO uepena M TYCKIBIA ILIEIK MOPTPETOB
Matimonuaa. llpsae JKEHCKMX BOJIOC ObUIa 3aJ0XKEHa B KHUXKKY
nocranoBnenuit Illectoro chezna nmapTuu, U Ha MOJISIX KOMMYHUCTHYECKHUX
JIUCTOBOK TECHWIHWCh KpPHUBBIE CTPOKH JPEBHEEBPEUCKUX  CTUXOB.
IledyanbHbIM U CKYNBIM JIOKAEM TaJald OHU Ha MEHs — cTpaHulibl ‘IlecHu

NecHel’ 1 peBoJIbBepHbIC NaTpoHsI (P. 116).

(Here everything was dumped together — the warrants of the agitator and
the commemorative booklets of the Jewish poet. Portraits of Lenin and
Maimonides lay side by side. Lenin’s notorious skull and the tarnished silk
of the portraits of Maimonides. A strand of female hair had been placed in a
book of the resolutions of the Sixth Party Congress, and in the margins of
communist leaflets swarmed crooked lines of the Ancient Hebrew verse. In
a sad and meagre rain they fell on me — pages of the Song of Songs and

revolver cartridges [pp. 226-7]).

As Ehre suggests, llya actively chooses to participate in the violent struggle of the Revolution
alongside other men, but he also refuses to deny the feminine aspect of his nature.*’” This argument

is also supported by Luplow who highlights Ilya’s courage and ability to act decisively.*®

In conclusion, then, T have shown how de Lauretis’ development of Lotman’s and Propp’s ideas
can be used to explain elements of Babel’s characterisation of Lyutov as a masculine hero.
Lyutov’s character unifies the cycle of short stories and provides the driving force behind the
narrative. This is even true for many of the short stories which are not told through Lyutov’s first

person narration, such as the skaz stories. As de Lauretis would argue the ‘desire’ is Lyutov’s, and

7 1bid.
%98 |_uplow in Rougle (1996), pp. 69-93, here p. 85.
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the stories seem to be selected for inclusion in the cycle because they illuminate some aspect of his
development. Lyutov’s strong cerebral desire is to understand his surroundings and the motivations
of the Cossacks and to somehow resolve the conflict between his experiences of the battlefield and
his religious heritage. This powerful desire, which drives much of the narrative, could be
interpreted from a feminist perspective as particularly masculine in its focus on abstract

comprehension.

Lyutov is the only character shown to reflect on the violence and upheaval around him and to
wrestle with issues of identity. Significantly he undertakes his metaphorical quest alone, with no
other character acting consistently as his friend, travelling companion, or equal. He is an

independent, existentially alone, masculine hero.

This analysis of Red Cavalry has also demonstrated that there are examples of female characters
acting as ‘helpers’ for masculine cycles of death and rebirth in early twentieth-century Russian
texts as well as in nineteenth-century works by Dostoevsky and Tolstoy. The unnamed Jewish
woman in ‘Crossing the Zbrucz’ wakes Lyutov up and shows him the ‘truth’ of his situation, and
the Kkilling of the goose (which is coded as feminine) wins Lyutov acceptance amongst the
Cossacks. The voices of these female characters or symbols are, however, marginal to the text.
When they do express thoughts, opinions, needs or emotions (like the elderly woman in ‘My First
Goose’) these are disregarded by the central male character whose desire is the focus of the

narrative.
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4. Fantastic Flights: The Role of Feminine Supernatural Powers and the Endurance of a

Male-Authored Text in Bulgakov’s The Master and Margarita

In this chapter | consider how themes of creativity and the supernatural function in Bulgakov’s The
Master and Margarita to influence the development of masculine heroes and the portrayal of

female characters.*®

The Stalinist society in which Bulgakov was writing had a profound influence
on the text and in this chapter I consider the ways in which the particular oppression Bulgakov
experienced shaped the theme of masculine heroes trying to create unified, coherent identities. The
power to imagine alternative worlds and realities is crucial to this characterisation of the masculine
quest in The Master and Margarita. | will show that although Margarita is arguably the female

character with the greatest ability to move and transgress boundaries in my thesis, she remains fixed

in the role of supporting the development of masculine characters.

I will, therefore, begin by looking in detail at the structure of The Master and Margarita, the role of
magical realism as a feminine narrative strategy, and the novel’s historical context, before moving
on to look at the development of Bulgakov’s characters with reference to all of these themes.*™° |
will look first at Ivan Bezdomny, considering the ways in which he develops as a masculine hero
throughout the novel, and then discuss the relationship between the Master and Margarita. Just as
Margarita’s role in the novel is defined in relation to the Master, another important
feminine/masculine pairing in the novel is the juxtaposition of Pilate with the relatively feminised
character of Yeshua. In the final section of this chapter | explore the encounter between Pilate and
Yeshua, drawing parallels between the characterisation of Yeshua and that of Dostoevsky’s
Myshkin. Like the relationship between a strong masculine character, Rogozhin, and the feminised
Myshkin in The Idiot, my discussion of the encounter between Pilate and Yeshua will provide

another example of the pairing of two male characters who are portrayed as having opposing sets of

feminine and masculine characteristics.

%% The complicated publication history of this text means that no definitive publication date can be given.
9 The term ‘magical realism’ was coined in the mid-1950s. It is therefore applied to Bulgakov somewhat
anachronistically, but demonstrates how innovative his technique was.
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Bulgakov wrote The Master and Margarita during the 1920s and 1930s and was still editing the
final draft when he died in 1940. A censored version of the text was published in the journal
Moscow in 1966 and 1967 and Kalpana Sahni describes how this led to the ‘first resurrection’ of
popular interest in Bulgakov.*** The ‘second resurrection’ came when The Master and Margarita
was published in full in the Soviet Union in 1973.*** This gradual publication of the full text so
many years after it was first written is significant. The novel’s popularity shows that its themes
have the power to move and engage readers despite the profound changes that took place in Soviet
society between the writing of the text and its eventual publication. Sahni goes so far as to argue
that: ‘No novel has had such an impact on Soviet culture in the latter part of the twentieth century as

The Master and Margarita.”**®

Bulgakov’s use of magical realism and the very unusual structure of The Master and Margarita are
two elements which have been particularly influential on other writers, including writers outside

Russia, such as Umberto Eco and Salman Rushdie.***

Marianne Gourg, in particular, argues that the
structure of a ‘book within a book’ is one of Bulgakov’s most characteristic devices.*® The
oppressive social context Bulgakov experienced in Russia during the 1920s and 1930s provided an
environment conducive to the use of magical realism, as the interplay between the ‘real’ and
‘fantastical” worlds of magical realist texts reflect the constrictive, ‘real” world of Soviet society in
which individuals tried to retain a sense of spiritual freedom in the inner lives. Against a

background of fear and oppression writers had to find ways to express their ideas using satire,

analogy and fantastical devices rather than publishing explicit criticisms of the regime.

The Master and Margarita was, therefore, written against this context of the persecution of writers
and thinkers who disagreed with the regime. Bulgakov was deeply concerned about the

independence of writers and their ability to write the truth as it appeared to them. Imagination was

1 5ahni in Milne (1995), pp. 201-10, here p. 201.

412 1hid.

3 |bid., p. 203.

4 Cornwell in Milne (1995), pp. 225-231, here p. 230. See also Milne (1990), p. 262.
% Gourg in Milne (1995), pp. 109-14, here p. 114.
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an important part of the writer’s ability to convey this truth, partly because of the ingenuity needed
to use analogy and satire to convey messages and meaning through literature which was censored
by the authorities. However, imagination was frequently stifled by the oppressive conformity
expected of Soviet citizens. Yevgeny Zamyatin, whose creative career overlapped with
Bulgakov’s,"® wrote about Onestate’s attitude to imagination in We (1921): ‘®antasus. J10 —
YepBb, KOTOPBIA BBITPBHI3AET YEpHBIE MOPIIMHBI Ha JI0y. DTO — NHUXOpajaka, KOTopas TOHUT Bac
Oexarhb BCe Jajlbli€ — XOTA OBl DTO «JaJbIIC» HAYMHAJIOCh TaM, I'I€ KOHYACTCA CUHACTHC. 910 —

*7 (‘Imagination: This is the worm that eats out black

nocienHsas 6appukaza Ha MyTH K CYACTBIO,
wrinkles on the brow. This is the fever that drives you to run farther and farther even though that
“farther” began in the place where happiness ends. This is the last barrier on the path to

happiness’).*®

The way that Bulgakov wrote his great work in secret during the last twelve years of his life (at one

19 the concealment of the

point burning it, in an intriguing parallel to the actions of his protagonist),
document, its struggles with censorship and gradual publication, all reinforce the themes Bulgakov
addresses within the text of the artist’s struggle to write the truth and to be heard by his society.
Imagination and creativity were important acts of resistance in this struggle. In rejecting the
conformity imposed by the Soviet authorities, Bulgakov used magical realism to express his ideas.
The shifting, fragmented nature of his text reflects Irigaray’s description of women’s sexuality as

multiple and diverse.*?

Madelon Sprengnether expounds Irigaray’s ideas, arguing that her focus on
the differences between female and male sexuality undermines the singular status and authority of

the phallus.*** This rejection of the phallus’ singular status also involves a rejection of traditional

narrative structure. As Serena Anderlini D’Onofrio shows, narratives have conventionally mirrored

18 Curtis, p. 12.

7 Zamyatin, Y., My (Bristol Classical Press, London, 1994) pp. 102-3.

8 Zamyatin, Y., We (Penguin, London 1993), p. 173.

9 Curtis, p. 2.

22‘1’ As discussed by Sprengnether in Sellers and Plain (eds.), pp. 235-62, here p. 246.
Ibid.
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male sexual experiences progressing from erection to interaction, then to climax and ejaculation.**

The Master and Margarita, however, challenges this conventional, linear form of narrative.

Sahni considers the use of time to be a defining aspect of magical realism, pointing to the way
objective, historical time is negated in magical realist texts, and the events described are presented
as ‘embodiments of eternal prototypes’.*?® In magical realist texts characters and events are used to
express myths in spatial form - that is, plots are influenced less by what is physically possible,
likely or ‘realistic’, as by the power of what we want, desire, to be possible. “** Myths are here
defined as narrative expressions of these ‘truths’ which people commonly, throughout history and
in different cultures, believe to be constant. An example of such an ‘eternal truth’ may be that good
will always, somehow, overcome evil. This use of plots, settings and characters to make broader
points about what the author sees as eternal truths involves an ability to portray events and
situations which are not objectively possible, but which seem to hold an artistic ‘truth’. For
example, one of the main plots which drive the narrative of The Master and Margarita is the visit to
Moscow of Woland and his entourage. Woland has a variety of supernatural abilities, such as the
ability to predict Berlioz’s death (pp. 17-8/22-3), the capacity to appear and disappear suddenly (pp.
178/153) and significantly he is able to overcome the laws of time and space by witnessing, and
describing in detail, events that occurred in Jerusalem at the time of Christ. For Milne, a large part
of the significance The Master and Margarita holds for the cultural history of Soviet literature is its
use of myth and fantasy.*® Bulgakov uses elements of myth and fantasy to discuss problems such
as the place of art and the meaning of truth which are both eternal and universally relevant to

human societies and had a specific relevance in Soviet Russia, where the ‘truth’ experienced by

*22 D’ Onofrio, p. 166. See also de Lauretis’ discussion of Scoles in de Lauretis (1984) p. 108.
#2% Sahni in Milne (1995), pp. 201-210, here p. 206. See also Musanga and Mutekwa (p. 1300) who discuss
the use of magical realism from a post-colonial point of view. They argue that the understanding of time as
linear and progressive is a culturally Western concept, based on the patriarchal ideas of the Enlightenment
period. They point to texts such as Chenjerai Hove’s Ancestors (1996) in which linearity is subverted by the
intrusion of spirits, and, as in The Master and Margarita, two interlocking, non-chronological narratives
ngresenting the past and the present make up the text (p. 1304).

Ibid.
425 Milne (1990), p. 262.
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individuals was often at odds with the official ideology, and where dissent was often punished

severely.*?®

Fear and anxiety were pervasive in Stalin’s Russia, as people were regularly taken away without
explanation and frequently were never seen by their relatives or friends again. Isaac Babel, for
example, is believed to have died in a Soviet camp in 1940.**" Osip Mandelstam also died in a camp
(according to his death certificate, in 1938) after suffering years of persecution for his poetry.*?® His
wife, Nadezhda Mandelstam remembered how: ‘We lived among people who vanished into exile,
labour camps or the other world, and also among those who sent them there. It was dangerous to

have any contact with people who still tried to go on working and thinking in their own way.”**

Magical realism arguably allows writers to express ideas and emotions that are either actively
repressed by their society or culturally subjugated by the patriarchal dichotomous thinking that
privileges the characteristics seen as ‘masculine’ while repressing those interpreted as ‘feminine’.
Magical realism in this way allows room for the ‘other’ to be expressed by destabilising the usual
order of narrative. In this way it can be considered to be a feminine narrative strategy. Bulgakov’s
use of magical realism as a narrative strategy is pertinent because Soviet writers, as | have discussed
above, relied on their creativity to express their views of Stalin’s Russia, as they were unable to
write frankly and explicitly about the restrictions and failures of the Soviet regime. They therefore
relied on imaginative uses of plot and allegory to relay their meaning to readers. At the same time,
as the quotation from Zamyatin’s work illustrates, the use of imagination was itself seen as
challenging the authority of the Soviet authorities which emphasised rationality and objectivity.**°
However, when viewing literary works from the narratological framework suggested by de

Lauretis, imagination and creativity can also be seen as ways in which masculine heroes develop.

Imagination and the ability to form and create new worlds may be viewed as evidence of having the

426 1hid.

2 Charyn, p. 167.

28 Mandelstam (1975), p. 453.
2 |bid., p. 42.

#%0 pjttman, pp. 13 and 33.
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freedom to move philosophically and intellectually, resisting the constraints imposed by the
external, physical world. The importance of understanding the world intellectually was crucial to
the development of Babel’s central masculine hero, Lyutov, whose artistic personality was evident
in the narrator’s use of unique metaphors to describe the natural world. This freedom of self-
expression seems to be equally important in the development of Bulgakov’s masculine heroes. The
achievement of genuine intellectual and artistic expression, which transgresses the boundaries of the
fixed rules and dogma of the Soviet authorities, may be described as the quest Bulgakov’s heroes

undertake.

Intellectual and artistic freedom was so significant to Bulgakov that Ericson has described it as his
‘desideratum’.*** The positive writers portrayed in The Master and Margarita, such as the Master
and (to some extent) Bezdomny, are particularly potent examples of the liberating ability to
construct new ways of being as they are not confined to realistic portrayals of the world, but
transcend the usual rules of time and space. Given the constraints Soviet writers faced, and
Bulgakov’s particular preoccupation with the role of writers and the power of expressing the ‘truth’
as it appeared to creative individuals, Matt F.Oja’s arguments about the power of literary works are
especially relevant. Oja argues that literary works ‘through the product of creative imagination,

once created assume an independent existence that is no less real than the world of their creators’.**

In contrast to Bulgakov’s characterisation of Bezdomny and the Master, other writers are shown,
particularly at Griboyedov House, as being motivated by the promise of dachas and fine dining

rather than by philosophical goals such as integrity and artistic freedom. Bulgakov writes that:

Besikuit mocetutenb, eciau OH, KOHEYHO, ObLI HE BOBCE TYMHIIEH, MOMAaB B
I'puboenoBa, cpazy xKe cooOpaxkana, HACKOJIBKO XOpOIIO >KHUBETCA

cyaCTiimBaM - 4YJI€HaM MaCCOJII/ITa, U YCpHasd 3aBUCTb Ha4YWHAJIA

3! Ericson, p. 77.
32 Oja in Milne (1995), pp. 142-54, here p. 147.

159



HEMEJJICHHO Tep3aTh ero. VMl HeMeIIeHHO ke OH oOpalian K He0y ropbKue
YKOPU3HBI 32 TO, YTO OHO HE HArpaJuiio €ro nNpu poKACHUU JTUTEPATYPHBIM
TaJlaHTOM, 0O€3 4Yero, €CTeCTBEHHO, HEYero ObUI0O W MEUYTaTh OBIAJICTh
YWIEHCKAM MACCOJHTCKAM OHMIIETOM, KOPWYHEBBIM, IMMAaXHYLIUM OPOTOH
KOXEH, C 30J0TOM MIMPOKOW KaWMOW, — H3BECTHbIM Bceid MoOcCKBe

433
OMIIETOM.

(Every visitor to Griboyedov, unless of course he were completely
insensitive, was made immediately aware of how good life was for the
lucky members of MASSOLIT and he would at once be consumed with
black envy. At once, too, he would curse heaven for having failed to endow
him at birth with literary talent, without which, of course, no one could so
much as dream of acquiring a MASSOLIT membership card — that brown
card known to all Moscow, smelling of expensive leather and embellished

with a wide gold border.) ***

One of my central arguments in this chapter is that the ability to construct a narrative that has the
‘independent existence’ of which Oja writes is an important sign of a developed masculine hero as
it demonstrates the ability to act decisively to exercise control, not over the external world, but over
the perceptions, attitudes and experiences of others. | also argue that characters such as Bezdomny
and the Master develop as masculine heroes by exercising intellectual and imaginative freedom to

liberate themselves from the constraints of the MASSOLIT.

*% Bulgakov, M. Sobranie sochineniy, t. 5 Master i Margarita (Azbuka-klassika, St Petersburg 2012), pp. 154-
5. All future Russian quotations from this novel will be taken from this edition. The page numbers will be given
in brackets in the text.

3 Bulgakov, M. and Glenny, M. (trans.), The Master and Margarita (Vintage, London, 2004), pp. 69-70. All
future English translations of quotations from this novel will be taken from this edition. The page numbers will
be given in brackets in the text.
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Bezdomny is an example of a male writer who changes and develops through the narrative. He has
been described by Talbot as lacking any ‘completeness’ from the beginning of the novel.** In
contrast to Margarita’s memorable voice, Bezdomny’s voice is not described in Bulgakov’s text,

and to Talbot this indicates that it belongs to a character who has no ‘roots, no past, no culture’.**®

Indeed the name ‘Bezdomny’ literally means ‘someone who has no home’.*’

When Bezdomny is first introduced to the reader at Patriarch’s Ponds at the beginning of the novel,
he is in discussion with the editor Berlioz about an anti-religious poem he had been commissioned
to write. The poem was intended to be a ‘Oompmyro anTH-penuruo3nymo’ (p. 99) (‘long anti-
religious’ [p. 15]) poem, but Berlioz ‘Huckonbko He ymonerBopun’ (p. 99) (‘did not care for it at
all’ [p. 15]) and wanted ‘Bcro moamy ... ucathb 3aHOBO’ (p. 99) (‘the whole poem ... to be written
again’ [p. 15]). The discussion between Berlioz and Bezdomny is significant because it sheds light
on Bulgakov’s criticisms of the Soviet literary establishment, and in so doing, it raises questions
about the role and value of ‘true’ art. The theme of genuine artistic creativity runs throughout the
novel and is a particularly important aspect of the development of Bezdomny’s character. In the
opening scene of the novel, during the conversation between Berlioz and Bezdomny, the narrator

explains that:

Tpyano cka3aTh, 4To UMEHHO To/Beno VMBana HukomaeBnua — nuzo0pasutensHas
JIA CHJIA €TO TallaHTa WX MOJHOE HE3HAKOMCTBO C BOMPOCOM, IO KOTOPOMY OH
nmucan, — Ho Mwucyc y Hero momydmicsi, Hy, COBEPUICHHO XHBOW, HEKOTIa
cymecTBoBaBmuii  Mucyc,  TOJNBKO, TpaBiaa,  CHAOKEHHBIH  BCEMU

orpurarenbHbiMu yeptamu Uucyc (p. 99).

(It was hard to say exactly what had made Bezdomny write as he had — whether

it was his great talent for graphic description or complete ignorance of the

% Talbot in Milne (1995), pp. 187-200, here p. 194.
% |bid., p. 195.
7 Ihid.
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subject he was writing on, but his Jesus had come out, well, completely alive, a
Jesus who had really existed, although admittedly a Jesus who had every

possible fault [p. 15]).

This ability to portray characters vividly is usually considered to be a sign of a great artist, but
Berlioz was concerned less with artistic greatness and more with ensuring that Bezdomny’s poem
reflected the correct Soviet ideology. He ‘xe xoten mokasarh moa3Ty, 4TO IJIABHOE HE B TOM, KaKoB
611 Mucyc ... a B ToM, uTo Mucyca-to 3T0T0, Kak JMYHOCTH, BOBCE HE CYIIECTBOBAJIO HAa CBETE U
YTO BCE paccka3bl 0 HEM — IPOCTHIC BBIAYMKH CaMbIii OOBIKHOBEeHHBIH Mu(]’ (p. 99) (‘wanted to
prove to [Bezdomny] that the main object was not who Jesus was ... but that as a person he had
never existed at all and that all the stories about him were mere invention, pure myth’ [p. 15]).
Berlioz is therefore shown to be uninterested in the value of artistic, subjective expression, but is
focused entirely on using art to further the narrow aims of the atheist Soviet regime. He represents,
as Curtis points out, all the characteristics of the MASSOLIT which Bulgakov found distasteful.**®
Bulgakov may also have portrayed Berlioz negatively partly out of his dislike for atheism.**
Nonetheless, the comparison between Bezdomny’s vivid artistic expression and Berlioz’s
representation of authoritarian dogma displayed in this episode illuminates many of the key themes

in the rest of the novel.

Despite the great differences in their outlooks which are clear to the reader, Bezdomny is shown as
a young, inexperienced poet, who is eager to learn from his editor. While Berlioz expounds on the
writings of ‘mpeBHux wucropukoB’ (p. 100) (‘ancient historians’ [p. 15]) and ‘Gnectsie
obpassanHoro Mocuda dnasus’ (p. 100) (‘the brilliantly educated Josephus Flavius’ [p. 15]),
Bezdomny ‘BHUMaTenpHO Ciymian ... yCTaBHB Ha Hero cBoum Oolikue 3eneHble rimaza’ (p. 100)
(‘listened attentively ... fixing him with his bold green eyes’ [pp. 15-6]). Oja describes Bezdomny’s

personality at this early stage of the novel as representing the writer as a “hypocrite, sycophant and

8 Curtis, pp. 160-1.
* Ericson, p. 59.
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professional phoney’.**® This description of Bezdomny is supported by his respect for Berlioz’s
opinions and his initial failure to revise the high esteem in which he held the editor, despite

Woland’s probing attempts to instil doubt and questions in his mind.

The integrity of writers and their ability to pose questions and challenge the authorities are
particularly highly regarded in Russian culture. Writers have traditionally held a place of moral and
intellectual authority in Russian society, as Lesley Milne points out.*** Milne suggests that the
respect accorded to great writers in Russia is similar to, or in some cases superior to, that accorded
to the state.*”? The conversation between Bezdomny and Berlioz at Patriarch’s Ponds is set against
the context of this expectation that writers would act with authority and integrity, and would be able
to speak the ‘truth’ as they saw it is. However, Bulgakov portrays the conversation between the two
men in a humorous way which undermines their dignity.**® Julie Curtis, for example, highlights the
role of physical circumstances such as the intense heat, the warm apricot juice and their hiccups, in
undermining the seriousness of their discussion.*** This comedic setting of the conversation
between the two men seems incongruous given the deeply important issues of freedom and artistic
expression within an authoritarian state. The use of comedy, even absurdity, demonstrates the

power of imagination and creativity to provide an alternative vision of external realities.

However, at this early stage of Bulgakov’s novel, Bezdomny is so immersed in the rational,
atheistic ideology of the Soviet establishment as expounded by Berlioz, that he is not open to the
spiritual freedom offered by imagination and creative thought. This is demonstrated by his refusal
to accept Woland’s true, supernatural, identity. As Woland reflects when he recalls their encounter
in a conversation with the Master: ‘Sl mmen yIOBOIBCTBHE BCTPETHUTHCS C ITHM MOJIOIBIM

YCJIOBCKOM Ha HanI/IapI_LII/IX npynax. On ¢JIBa CaMOT'0 MCHS HC CBCJI C yMa, AO0Ka3biBasgd MHEC, YTO

0 Oja in Milne (1995), pp. 142-54, here p. 145.
1 Milne (1995), pp. 60-73, here p. 71.

“2 Ihid.

3 Curtis, pp. 160-1.

“4 Ihid.
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mens Hety!” (p. 418) (‘I had the pleasure of meeting that young man at Patriarch’s Ponds. He nearly

drove me mad, trying to prove I didn’t exist’ [p. 325, emphasis in Glenny’s translation]).

This denial of the possibility that Woland could have supernatural powers makes it impossible for
Bezdomny to interpret the world around him as the ideology he has been taught to value cannot
provide any explanation for Woland’s actions or abilities. He is presented with two opposing
worldviews which base their claims to ‘truth’ in different sources of knowledge. The rational,
Soviet approach favours knowledge which comes from sources which can be tested objectively,
while the spiritual ‘truth” Woland and his entourage believe in has its roots in subjective, intuitive
experience. The main example in The Master and Margarita of this kind of spiritual ‘truth’ which
crosses boundaries of space and time, is the narrative about Pilate’s encounter with Yeshua. The
way in which the Master’s novel merges with Woland’s account suggests that the story has a
universal truth that can be experienced by several people independently, but is impossible to verify
in terms of historical fact. It would also be impossible to explain the phenomenon by which
different characters independently experience the same story through their dreams or by another

unconscious method.

A series of events, which are difficult to explain rationally, lead to Bezdomny being committed to a
psychiatric clinic. He hears Woland’s account of Pilate’s meeting with Yeshua (which Woland
claimed to have personally witnessed [pp. 139-40/55]), his correct prediction about Berlioz’s death
(pp. 143-4/58-9), he sees Behemoth board a bus (and offer to pay [pp. 148/63]), and has his clothes
stolen by an elderly man as he pursues Woland through Moscow (pp. 151/66). During much of the
novel Bezdomny remains in this psychiatric clinic, metaphorically without an intellectual home, in
a state of profound confusion and distress. The difficult and traumatic disintegration of his
personality is a consequence of his inability to reject the idea that rationality can explain everything,
despite experiencing events for which there is no rational explanation. Later in this chapter we will
see that the difficulty Bezdomny experiences because he cannot reconcile the events triggered by

Woland’s arrival with his rational worldview is not shared by Margarita. Margarita is portrayed as
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intuitive and open to emotion and spirituality - the characteristics traditionally rejected by
masculine characters - and she easily and naturally accepts Woland’s identity, his invitation to host

his ball and the use of a magic cream which transforms her and gives her the ability to fly.

However, Bezdomny enters the clinic to receive treatment. The clinic is an enclosed space, which
although it lacks the warmth and dampness associated with feminine, womb-like spaces, could be
interpreted as a feminised environment. Bezdomny seems to revert to childlike behaviour within the
clinic, even though the poet Ryukhin, who accompanied Bezdomny to the clinic, privately feels that
‘peIIUTEILHO HUKAKOTO Oe3yMus He Ob1o y Toro B riaszax’ (p. 168) (there was not a trace of
insanity in [his] eyes’ [p. 83]). When he is first examined, Bezdomny is wearing only his
underpants (pp. 167/82) and he ‘cumen coBepmieHHO HETIOIBIIKHO, CO 3JBIM JIUIIOM, CIBHUHYB
opoBu’ (p. 167) (‘[was] sitting completely immobile and scowling furiously’ [p. 82]). His child-like
behaviour continues as he shouts angrily at the doctor during his examination. Later, when he is
sedated, Bulgakov describes Bezdomny in endearing, but infantilised, terms: ‘3eBHy:n eme pas,
HEOXKUJIAHHO MPUJIET, TOJIOBY MOJIOKUII HA MOMYIIKY, KyJIaK MO-AETCKH MO/ MIEKY, 3a00pMOTal yiKe
coHasIM rosiocoMm’ (p. 172) (‘[he] yawned again, lay down with his head on the cushion, his fist

under his cheek like a child and muttered in a sleepy voice’ [p. 87]).

After Bezdomny is taken to the clinic, he is visited in his room by a ‘TanHCTBeHHBIII TOCETHTEND’
(p. 242) (‘mysterious visitor’ [p. 154]), who is later revealed to be the Master. Unlike Bezdomny’s
earlier respect for Berlioz, which is portrayed as misguided, Bulgakov describes his instinctive trust

in the Master sympathetically:

Ilouemy-TO HcCIBITBIBas JAOBEpHE K HEW3BECTHOMY, VBaH, mepBOHaYalbHO
3allMHasACh U podesd, a MOTOM OCMEJIEB, Hayaj pacCKas3blBaTb BYEPALIHIONO
ucroputo Ha [latpuapmux npynax ... ['octs He psiaun MBana B cymacmenmmue,
MPOSBUJ BENMYANIINN HHTEPEC K PacCKa3blBa€MOMY U 110 MEpe pa3BUTHA 3TOTO

pacckasa HaKOHEII PHUIIIeT B BocTopr (p. 244-5).
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(For some reason lIvan felt that he could trust this stranger. Shyly at first, then
gaining confidence, he began to describe the previous day’s events at Patriarch’s
Ponds. His visitor treated Ivan as completely sane, showing the greatest interest

in the story and as it developed he reached a state of near ecstasy [p. 156]).

Bezdomny’s instinctive trust of this stranger who mysteriously appears in his room suggests that his
belief in rationality is beginning to weaken. He is encouraged by the Master’s sympathy and
understanding to verbalise his recent experiences and therefore have his perceptions confirmed. Oja
suggests that one of the strongest sources of frustration for Bezdomny during the novel is his
awareness that his account of his experiences will not be believed.*** She compares this aspect of
Bezdomny’s experience to that of Soviet writers whose only readers often were the secret police
and censors.**® In this way, what Oja calls ‘the incompatibility between the audience and the artist’
functions to constrain Bezdomny’s self-expression and frustrate his vocation as a writer and

artist.*’

He is unable to convey the ‘truth’ of his subjective experience and must remain both
physically constrained in the enclosed room of the clinic and also intellectually trapped by the
unwillingness, or inability, of the police and doctors to believe his account of his meeting with

Woland.

Moreover, in addition to the relief of being believed by the Master, Bezdomny also gains some
degree of understanding when the Master tells him Woland’s identity. Bezdomny asks the Master
who Woland is and the Master ‘Becko u paznensHo’ (p. 246), (‘slowly and gravely’ [p. 157]) tells
him that ‘Buepa na IlaTpmapmux npymax BBl BCTpeTWIHCH ¢ caTaHoii’ (p. 246), (‘At Patriarch’s
Ponds yesterday you met Satan’ [p. 157]). Bezdomny’s need for cerebral knowledge about the

strange man they assumed was an ‘unoctpanen;’ (p. 101) (‘[a] foreigner’ [p. 16]) is shown by his

% Oja in Milne (1995) pp. 142-54, here p. 152.
8 Ihid.
“7 Ihid.
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insistence on being told his identity even though the Master is concerned that he may become

violent.

Bezdomny is described as being ‘cmnpHeimuM omaparier’ (p. 246), (‘powerfully shaken’ [p.
157]) after hearing the news that he has met Satan, a Biblical being he had previously believed to be
purely mythical. He also once more ‘cOutsiii ¢ Tonky 3amomuan’ (p. 246), (‘[was] reduced to
speechlessness’ [p. 157]). Bezdomny’s development from an unquestioning follower of the Soviet
authorities, to a scholar who has to some extent incorporated elements of his experiences with the
supernatural, is not linear. He does not descend into the ‘feminised’ enclosed space of the clinic,
encounter the Master and then emerge as a fully developed hero, but instead, he continues to
struggle with the imposition of the unpredictable supernatural influences in his previously ordered
world. This is demonstrated by his return to speechlessness after being told Woland’s identity.
Despite his growing awareness, and acceptance, of the role of the supernatural, when the Master
and Margarita visit Bezdomny in the clinic near the end of the novel, Bezdomny still shows
elements of childlike passivity. Margarita calls him ‘Bexnsriit, bemusiit’ (p. 519) (‘poor, poor boy’
[p. 421]) and acts maternally towards him: ‘Tak, Tak, - mpomienTasa Maprapura u COBCEM
CKJIOHMJIACh K JIeXKalleMy, - BOT 51 Bac MOLENYIO B JIOO, M BCe Y Bac OyZeT Tak, Kak Hajlo ... B 3TOM
BBl YK MHE TIOBEpBTE, S BCE YXKe BHUaeNa, Bce 3Ha (p. 519), (‘That’s right,” whispered Margarita,
bending right down to Ivan. ‘I’1l kiss you and everything will be as it should be ... believe me, 1
know ...” [p. 421]). Ivan responds by allowing Margarita to soothe him as he ‘oxBatui ee miero
pykamu, u oHa monenosaia ero’ (p. 519) (‘put his arms round her neck and she kissed him’ [p.
421]). Bezdomny’s portrayal as a child is also reinforced by Bulgakov’s use of the diminutive of

Ivan — Ivanushka — in this section.

Oja writes compellingly about Bezdomny’s attempts to make sense of his environment and the
behaviour of other characters, such as Woland and his entourage. In Oja’s reading of the

development of Bezdomny’s ‘split’ or ‘divided’ personality, Bezdomny and the Master are seen as
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two versions of the same character, with the Master representing Bezdomny’s alter ego.**® This
possibility is supported by Riitta H. Pittman’s contention that the personalities of creative
individuals living under Stalin were prone to fragmentation.**® Pittman points to the deep scars the
oppressive regime caused and suggests that the emotional and psychological strain could lead

people to behave in strange and unusual ways.**°

The suggestion that the Master is Bezdomny’s doppelgénger is convincing in some ways because it
provides a logical explanation for some of the mysterious aspects of the plot, for example, the way
in which both the Master and Bezdomny write similar narratives about the encounter between
Yeshua and Pilate. Viewing the Master as an imaginative creation of Bezdomny’s confused mind
may also help to explain some of the ‘inconsistencies’ of Bulgakov’s text, for example, the way in
which Margarita is shown to live two lives — one with her husband, and another with the Master.

The Master and Margarita are also shown dying twice, in two different ways.*"

Bulgakov’s use of
characters who are difficult to distinguish from each other, and the shifting narrative centre that this
entails, also demonstrates the modernist nature of this narrative. This technique is used in other
notable modernist texts, such as Virginia Woolf’s The Waves (1931), which is narrated through the
voices of six children as they grow into adulthood. In Woolf’s text it is often difficult to fix the
narrative voice to one particular child and this has led some critics to suggest that the voices may

represent different parts of one personality.**2

In addition, Oja’s reading is supported by the timing of the Master’s entrance into the text and the
scene in which he visits Bezdomny in the clinic with Margarita towards the end of the novel. As
Oja points out, the Master appears in the text at exactly the moment when Bezdomny’s crisis is at

its most severe.”® As I have discussed, the Master also provides validation of Bezdomny’s

“8 Ibid., pp. 142 and 145.

9 pittman in Milne (1995), pp. 157-70, here p. 169.

0 1bid.

1 Amusin, p. 87.

2 Ag discussed by Defromont in Bowlby, pp. 62-76, here p. 74.
3 Oja in Milne (1995), pp. 142-54, here p. 145.
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experiences and provides some explanation of the identity of Woland (even if Bezdomny struggles
to accept it). In this way, he could be seen as meeting Bezdomny’s needs and it is therefore
arguable that he has been constructed for this purpose, just as Sonya in Dostoevsky’s Crime and

Punishment is defined in relation to Raskolnikov’s needs.

The close connection between the Master and Bezdomny is evident when the Master visits
Bezdomny with Margarita. The Master says that, ‘s mpuiien monpomarbscsi ¢ BaMH, IOTOMY YTO BBI
OBUIM SIMHCTBEHHBIM YEJIOBEKOM, C KOTOPBIM I TOBOpWJ B mocienHee Bpems® (p. 518), (‘I have
come to say goodbye to you because you’re the only person I have been able to talk to in these last
days’ [p. 420]). This hints at an element of intimacy and private communication that would support
the idea that the two characters are very closely interconnected. In response, Bezdomny tells the
Master: ‘s TyT moka Jiexxa, 3Haere Jii, odueHb MHoroe noHsu1’ (p. 518) (‘I have come to understand a
lot of things since I’ve been lying here’ [p. 420]) which could be seen as evidence that both
characters grow and develop in parallel with each other. But perhaps the most compelling argument
supporting the idea that the Master is Bezdomny’s alter ego is that he and Margarita leave
Bezdomny directly after this scene. The Master has prompted Bezdomny to write a sequel to his
novel and Margarita gives him a kiss, described by Susan Amert as connoting healing and a sense
of ‘making whole’.*** As we will see, it is questionable whether Bezdomny is made completely
‘whole’, but this scene is a significant part of Bezdomny’s development as a unified masculine

hero.

Fruitful insights can be gained from viewing the Master as a part of Bezdomny’s imaginative world,
especially as this helps us to see how Bezdomny grows and changes with the Master’s help. But for
the purposes of this dissertation, despite the validity of Oja’s interpretation of the Master as
Bezdomny’s alter ego, I will discuss him in the rest of this chapter as a character in his own right.
Analysing the two male personalities as separate entities will enable me to show how they both

develop through entering, and emerging from, feminine space. The relationship between the Master

% Amert, p. 616.
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and Margarita is particularly interesting when considered from the perspective of de Lauretis’
framework and most of their interactions occur independently of Bezdomny, when he is confined to

the clinic.

My interpretation of the Master’s role in the text shows very clearly how Bezdomny develops
through the narrative from being under the influence of the atheist and literary critic, Berlioz, to
accepting the disorientating impact of the supernatural and spiritual. It is arguable that Bezdomny’s
intellectual movement from sympathising with Berlioz to a gradual, and partial, acceptance of the
role of religion and the supernatural, is one of the most important plots driving the narrative of the
Moscow chapters of the novel. However, Bezdomny does not fully emerge from the enclosed space
of the clinic as a completely developed masculine hero. Bulgakov’s tone seems to be ironic when he
writes in the Epilogue that ‘MiBany HukonaeBuuy Bce M3BECTHO, OH Bce 3HaeT W moHumaer. OH
3HACT, 4YTO B MOJIOAOCTH OH CTal )KCpTBOfI NPECTYNHBIX T'MITHOTU3EPOB, JICUUIICA MOCIIE 3TOr0 U
seueuniics (p. 540) (‘lvan Nikolayich now knows and understands everything. He knows that as a
young man he fell victim to some crooked hypnotists, went to hospital and was cured’ [p. 441]).
The next description of Bezdomny’s inner life directly contradicts the assertion that he ‘now knows

and understands everything’:

Ho 3naer on TAKXXEC, 4TO KO€ C 4€M OH COBJIaJaTb HC MOXCT. He moxer on
CoBJIalaTb C 3THM BECCHHUM TIIOJIHOJIYHHEM. JIuiie TOJIBKO OHO HAYMHACT
HpI/IGHPI)I(aTBCH, JIMOIb TOJIBKO HAYMHACT pPa3pacTaTbCiad U HAJIIMBATHLCA 30JI0TOM
CBCTUJIO, KOTOPOC KOrJa-TO BUCCIIO BBIIIC ABYX HHTHCBC‘H/Iﬁ, craHoBUTCA VBaH
Hukonaesma 6eCHOKOCH, HEPBHUYACT, TCPACT alIll€TUT WU COH, JOXUIACTCH,

noka cospeer JyHa (pp. 540-1).

(But he knows that there is still something that is beyond his control. He cannot
control what happens at the springtime full moon. As soon as it draws near, as

soon as that heavenly body begins to reach that fullness it once had when it hung
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in the sky high above the two seven-branched [sic] candlesticks, Ivan
Nikolayich grows uneasy and irritable, loses his appetite, cannot sleep and waits

for the moon to wax [p. 441]).

During the full moon, Bezdomny is compelled to return to Patriarch’s Ponds. This compulsive,
cyclical return suggests that his absolute trust in rational explanations has been shaken but he has
not fully come to understand and resolve his experiences of the spiritual world into which the
Master and Woland gave him an insight. The monthly cycle of Bezdomny’s episodes of ‘madness’
has obvious links with the feminine body, but also echoes the Master’s association with the lunar
world of sleep and dreams (as | will discuss later in this chapter). Just as Margarita soothed
Bezdonmy with a kiss in the clinic, on the night of a full moon his wife watches over his restless
sleep and calms him with an injection. Then ‘MBan Hukxonaesnu mocne ykona OyzaeT cnaTh 10 yTpa
CO CYACTJIHMBBIM JIMIIOM WM BHIETHh ... BO3BBIINIEHHBIE W cuacTiuBble cHBI' (p. 543), (‘after his
injection lvan Nikolayich will sleep until morning with a calm expression and he will dream ...

dreams that are sublimely happy’ [p. 443]).

Bezdomny’s periods of deep disturbance, when he relives his encounter with Woland at Patriarch’s
Ponds and dreams about Pilate and Yeshua, demonstrate that he has only been partially re-born. He
is transformed to some extent — he no longer seems to be the dogmatic young man at Patriarch’s
Ponds who was eager to please the establishment, as personified in Berlioz. But on the other hand,
he generally gives the outward appearance of accepting the official explanation that ‘paGorana
nraifka TUIHOTU3EPOB M YpEBOBELIATEINICH, BETMKOJIETTHO BIAACIONIasi CBOUM HUCKYCCTBOM  (p. 532),
(‘a gang of brilliantly skilful hypnotists and ventriloquists had been at work’ [p. 433]). The partial
resolution that Bezdomny finds at the end of The Master and Margarita has echoes of the ‘mokoit

He ceta’ (p. 406), (‘rest, but not light’ [p. 406]) earned by the Master at the end of his quest.

The Master is identified by Bulgakov as the ‘hero’ of The Master and Margarita in the title of the

chapter in which he first appears, to visit Bezdomny in his hospital room. ‘fIBienue repos’ (‘Enter
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the Hero’) is the thirteenth chapter of the novel. The number thirteen has traditionally been seen as
superstitious, dating back to the presence of twelve disciples and Christ at the Last Supper.**® From
the moment the Master enters the plot therefore, his character has supernatural connotations and is
also suggestive of Christ. The relatively late entrance of the main character is one of the many
unusual aspects of the novel. Although the Master does not appear until the thirteenth chapter,
Edward Einar Ericson contends that there are important parallels between Bulgakov and the
Master.”® They are both novelists and Ericson points out that both Bulgakov and the character he
created have a similar approach to their works of literature. Both write apologies for Jesus Christ,
depict their heroes as representing humanity as a whole, and both Bulgakov’s novel, The Master

457 . .
" Even if he is seen as the author’s

and Margarita, and the Master’s novel end in the same way.
mouthpiece, the Master’s late entrance contributes to the fragmented, feminine nature of the
narrative of The Master and Margarita. The narrative is driven, not solely by the linear
development of a masculine hero who is present at the beginning and end of the novel, but it is also

moved forward by the movement and actions of other characters, some of whom (such as Yeshua

and Pilate) are even acting in a different time and place.

The similarities between the Master and Bulgakov seem to suggest that Bulgakov identified with
the Master and used him as a conduit for his own views. Curtis discusses the influence of the
Romantic tradition on Bulgakov’s conception of the artist and the creative process.*®
Romanticism’s emphasis on subjectivity, for instance, and the individuality of the artist’s vision
were particularly influential on Bulgakov.**® Curtis also refers to the technique used by Romantic
writers who deliberately blurred the distinctions between themselves and their heroes in order to

promote the subjective and individualistic character of their narrative works.*® Pittman points to the

contrast between Bezdomny’s writings and the Master’s art, claiming that Bulgakov uses the two

“*° Rhodes, pp. 32-3.
% Ericson, p. 95.

*7 Ipid.

8 Curtis, pp. 189-90.
9 |bid., p. 193.

%0 [pid.
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characters to set up a comparison between the ‘public writer’ personified in Bezdomny and the
‘genuine artist’ represented by the Master.*® This comparison (which | will draw on later in this
chapter) highlights Bulgakov’s portrayal of Bezdomny as a writer who is initially complicit with the
authorities, but who develops throughout the novel into a character who has, to some extent,
incorporated more complex ideas into his self. Juxtaposed to Bezdomny, is the Master whose

namelessness suggests that his novel (and perhaps his quest as well) is universal.*®?

The Master does not have the appearance and demeanour of someone who is extraordinary, or who
has written a great novel. Instead when he enters Bezdomny’s room he seems like another patient,
as we see: ‘TyT yBuzaen MBan, yro npuineamuii ogetr B 6onpHnyHOe. Ha Hem Obuio Oenbe, Tydau
Ha Oocy HOTy, Ha meyn HabpomeH Oypriid xanar’ (p. 242), (‘Ivan noticed that the man was wearing
hospital clothes — pyjamas, slippers and a reddish-brown dressing gown thrown over his shoulders’
[p. 154]). Even when the conversation turns to the Master’s work he seems to be torn between pride
in his identity as a ‘master’ and self-effacement and a desire to avoid discussing his work or
confronting the difficulties inherent in it. When Bezdomny asks if he is a writer, the Master
‘IOTEMHEIT JTUIIOM | TIorpo3wi MBaHy KyjakoMm, moToM ckasai: “SI — macrep”™ (p. 248), (‘frowned,

999

threatened Ivan with his fist and said: “I am a master”” [p. 159]). These gestures and the sparseness
of his statement point to a pride and determination to hold onto his position of literary and artistic

authority, but Bulgakov’s next description suggests a humble, quotidian source of the Master’s

status:

OH caenajncs CypoB M BBIHYJ M3 KapMaHa XajaTa COBEPIIEHHO 3acCaJIeHHYIO
YepHYIO NIAMOYKY C BHIIIUTON HA HEW JKENTHIM IIeTKkoM OykBod ‘M’. OH Hamen
3Ty WIANOYKY M Nokasaics MBany u B mpodunb u B ¢ac, 4ToObl A0Ka3aTh, YTO

OoH — MacTep. ‘OHa CBOMMH pyKaMH CIIWJIA €e MHe , TAMHCTBEHHO N00aBWJI OH

(p. 248).

“61 pjttman, p. 101.
2 Erijcson, p. 91.
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(His expression hardened and he pulled out of his dressing gown pocket a greasy
black cap with the letter ‘M’ embroidered on it in yellow silk. He put the cap on
and showed himself to Ivan in profile and full face to prove that he was a master.

‘She sewed it for me with her own hands’, he added mysteriously [p. 159]).

It seems strange that the Master would use his cap to demonstrate his credentials as a literary
master, rather than showing Bezdomny a novel or poem, but the cap and Margarita’s implied faith
in him suggest that the ‘truth’ of the Master’s claim has an emotional, intuitive basis. As the source
of the Master’s authority is based in the Margarita’s faith in him, this intuitive, spiritual quality to

the Master and his work has a strong influence over his characterisation.

The Master’s novel is both personal to him and influences the actions of other key characters in The
Master and Margarita. The Master is defined almost entirely by his work — he has given everything
up in order to devote himself to his novel. He tells Bezdomny ‘c mpaunbim nipespenunem’ (p. 248),
(‘with grim contempt’ [p. 159]) that ‘Y mens et Gosbine hamusuu ... S oTKazancs OT Hee, Kak
BOOOIIIE OT Bcero B ku3HH. 3a0ynem o Heit’ (p. 248), (‘I no longer have a name ... [ have renounced
it, as T have renounced life itself. Let us forget it’ [p. 159]). He is defined by the culturally
masculine, phallic activity of writing a text.*®® The Master’s novel allows him to create a
compelling new world that exercises control and influence over the perceptions and imaginations of

others.

Yet, the universality of his novel, and its interconnectedness with the accounts of the other

characters gives it a feminine quality. Feminists such as Cixous emphasise the circular, multi-

463 Virginia Woolf writes about the obstacles women have faced in writing fiction in her essay ‘A Room of
One’s Own’. In the hypothetical exercise in which she imagines that Shakespeare had an equally talented
sister, Woolf identifies some of these obtacles as the lack of education for women and their confinement
within the home (1998, pp. 62-4). Woolf also points out that women must adapt the narrative techniques
developed by men which may not be the most effective or useful techniques to express female experiences
(1998, pp. 99-100).
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faceted, non-linear quality of feminine writing. Cixous writes that ‘woman unthinks the unifying,
regulating history that homogenises and channels, forces, herding contradictions into a single
battlefield”.*® | would argue that, as in the écriture féminine described by Cixous, the influence
other characters are able to have on the Master’s novel detract from the sense that it has been
created by one strong masculine character exerting control over his creation. Donald Fanger
contends that ‘by merging [the Master’s novel] with Woland’s account and Bezdomny’s dream,
Bulgakov seems to be suggesting that truth subsists, timeless and intact, available to men with

sufficient intuition and freedom from conventional perception.”*®

The Master’s ability to act as a channel of communication for universal truths, capturing them in his
novel so that they can be preserved and related to others, depends, according to Pittman, on his
responsiveness to instinctive sources of inspiration and creativity. Pittman compares the Master
with Bezdomny, arguing that, under the influence and guidance of Berlioz, Bezdomny tried to

% One reason for the association of

suppress these emotional and intuitive elements in his writing.
the Master with intuitive sources of creativity is his affinity with the world of sleep and dreams.
Pittman points out that each time the Master appears in the text of The Master and Margarita, his
entrance is accompanied by images associated with dreaming, memory, sleep or nighttime.*®” For
example, in Bulgakov’s first description of the Master: ‘BoT-BoT HakpoeTt coH lBaHa, KaK BIpPYT ...
Ha 0allkoHe BO3HUKJIA TAMHCTBEHHAs (purypa, mpsdymiasics ot JiyHHOTo cBera’ (p. 225), (‘Ivan was
just about to fall asleep when suddenly ... a mysterious figure appeared on the moonlit balcony’ [p.
138]). Then, later in the text, when the Master is reunited with Margarita after Woland’s ball,
Bulgakov describes how ‘B manexoill BBICOTE€ OTKpBUIACH MOJHAs, HO HE YTPEHHsIsI, a TOJHOYHAS

myHa’ (p. 416), (‘high above appeared a full moon — not a setting moon, but the midnight moon’ [p.

323]).

#6% Cixous in Marks and de Courtivron, pp. 245-64, here pp. 252 and 253.
6% Fanger, p. 118.

%66 pjttman, p. 103.

“7 pittman in Milne (1995), pp. 157-79, here p.164.
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The conversation the Master and Bezdomny have in the clinic can be described in Pittman’s terms
as a ‘sincere dialogue’ between a ‘public writer’ and a ‘genuine artist’.**® The privacy and seclusion
of the clinic enable Bezdomny to communicate with the Master and to reflect on his own beliefs
and work. | would argue that this enclosed, feminine space gives him the opportunity to emerge as a
reborn writer, and the potential to become a ‘genuine artist’ like the Master. Pittman argues that
much of the value in the exchange between Bezdomny and the Master lies in the Master’s
association with instinctive creativity and with the world of sleep and dreams - the aspects which
Bezdomny has worked hard to suppress in his own work.*® This is a compelling argument as it is
supported by Bulgakov’s negative portrayal of establishment writers previously in the text, and by
the value Bulgakov placed on artistic freedom. However, I would suggest that the Master’s
creativity and spontaneity are characteristics Margarita helps and encourages him to develop. |
think Margarita’s key role in supporting the Master is often under-valued in comparisons between
the Master and Bezdomny. Despite his portrayal as a central character whose work has universal
significance, the Master’s personality is characterised by passivity and he has also been described as
‘weak’.*"° His ability to write his novel and therefore, in some ways his identity, relies to a great
degree on the encouragement he receives from Margarita. Margarita is a strong, confident character
who is strikingly different to many of the other literary women 1 discuss in this thesis. In the
following section | contend that one explanation for this is her different experience of sex and

sensuality.

Andrew Barratt highlights the lack of an explicit sexual element in Margarita’s relationship with the

Master.*"

I would, however, argue that there are elements of sexuality in Bulgakov’s description of
her abandon, nakedness and spontaneity during her flight to Woland’s ball as this quotation

demonstrates:

%68 pjttman, p. 101.

9 |bid., p. 103.

% Natov, p. 100 and Ericson, p. 93.
! Barratt (1987), p. 266.
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Mapraputa B3BU3THYJIa OT BOCTOPTa M BCKOYIJIA HA MIETKY BEpXOM. TyT TOIBKO
Yy Hae3IHUIBl MENbKHYJa MBICIh O TOM, YTO OHa B 3TOH cyMmaToxe 3a0blia
onetbest. OHA TajlonoM MOJICKOYIIIa K KPOBATH M CXBATHUJIA MIEPBOE MOMABIIEECs
KaKyI0-TO TONyOyI0 COpoUKy. B3aMaxHyB €0, Kak IITaHAapTOM, OHA BBUIETENA B

okHO. W Banbce Hajg canoMm ynapui cuibHee (p. 357).

(Margarita whimpered with joy and jumped astride the broomstick. Only then
did she remember in the excitement she had forgotten to get dressed. She
galloped over to the bed and picked up the first thing that came to hand, which
was a blue slip. Waving it like a banner she flew out of the window. The waltz

rose to a crescendo [pp. 266-7]).

This passage emphasises Margarita’s sexuality as she straddles the broomstick, as her maid,
Natasha, will later straddle her neighbour who has been transformed into a pig. Margarita is naked
and portrayed as confident in her nudity. Even when she becomes aware that she has forgotten to
get dressed, she finds a slip and, rather than wearing it, she waves it — demonstrating that she is

naked through choice and finds joy in this experience.

Like her mistress, Natasha, Margarita’s maid, also uses some of Azazello’s cream and follows
Margarita’s example in flying away from the house. The bond between the two women is so strong
that even though Margarita offers Natasha all her worldly possessions (pp. 355/265-6), Natasha
chooses to follow Margarita in using the cream and flying into the unfamiliar supernatural world.
This close, joyful, feminine bond is not mirrored in any of the relationships between men in the

novel.

Margarita’s flight away from her domestic life with her husband is significant when contrasted with
the attempts of other female characters to determine their own fates. Anna Karenina’s flight away
from her husband and son ultimately leaves her confused and isolated and her story ends with her
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violent death. Dostoevsky’s Nastasya also runs away from the prospect of a settled, domestic, life
with Myshkin as she deserts him just before their wedding. Nastasya, like Anna, dies brutally,
although her death is at the hands of a violent man rather than as the result of suicide. However, in
contrast to these examples, Bulgakov shows Margarita transforming her life in a way that leads to
new possibilities, and a sense of new life. One important reason for the difference between
Margarita’s fate and that of other female characters may be her deep relationship with Nastasha.
While the other women are isolated and try to become existentially independent heroes, Margarita

has deep and enduring relationships with others, such as the Master and Nastasha.

Just as Margarita flies away from her home, from the domesticity that has defined her life with her
husband, Natasha’s life is also dramatically changed by Azazello’s cream. After she applies it, ‘u ¢
HEI0 TPOM30INIO TO XKe, YTO C ee Xo3sikoi. B To Bpems, kak Haramra, xoxoda oT pamocTw,
yIIMBaJIaCh TEpPeN 3epKaioM CBoeil BoimeOHoro kpacoii’ (p. 368), (‘the same transformation took
place. Laughing aloud with delight, she was standing in front of the mirror admiring her magical
beauty’ [p. 278]). The cream has the same effect as it had on Margarita, giving both women an
appreciation of, and confidence in, their naked bodies. Natasha’s sexuality is enacted particularly
powerfully as she smears some of the cream on her neighbour, Nikolay Ivanovich, who promptly
turns into a pig. ‘Uepe3 HECKOIBKO CEKYHJ OH, OCEIJIaHHBIN, JETeN KyJIa-To K 4epTy u3 MOCKBHI,
peias ot ropsa’ (p. 369), (‘A few seconds later, with Natasha astride him, he was flying through the
air away from Moscow, sobbing with chagrin’ [p. 279]). The implied riding of Nikolay Ivanovich
by Natasha shows how powerful she has become following her transformation. Her feminine
sexuality dominates Nikolay Ivanovich, despite both his masculine gender and his high social

position.

While Margarita and Natasha are shown acting in sexually assertive ways, the Master is not shown
in a similar way. As | have previously noted, the relationship between the Master and Margarita is
not described in sexual terms. Margarita’s sexuality is not, therefore, subordinated to the sexuality
of a strong masculine character. Not only is her relationship with the Master not shown to be sexual,
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but she is also unlike many other female characters | have discussed in that she is not portrayed as
having been the victim of sexual abuse or coercion. While she is characterised very strongly in
terms of her physicality - in the sexual overtones of her flight, the physical impact on her body of
her role as the host of Woland’s ball and in her domestic role in creating a secure home for the

Master*"

- Margarita is not shown as having suffered a physically or sexually abusive or
exploitative past. This makes her unlike Sonya, Maslova (in Tolstoy’s Resurrection), Nastasya and
Lara (in Pasternak’s Doctor Zhivago) who are sexually exploited, and unlike Anna Karenina who is
coerced into marriage because of her dependent status. It is arguable that this characterisation as a
woman who is physical and sexual, but not constrained by these aspects of her personality leads to
her comfortable, accepting attitude to her sexuality, and her ability to trust her own intuition and
understand and value her emotions.*”® Bulgakov writes that, when Margarita woke up on the day
she was to meet Azazello she ‘He 3amnakana, kak 3To OBIBANO YACTO, MMOTOMY YTO NMPOCHYJIACH C
MPEUYBCTBUEM, YTO CETOJIHA HAKOHEIl YTO-TO MPOU30MIET. OIIIYTI/IB 3TO IIPEAYyBCTBHE, OHA CTaja
€ro MojorpeBaTh U PacTUTh B CBOEH AyIle, oracasich, 4TOObI OHO ee He mokuHyno  (p. 339), (‘did
not burst into tears, as she frequently did, because she had woken up with a presentiment that today,
at last, something was going to happen. She kept the feeling warm and encouraged it, afraid that it
might leave her’ [p. 251]). This passage shows how Margarita was partly passive, allowing her

emotions and feelings to guide her, but that she also nurtured and actively encouraged feelings of

hope.

Margarita’s faith in her intuition enables her easily to accept Woland’s identity. Her acceptance of
the supernatural, and her willingness to be guided by it, contrasts with the difficulty characters such

as Bezdomny have in accepting the identity of Woland and his entourage. By contrast, when

2 1 will demonstrate the physicality of Margarita’s roles as host of Woland’s ball and as a homemaker for the
Master later in this chapter.

#73 Extensive research undertaken throughout the second half of the twentieth century (for example, see Trickett
and Putnam) highlights the links between sexual abuse or exploitation and persistent feelings of self-doubt and
low confidence. This shows how the portrayals of abused women by writers such Dostoevsky, Tolstoy and
Pasternak were based on trends they observed in real lives.
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Margarita meets Azazello and he invites her to the ball and offers her the cream she hardly hesitates

before telling him:

1 3nHato, Ha yto uxy. Ho nay Ha Bce M3-3a HEro, MOTOMY YTO HH Ha YTO B MUpE
60.HI>IHG HaaCKAbl y MCHA HCT. Ho = X041y BaM CKaszaTb, 4YTO, €CJIM Bbl MCHA
nmoryoute, Bam Oyzmer cteigHO! Jla, cteigHo! S mormbaio m3-3a moOBu! ...
CornacHa Ha Bce, COTJlacHa NpoJieNaTh 3Ty KOMEIUIO C HAaTHpaHHEM Masblo,

corjacHa uaTH K uepty Ha kynmuku! (p. 351).

(I know what I’m letting myself in for. 'm ready to go anywhere and do
anything for his sake, only because | have no more hope left. But if you are
planning to ruin or destroy me, you will regret it. Because if | die for his sake |
shall have died out of love ... T agree to everything, I’'ll go through the whole

pantomime of smearing on the ointment, I’ll go to the ends of the earth! [p.

262]).

This demonstration of her belief in the power of the supernatural world is significant because, as
Ericson argues, The Master and Margarita can be read as a novel about beliefs, in which the

responses of the characters to the spiritual world determine their fate.*™

Margarita’s natural,
intuitive belief in the spiritual world is so strong that she is able to encourage other characters,
particularly the Master and Bezdomny, and to intercede for the Master and for Frieda, who is

consumed by guilt having killed her baby when she could not afford to feed him.

Just as Margarita’s approach to emotions involves her both passively accepting them and actively
encouraging them to guide her actions, her approach to domesticity also has aspects of both
passively providing a home and actively nurturing the Master’s creativity. Donald Fiene argues that

almost every character in The Master and Margarita is either without home, seeking a new home or

4% Ericson, p. 56.
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yearning for refuge in some another way.*”®> The Master finds a sense of security and domesticity in
his relationship with Margarita. When he visits Bezdomny in the hospital, he describes his life with

Margarita in these terms:

[Maprapura] roroBusia 3apTpak, M HakpbiBajla €ro B IEPBOM KOMHATe Ha
oBaJibHOM ctosie. Korma 1miu maiickue rpo3bl ¥ MHMO IIOJICIICIIOBATHIX OKOH
IIYMHO KaTWJIach B IOABOPOTHIO BOJA, yrpoXasl 3ajUTh MOCIEIHUN IMPHIOT,
BIIIOOJICHHBIC paCcTAILIMBANIM MEYKY U MEKIM B Hel kaprodens. OT kapTodenst
BaNWJI Tap, 4epHas kapTodenpHas IIenyxa navkaina nanipl. B moaBanpumke
CJIBIIIAJICSI CMEX, JIEPEBbsI B Caly COpaChIBAIIU C ce0sl TOCIE IOk 00JIOMaHHBIC

BETOUKH, Oesbie kuctu (pp. 253-4).

([Margarita] cooked lunch and served it on an oval table in the living-room.
When the May storms blew and the water splashed noisily past the dim little
windows, threatening to flood their home, the lovers stoked up the stove and
baked potatoes in it. Steam poured out of the potatoes as they cut them open, the
charred skin blackened their fingers. There was laughter in the basement, after
the rain the trees in the garden scattered broken branches and white blossom [p.

164]).

The detail with which Bulgakov describes the Master’s and Margarita’s daily life together
highlights the importance of them finding both a physical and spiritual home in their relationship.
Their contentment is significant, not only for their own happiness, but also because it enables the
Master to write his novel. Bulgakov writes that ‘Tor, kTo Ha3biBa;m cebs mMactepoM, padoTai
JMUXOPaJ0YHO HaJ CBOMM POMAHOM, M 3TOT POMaH MOTJOTHII U He3HaKoMKy’ (p. 254), (‘the man
who called himself the master worked feverishly at his novel and the book cast its spell over the

unknown woman’ [pp. 164-5]). The home Margarita provided therefore created the space and

% Eiene in Milne (1995) pp. 125-39, here p. 127.
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security which allowed the Master to produce his art. Margarita fulfils this domestic role for the
Master despite the fact that she flew away from the home she shared with her husband. This
suggests that it was her life with her husband she rejected and not her domestic role as a wife.
Margarita is thus a diverse and versatile character. She is able to act decisively in rescuing the
Master’s manuscript and she can also be passionate and sexual as we see in her moonlit flight,
however, she also devotes herself to domestic tasks such as hosting the ball and managing a
household. This versatility and her willingness both to act and to retreat into passive, feminine tasks

suggest that her role in the narrative is to meet the Master’s wide variety of needs.

As the quotation in the paragraph above demonstrates, the period of domesticity shared by the
couple helped Margarita to develop the passionate emotional attachment to the novel which would
compel her to preserve and fight for it later on in Bulgakov’s narrative. It is arguable that Margarita
was so closely involved in the creation of the Master’s novel that she acted as a kind of ‘midwife’ at
its birth.*’® The Master related to Bezdomny how the book ‘mormorin’ (p. 254), (‘cast its spell over’
[p. 165]) Margarita to the extent that ‘Bpemenamu [Mactep] HaumHanm peBHOBATH e€ K Hemy’ (p.
254), (‘at times [the Master] actually felt jealous of it’ [p. 165]). While the Master was writing his
novel, Margarita ‘0e3 KoHIIa IepeYnTHIBaIa HAMUCAHHOE ... OHA MOJTOHSUIA €r0 U BOT TYT-TO CTajia
Ha3plBaTh MactepoM. OHa HETEpPHENUBO JOKHIAIACH OOCIIAHHBIX YXKE TOCIEJHUX CJOB ...
HapacreB ¥ TPOMKO TIOBTOPSIIA OT/ENIbHBIC ()pa3bl, KOTOPBIC €l HPABUIIUCH, U TOBOPHUIIA, YTO B 3TOM
pomane — ee xu3Hb’ (p. 254), (‘ceaselessly read and re-read the manuscript ... she drove him on
and started to call him “the master”, she waited impatiently for the promised final words ... reading
out in a loud sing-song voice random sentences that pleased her and saying that the novel was her
life’ [p. 165]). This quotation demonstrates Margarita’s role in recognising the value of the

Master’s novel and significantly, in naming him the Master. Within patriarchy, the role of naming

478 Although Propp’s term for this role is a ‘donor’, the word ‘midwife’ seems more appropriate here given the
nurturing, maternal aspects of Margarita’s care for the manuscript.
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and defining meanings is usually reserved for masculine characters, so the fact that Margarita

performs this role highlights the unusual degree of power she holds in the text. *'’

However, while the Master creates his novel, Margarita’s primary role is in preserving and
protecting it.*’® She recognises its significance and value and takes almost a maternal responsibility
for ensuring its safety. In the house she shares with her husband she keeps ‘enurcTBeHHO TIEHHOE,
yto uMena B xku3Hu’ (p. 341) (‘the one thing which she valued most of all’ [p. 252]) in a chest in the

attic. This object was

CTapblii alb0OM KOPHUYHEBOH KOXH, B KOTOpOM Oblia QoTorpadpuueckas
KapTouka MacTepa, KHIKKa cOeperaTeinbHOM KacChl CO BKJIAJIOM B JIECATH THICSY
Ha €ro MMs, pacIiulacTaHHBbIE MEXAY JUCTKAMH MAalUpPOCHOW OyMaru JemecTKH
3acOXIIeH PO3bl U YacTh TETPaIH B IIEJbI JIMCT, HCIIMCAHHON HA MAIIWHKE U C

obropeBuM HWKHUM Kpaem (p. 341)

(an old album bound in brown leather, which contained a photograph of the
master, a savings bank book with a deposit of ten thousand roubles in his name,
a few dried rose petals pressed between some pieces of cigarette paper and

several sheets of typescript with singed edges [p. 252]).

Margarita treasures these mementos of the Master and both carefully preserves them and seeks
them out regularly to remind herself of the Master and his work. She ‘nmpocunena okoio uacy,
JIepka Ha KOJICHSIX HCIOPYCHHYIO OTHEM TETpailb, MEPEIUCThIBAs €€ M MEPEUYUTHIBAs TO, B YEM
MOCJIe COXOKCHHs He ObUIO HU Havana, Hu koHma’ (p. 341) (‘sat for about an hour, the burnt

typescript on her knees, turning the pages and re-reading what the fire had not destroyed’ [p. 252]).

1" De Lauretis (1984), p. 33. De Lauretis suggests that meanings are formed by the masculine subject and that
semiotic values are constructed, read and located in history by masculine subject. See also Irigaray, p. 46.
Irigaray argues that a crucial issue for feminism is the need for women to gain recognition of themselves as
subjects.

*78 Ericson, p. 93.

183



Margarita’s portrayal as an intensely intuitive character does not mean that she is entirely passive.
Traditionally Russian heroes and heroines are defined in terms of passive ‘feminine’ characteristics
such as intuition and faith, and active ‘masculine’ attributes such as reflection and reason.*”
Margarita, however, is not shown as stereotypically feminine. Barratt argues that while Bulgakov
valued passivity to some extent (which may help to explain his identification with the character of
the Master), he characterised Margarita so positively because to him she was the ‘incarnation of
purposeful action’.*®® Margarita’s ability to act decisively is one of the key differences between her
and the heroine of Johann Wolfgang von Goethe’s Faust, Gretchen, from whom Bulgakov derived

Margarita’s name.*®*

When Margarita saw the Master’s precious novel burning in the fire, for
instance, ‘Bce ee neficTBHs MOKa3bIBAIM, YTO OHA TOJIHA PEIIMMOCTH M YTO OHA OBJajeia coboii’

(p. 260), (‘all her movements showed that she was a determined woman who was in absolute

command of herself” [p. 170]).

In addition to the crucial role Margarita played in the novel’s creation, she also demonstrated her
ability to act by undertaking the responsibility of being hostess at Woland’s annual ball (pp.
378/288). This is a role she accepts and plays with extraordinary grace. She holds a prominent
position of power and authority at the ball, and is referred to as “your majesty’ and ‘Queen Margot’
(pp- 389/298) by the guests and by Woland’s entourage. The Master is not shown in any
comparable position of power or respect throughout the novel. Margarita, on the other hand,
performs a role which makes her symbolically the ‘Queen of Hell’, a function which may reflect the
tradition in Eastern Orthodoxy of Mary visiting hell with Christ.*®* Just as Mary can intercede in
heaven, Margarita intercedes in ‘hell’*® notably when she requests forgiveness for Frieda (pp.

414/321).

7 Makushinsky, translated and cited in Rutten, p. 38.
80 Barratt, p. 17.

“81 Ericson, p. 113.

82 |bid., p. 130.

8 |bid., p. 131.
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Barratt suggests that while Margarita does show great courage, it is a different type of courage from
the ‘arrogant, masculine’ courage shown by Goethe’s Faust.** Barratt uses this comparison to
demonstrate that Margarita’s courage has feminine qualities of selflessness, love and mercy.*® This
argument reflects the way in which the courageous actions Margarita performs benefit characters
other than herself. Margarita has nothing to gain by asking for forgiveness for Freida, and indeed
this request has a great emotional cost to her as it was made at a time when she did not know
whether she would see her beloved Master again. In a similar way, her actions to protect the
Master’s novel were motivated by her selfless love for the Master and not by any hope for personal

reward.

Although she has great spiritual authority, the physicality of Margarita’s quest seems to be
significant as the impact on her body is frequently referred to by Bulgakov. Mirroring the
physicality of her domestic role and her flight on the broomstick, he describes Margarita’s
subjective experience of the ball in terms of her bodily sensations as ‘rerneps [oHa] execekyHIHO
OIyIIAJ] TMPUKOCHOBEHHE T'y0 K KOJICHY, €KCECEKYHIHO BBITSTMBajla BIEpPEA PYKY JJIS TOLENys,
JIMIIO €€ CTAHYJIO B HEMOABIKHYT0 MacKy npusera’ (p. 398), (‘incessantly [she] felt the touch of lips
to her knee, incessantly she offered her hand to be kissed, her face stretched into a rigid mask of
welcome’ [p. 306]). This took its physical toll on her body as her ‘nHoru ... moarn6anuce, KaxmIyro
MUHYTY OHa Oosjachk 3aruiakaTh. Hauxy/mme cTpagaHusi eid IPUYUHSIIO MPaBOe KOJIEHO, KOTOPOE
uenoBanu’ (p. 399), (‘legs were buckling and she was afraid that she might burst into tears at any
moment. The worst pain came from her right knee, which all the guests had kissed’ [p. 307]) and
later ‘He moHMMas, KaK TO CIy4YWIOCh, MaprapuTa okaszanach B TOH K€ KOMHATe C 0acceiiHOM M
TaM, cpasy 3aruiakaB OT 0OJIM B pyKe M HOre, moBaiuiack npsiMo Ha mos’ (p. 400), (‘half-fainting,
Margarita found herself beside the pool again where, bursting into tears from the pain in her arm

and leg, she collapsed to the floor’ [p. 308]).

8 Barratt, p. 276.
“8 1bid.
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Ericson points to the primacy of the Master’s goals and ambitions in his relationship with Margarita
when he writes that while Margarita is a more active agent than the Master, she is depicted as his
disciple.*®® 1 would expand on this argument to suggest that Margarita performs physical quests
such as flying away to host Woland’s ball instead of the Master who is portrayed as being passive
and unable to act decisively. Bulgakov’s characterisation of the Master as passive reinforces his
central male character’s link with dreams and helps to make the spiritual realm of the novel more
convincing as the Master’s shifting, ephemeral character does not seem fixed or constrained to a
specific time and place. As a passive character, open to spiritual ‘truths’ which are also experienced
and expressed by other characters, such as Woland and Bezdomny, the Master has access to the
story of Yeshua and Pilate although it occurred in historical reality around nineteen hundred years
before the narrative of Bulgakov’s text. However, | would argue that while passivity is key to this
crucial aspect of the Master’s characterisation it leaves a lack in his personality which is completed
by Margarita. Margarita is able to act in ways that the Master cannot. Bulgakov’s novel turns the
usual patriarchal value system on its head, in that he privileged passivity over activity. Therefore,
despite Margarita’s ability to act instinctively and decisively, she is positioned as the Master’s
helper and disciple (to use Ericson’s term). The passive, spiritual Master retains his privileged,

masculine position relative to Margarita’s subjugated position.

While Margarita helps the Master’s masculine character to develop by performing tasks he is
unable to perform himself, encouraging him to write his novel and physically protecting the text,
the feminine character of Yeshua leads Pilate towards self-knowledge in a different way. In this
next section I will argue that Pilate’s encounter with Yeshua forces him to confront his weaknesses
and vulnerabilities in a similar way to Pierre’s experience in Devichy Meadow in Tolstoy’s War

and Peace.

“% Ericson, p. 93.
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Pilate is a central character in The Master and Margarita, so much so that Fiene argues that
Bulgakov gave other major characters attributes linking them to Pilate.*®’ The historical Pilate had a
difficult role to fulfil, maintaining peace and political stability in Roman-occupied Galilee. When
the Jewish leaders brought Jesus to him for judgement he faced competing pressures both to uphold
Roman law and to maintain good relations with the Jewish leaders in a politically volatile situation.
Bulgakov’s fictional account of this episode draws on Pilate’s military background and his
reputation for bravery and courage. Lidiia lanovskaia, for instance, highlights the military heroism
of Pilate’s ancestors and his own commendable military past.*®® His reputation for courage and
military action defines him as a strong masculine character who has achieved success and status in

patriarchal terms.

Yeshua’s portrayal is described as ‘controversial’ by Curtis as it does not reflect the traditional
veneration with which Christ is treated** and Alena Moravkova Baranova also argues that there are
more differences than similarities between Yeshua and the Biblical Jesus.*® Instead of creating a
powerful figure, like Dostoevsky’s portrayal of Myshkin as a Christ-like figure who suffered from
epilepsy in The Idiot, Bulgakov also emphasizes Yeshua’s human traits and his vulnerability. The
following description of Yeshua’s treatment by Mark Muribellum, the Roman centurion,

demonstrates his frailty:

KpbicoOol BBIHYN W3 PyK JIETMHOHEpA, CTOSBIICTO Y IMOJHOXHS OpPOH30BOI
CTaTyH, O M, HECHJIBHO Pa3MaxHyBILIHUCh, yIapUJI apPECTOBAHHOTO IO TUICYaM.
[IBI>KeHHe KEHTYpHuoHa ObUIO HEOPEKHO M JIETKO, HO CBSA3aHHBI MTHOBEHHO
PYXHYJ Ha3eMb, Kak OyATO eMy MOApyOMIM HOTH, 3aXJIeOHYJICS BO3IYXOM,

Kpacka cOexara ¢ ero JInia, u riiaza odeccMpicuiauch (p. 114).

87 Fiene in Milne (1995), pp. 125-39, here p. 130.

“88 |anovskaia, p. 18.

8 Curtis, p. 156.

90 Baranova in Milne (1995), pp. 217-24, here p. 218.
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([he] took a whip from the hands of a legionary standing by the plinth of a
bronze statue and with a gentle swing struck the prisoner across the shoulders.
The centurion’s movement was slight, almost negligent, but the bound man
collapsed instantly as though his legs had been struck from under him and he

gasped for air. The colour had fled from his face and his eyes clouded [p. 29]).

The soldier’s ability to crush Yeshua effortlessly, almost ‘negligently’, shows Yeshua’s extreme
passivity. He is also portrayed as fearful of pain as he tells Mark: ‘5l monsiun Te6st. He Geit menst” (p.

114), (‘I understand you. Don’t beat me’ [p. 29]).

Nathalie M. Talbot describes Yeshua’s voice as ‘profoundly human’ and suggests that one
explanation for the reader’s sense of identification with him is that he shares the destiny of all
humanity as everyone is ‘equal before death’.*" In this way, the death sentence that Pilate may pass
on the handcuffed prisoner and his portrayal as a man who is as vulnerable and powerless in the
face of death as any ‘ordinary’ human being, highlight Yeshua’s humanity. Apart from Yeshua’s
ability to read Pilate’s mind, and to communicate fluently in both Latin and Greek, Bulgakov does
not endow him with any other attributes which hint at his supernatural, divine power until the end

of the text.

Physical, bodily pain is a theme of this section as, despite the very masculine connotations of
Pilate’s characterisation, he is also experiencing intense pain and is, therefore, weakened. The pain
is described from Pilate’s perspective as his internal monologue: ‘O Goru, Goru, 3a 4YTO BEI
Haka3piBaeTe MeHs? ... J[a, HET COMHEHMI, 3TO OHA, OISITH OHA, HermoOeauMasi, y)kacHast OOJIE3Hb ...
TeMUKPaHUs, IPH KOTOPOW OOJIUT MOJTOJIOBHI ... OT HEe HET CPEACTB, HET HUKAKOTrO CHAceHUs ...
nonpoOyto He nBurath rojosoii’ (p. 112), (‘Oh gods, what are you punishing me for? ... No, there’s
no doubt, I have it again, this terrible incurable pain ... hemicrania, when half the head aches ...

there’s no cure for it, nothing helps ... I must try not to move my head’ [p. 27]). This pain is not

*! Talbot in Milne (1995), pp. 187-200, here p. 191.
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mentioned or discussed with the soldiers and aides around Pilate, which possibly has the effect of
intensifying the reader’s sympathy with Pilate. He is not only in pain, but he is portrayed as
isolated, both by the difficulty of making complex decisions with far-reaching consequences, and
by the necessity of dealing with his pain alone. The pain pre-occupies him and is mentioned again
several times in the first chapter focusing on the Jerusalem narrative ‘Ilontuit [Tunatr’ (‘Pontius
Pilate’). He is described as ‘He ymepkapmmchk oT OomesnenHoit rpumackl’ (p. 112), (‘[not]
restrain[ing] a grimace of agony’ [p. 27]), later he ‘Obu1 Kak KaMeHHBIH, MOTOMY YTO OOsUICS
Ka4HyTh MbUIAIONEH afackoi 6onbio TosnoBoit’ (p. 113), (‘was like stone from fear of shaking his
fiendishly aching head’ [p. 28]), then he ‘3axoTenocs MOTHATHCS, TOACTABUTH BUCOK MO CTPYIO U
Tak 3amepeTh. Ho oH 3HaJ, 4TO U 3TO eMy He momoxeT’ (p. 114), (‘had a sudden urge to get up and
put his temples under a stream of water until they were numb. But he knew not even that would
help’ [p. 29]). The references to Pilate’s painful headache persist as Bulgakov describes how his
‘OoNIbHBIE TJIA3a TSDKENO Tisimenu Ha apectanta’ (p. 116), (‘pain-filled eyes stared heavily at the

prisoner’ [p. 31]).

The vulnerability and pain Pilate experiences during this early account of his encounter with
Yeshua are significant because they emphasise his bodily experience and therefore add a degree of
femininity to what might otherwise be a very masculine and aggressive character. He is a man who
is used to exercising power over armies of soldiers but he suddenly finds that he cannot control his

own mind. He thinks ‘Moii ym He ciayxut mHe 6onbine’ (p. 118), (‘my mind no longer obeys me’

[p. 33]).

In contrast, Yeshua’s speech to Pilate reveals a deep knowledge and understanding of the

Procurator’s position:

HcTuna nmpexae BCCro B TOM, 4UTO Yy TeOs 0OIUT rojioBa, u OOIIUT Tak CHUJIBHO,
YTO Tbl MAJOAYIIHO IMMOMBINIIACHIbL O CMCPTH. Tel HE TOIBKO HE B CHJAX

TOBOPUThL CO MHOH, HO TeOe TpyAHO nake IsimeTb Ha MeHs. M ceigac s
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HEBOJIBHO ABJIAIOCH TBOUM IaJIadOM, YTO MCHA OTOpYacT. Tw1 HE MOXEIIb Jaxe
U aymartb O LIG:M-HI/I6y,Z[I> N MCUYTACllb TOJIBKO O TOM, YTOOBI npunuia TBOSA
co6a1<a, CAUHCTBCHHOC, MMO-BUAUMOMY CYHICCTBO, K KOTOPOMY ThbI IPUBA3AH. Ho

MYYeHHs TBOU Ceiiuac KOHYATCs, TooBa mpoimer (p. 118).

(At this moment the truth is chiefly that your head is aching and aching so hard
that you are having cowardly thoughts about death. Not only are you in no
condition to talk to me, but it even hurts you to look at me. This makes me seem
to be your torturer, which distresses me. You cannot even think and you can
only long for your dog, who is clearly the only creature for whom you have any

affection. But the pain will stop soon and your headache will go [p. 33]).

Just as Myshkin directly spoke the truth about Nastasya’s personality, Yeshua speaks confidently
about the ‘truth’ of Pilate’s subjective experience, which is astonishing as he is a beaten captive
whose fate rests in Pilate’s hands. His perception that he is torturing Pilate, rather than the other
way around is also striking as it demonstrates Yeshua’s unique and fresh outlook. He has a
dramatically different way of viewing the world from Pilate’s worldview, which is focused on
power and physical domination over others. Pittman contends that Yeshua, unlike Pilate, ‘follows
the dictates of his own heart wherein his code of intuitive morality lies. He perceives of right (and
wrong) as dictated by conscience, rather than as stipulated by legal statutes.”*** Yeshua, for
instance, tells Pilate, almost with a child-like simplicity (which also mirrors Dostoevsky’s portrayal
of Myshkin as innocent and child-like), that ‘npaBay roBoputs serko u npusitao’ (p. 124), (‘telling
the truth is easy and pleasant’ [p. 39]). He is able to maintain this calm assurance despite the
seriousness of his situation and the judgements Pilate must make about his case partly, | think,
because of his clarity about his own identity and his acceptance of death. He seems to be unafraid of
his own death and this gives him the freedom to speak the ‘truth’ to Pilate, regardless of the

physical consequences.

92 pjttman, p. 160.
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Pilate, on the other hand, cannot accept Yeshua’s uncomplicated view of the scenario and responds:
‘MHE HE HYXXHO 3HATh ... MPUATHO WJIN HCUIPHUATHO TeOe TOBOPUTH IpaBay. Ho tebe MMpUACTCA €€
roBoputh. Ho, TOBOpS, B3BemMBal KaKJ0€ CIOBO, €CIIM HE XOYEIIhb HEe TOJHKO HEH30eKHOH, HO U
myuurtenbHon cmepta’ (P. 124), (‘I do not want to know ... whether you enjoy telling the truth or
not. You are obliged to tell me the truth. But when you speak weigh every word, if you wish to
avoid a painful death’ [p. 39]). Yeshua, as Colin Wright contends, demonstrates to Pilate the
limitations of his earthly power.**® Although it seems that Pilate has the authority to choose whether
or not to condemn Yeshua to death, he eventually acknowledges that his choices are restricted by
the complex political environment. He asks Yeshua: ‘TbI mosaraenis ... 4T0 pUMCKUIl IPOKypaTop
OTIYCTUT YeJIOBEKa, TOBOPHBIIETO TO, 4TO ToBopmwiI 1ol (p. 126), (‘Do you imagine ... that a
Roman Procurator could release a man who has said what you have said to me?’ [p. 41]). Pilate
realises that the consequences of releasing Yeshua would be so great, that that choice seems
impossible for him to make. His encounter with the feminised Yeshua compels him to address both

his own bodily weakness and the limitations of his authority.

It is tempting to interpret Pilate’s and Yeshua’s personalities as diametrically opposed, but there are
intriguing, subtle details in which their experiences and fates seem to mirror each other. The ‘nox
JIEBBIM TJ1a30M ... Oombmioii cuHsk’ (p. 112), (‘large bruise under [Yeshua’s] left eye’ [p. 28]) could
be seen as mirroring Pilate’s one-sided headache. Just before Pilate imagines “xamo6ubM rosocom
nmo3BaTh cobaky banra, moxanoBarbcest ei Ha remukpanuto’ (p. 117), (‘calling for his dog Banga in a
pitiful voice and complain[ing] to the dog about his hemicrania’ [p. 32]) Yeshua mentions his
fondness for dogs. He is describing how a man tried to insult him by calling him a dog, and
elaborates: ‘st TMYHO HE BMXKY HUYETO AYPHOTO B 3TOM 3Bepe, YTOObI OOMKAThCs Ha 3TO cJIOBO ™ (.
116), (‘personally I see nothing wrong with that animal so I was not offended by the word’ [p. 32]).
Perhaps a much more powerful link between the two characters is that they both consider their own

mortality during their exchange. Pilate is in so much pain that ‘u meicne 00 sxge BIpYyT

93 Wright in Milne (1995), pp. 38-49, here p. 45.
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cOOJIa3HUTEIBHO MeENIbKHYJIa B O0NbHOH rojoBe mpokypartopa’ (p. 117), (‘suddenly the tempting
thought of poison flashed through [his] mind’ [p. 32]), and later he tells Yeshua that his (Yeshua’s)

life ‘BucuT Ha Bosocke’ (p. 120), (‘is hanging by a thread’ [p. 35]).

This strange echoing of some characteristics seems to add to the intensity of the scene between
Pilate and Yeshua, tying the two characters together very deeply. It is as though Bulgakov gives
Pilate several opportunities to identity with Yeshua on a human level. Yeshua extends a very

heartfelt invitation to Pilate:

51 coBeroBain Obl Tebe, HITEMOH, OCTABUTh Ha BPEMs ABOPEL U MOTYJAThH MEMIKOM
rae-HuOy b B OKPECTHOCTSIX, HY XOTs OBbI B cajax Ha EneoHckoil rope ... mo3xe, K
Beuepy. [Iporynka mpunecna O0b1 TeOe OOJBLIYIO MOJIB3Y, @ 51 C YAOBOJILCTBUEM
compoBoXkian Obl TeOs. MHe NpHUIUIM B TOJNOBY KOe-Kakue HOBBIE MBICIH,
KOTOpBIE MOIJIM OBbl, IoJjlarar, IMOKa3aTbcsi TeOe HMHTEPECHBIMH, M S OXOTHO
nojenuicss Ol UM ¢ TOOOH, TeM Oojiee YTO THI MPOU3BOIUIIE BIICYATICHHUC

OYeHb YMHOTO uenoBeka (pp. 118-9).

(I would advise you, hegemon, to leave the palace for a while and take a walk
somewhere nearby, perhaps in the gardens or on Mount Eleona ... later, towards
evening. A walk would do you a great deal of good and | should be happy to go
with you. Some new thoughts have just come into my head which you might, |
think, find interesting and I should like to discuss them with you, the more so as

you strike me as a man of great intelligence [p. 34]).

Although this discussion does not take place, and Yeshua is executed, The Master and Margarita
ends with Bezdomny dreaming about the end of the Master’s novel, in which ‘Moj10101i YeIOBEK B
pa3opBaHHOM XUTOHE U ¢ 00e300pakeHHbIM jtuiioM’ (p. 543), (‘a young man in a torn chiton with a

disfigured face’ [p. 444]) walks beside ‘gemoBek B Oemom Imiamie ¢ KpoBaBbeIM moaboem’ (p. 543),
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(‘a man in a white cloak with a blood-red lining’ [p. 444]). Yeshua reassures Pilate that the
execution did not take place and Pilate acknowledges that crucifixion is ‘kakas momas ka3sab!’ (p.
543), (‘a disgusting method of execution’ [p. 444]). Just as Bezdomny appears to be only partially
‘reborn’ as a masculine hero at the end of his quest, so Pilate, having initially declined the
opportunity to communicate openly with Yeshua, seems to be granted comfort and reassurance, but

not re-birth.

Bezdomny’s dream of Pilate and Yeshua walking together engaged in conversation is another
example of the fluid nature of Bulgakov’s narrative which defies fixed, unchangeable endings. The
dialogue between the two men is kept open, allowing both characters to continue moving and
developing. In contrast to The Idiot, in which two male characters achieve symbolic union over the
static, dead body of a violently murdered woman, in The Master and Margarita Yeshua, a
feminised character, dies in the section of the novel which represents historical, objective reality but
then returns in the spiritual and imaginative plane of dreams. Pilate needs his dialogue with Yeshua
to continue as he feels guilty for his part in his death and the ongoing conversation allows him to
change his position, giving him a kind of second chance. As Woland tells Margarita: ‘To Bumur
OIHO U TO XK€ — JIYHHYIO I0pOry, U XO4YCT MOWTH 1O HEeM U pasroBapuBaTh C apeCTaHTOM Fa-HoupH,
IMOTOMY 4YTO, KaK OH YTBEPXKIAACT, OH 4€ro-To HE JOrOBOPUJI TOTAad, JaBHO, YETBIPHAAIATOIO YHCiia
BeceHHero Mecsa Hucana’ (p. 527), (‘he always sees the same thing — a path of moonlight. He
longs to walk along it and talk to his prisoner, Ha-Nostri, because he claims he had more to say to

him on that distant fourteenth day of Nisan’ [p. 429]).

The Master, likewise, is rewarded with the ending that meets his needs. He is led to his eternal rest

by Margarita in a scene which de Lauretis might explain as the masculine hero being rewarded with

494

awoman as a prize awaiting him at the end of his quest.”™ Margarita tells the Master:

9% De Lauretis (1984) p. 133.
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Cnymaii 6e33By4He ... CIyllal U HacjaaxIaics TeM, 4ero Ttede He JaBajiu B
JKU3HHU, - THIIWHOW. CMOTPH, BOH BIIEpEAH TBOW BEUHBIN JIOM, KOTOPHIHA TeOe Aau
B Harpaay ... Bor TBoi J0M, BOT TBOW BEYHBIH NIOM ... Thl OyJCIb 3aChINATh,
HAJEBIITN CBOW 3acalieHHBIM W BEYHBIA KOJIIAK, THI OYIIEITh 3aChITaTh C YIBIOKON
Ha Ty6ax. CoH yKpenuT TeOsi, Thl CTaHelllb PacCyXIaTh MyApO. A TPOTHATH MEHS

THI YK€ He cymeelib. bepeub TBo# con Oymy 51 (pp. 529-30).

(Listen to the silence and enjoy it. Here is the peace that you never knew in your
lifetime. Look, there is your home for eternity, which is your reward ... It’s your
home, your home forever ... You shall go to sleep with your dirty old cap on, you
shall go to sleep with a smile on your lips. Sleep will give you strength and make
you wise. And you can never send me away — | shall watch over your sleep [p.

431]).

It is interesting that, despite her very different actions and personality, Margarita shares the same
fate as the Master. The fact that this happens, despite the differences between the Master and
Margarita supports de Lauretis’ contention that women are often portrayed in the static position of
prizes for masculine heroes. In other words, whatever they achieve, their fate is tied to the
masculine hero and determined by his needs. Bulgakov seems to address this same point when he
shows Woland telling Margarita about Banga, Pilate’s faithful dog. Woland asserts that: ‘Hy 4T0 X!,
TOT, KTO JIFOOWUT, TOJDKEH Pa3eisTh y4acTh TOTO, KOTo oH Joout’ (p. 526), (‘one who loves must
share the fate of his loved one’ [p. 428]). Despite the masculine pronoun used in this quotation, the
female characters | discuss throughout this dissertation demonstrate that it is overwhelmingly

women who share the fate of the men they love.

In conclusion, therefore, 1 have argued that Bulgakov’s The Master and Margarita portrays three
male characters - Bezdomny, the Master and Pilate - who descend into feminised spaces or have

intense encounters or relationships with feminised characters. Bezdomny appears to be mad, enters
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the feminised space of the clinic and becomes child-like and powerless. He meets the Master and
gradually accepts the existence of the supernatural. However, when he emerges from the clinic
Bezdomny is unable to fully integrate the conflicting realities of the ‘real’ world and the

supernatural realm, and his personality remains divided.

The Master is an extremely significant character who unifies the plot of The Master and Margarita.
Much of the novel’s narrative involves either the story of the Master’s novel’s creation and
preservation or Woland’s account of the Jerusalem narrative which comprises this novel. However,
the Master himself only earns rest and not light, and is shown at the chapter ‘[Ipomenue n BedHbII
nputot’ (‘Absolution and Eternal Refuge’) in a peaceful domestic setting comparable to the stable
home Margarita provides for him to enable him to complete his novel. He earns eternal rest and the
opportunity to complete his novel with ‘ognoro ¢pazoit’ (p. 527), (‘a single sentence’ [p. 429]).
Like Bezdomny and the Master, Pilate encounters the feminine but he initially rejects the
opportunity Yeshua offers him to discuss their differing perspectives. Instead his actions lead to

Yeshua’s death, but he is granted forgiveness and a release from his guilt.

I have shown that however weak, flawed and ineffective Bulgakov’s male heroes such as
Bezdomny and the Master might be, his main female character, Margarita, provides support,
bolstering them and enabling them to achieve their aims. The male heroes are so central to the
development of the plot, despite their weaknesses, that the novel’s main themes of artistic freedom
and the power of imagination and creativity are voiced through them. Significantly, it is male
characters, rather than female characters, who hold central roles in this novel. Woland’s entourage
has only one woman, one of the key plots is the relationship between two men, Yeshua and Pilate,
and another central plot is the development of Bezdomny’s character. Therefore, despite the use of
narrative techniques such as magical realism (which might be seen as feminine, especially as it
destabilises the established linear order) it is ultimately male characters who metaphorically debate

and represent the central issues addressed in the novel.
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Male characters, even passive male characters such as the Master, demonstrate the importance of
imagination and in this way transgress the boundaries imposed by the oppressive Soviet authorities.
While male characters represent and wrestle with these weighty issues, Margarita performs the role
of a donor or helpmate in the masculine narrative. She is a powerful character who is able to accept
transformation, she has confidence in her own intuition, and in her inner self and the wider spiritual
world, and she is different to many other literary women in that she seems to control her own
sexuality. Margarita also has an important role in recognising the value of the Master’s text and in
naming him as the ‘Master’. It is arguable that she completes quests that the Master cannot and
therefore acts decisively to ensure both his safety and the survival of his manuscript. Bulgakov’s
portrayal of Margarita as such a strong and confident woman, especially in comparison to the
Master who is passive and doubts the value of his novel, is very significant as it shows how even in

these circumstances it is still the story of masculine development that drives narrative.
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5. Immortality through Poetry: Male Journeys and Female Nurturing in Pasternak’s

Doctor Zhivago

In this chapter | further develop arguments about the centrality of male desire in driving narrative
by focusing on Boris Pasternak’s novel, Doctor Zhivago, which was the subject of wide-ranging
political and cultural debate in the Western world following its publication in Italy in 1957*% and
the award of the Nobel prize for literature the following year.”*® I intend to show how, although
Pasternak writes in a ‘feminine’, lyrical way with sketchily drawn characters and a focus on fate or
coincidences, the development of the central male character proceeds along essentially traditional,
masculine lines. The male hero’s needs and desires influence the way other characters are

portrayed and he remains at the centre of the text and the events of the plot.

I begin my discussion of Doctor Zhivago by reflecting on the similarity between themes discussed
in the novel through the character of Yury Zhivago and the biography of his creator, Pasternak. I
argue that the similarities between Pasternak and Zhivago are pertinent because they shed light on
my key argument — that the narratives | have considered by all five writers discussed in this
dissertation are driven by masculine desire (occasionally as in the case of Anna Karenina and The
Idiot, female characters act in ‘masculine’ ways). Doctor Zhivago reflects, maybe more than any of
the other texts | have considered, the close relationship between embodied male experience and the
pleasure derived from phallic narrative structures.*’ D’Onofrio argues that Aristotle’s descriptions
of mimesis and poetics, which have been extremely influential on Western understandings of art
and literature, were profoundly influenced by the highly gendered nature of Greek society.*® As

Avristotle taught only men, she argues, he used plays, and narrative patterns which were accessible

“%° Barnes (1998), p. 330.

% Fleishman, p. 287.

7 D*Onoftrio, pp. 159, 164 and 165.
“8 |bid., pp. 159 and 164.
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to his students, and this accessibility was directly related to the students’ sex and their masculine

embodiedness in particular.*®

Doctor Zhivago provides the opportunity to explore these questions in detail as there appears to be
close links between the biography of its creator and its main character. Neil Cornwell calls for a
‘cautious, sophisticated understanding’ of the relationship between Pasternak and Zhivago,®®
pointing to the differences of opinion between critics such as Alexander Gladkov on the one hand
who writes that Zhivago is ‘by no means [Pasternak’s] double’ and Dimitri Segal on the other, who

describes Pasternak’s character as providing ‘the alternative biography of the poet”.>"

Livingstone points out that while Zhivago’s thoughts seem to be Pasternak’s thoughts, and while
his poems seem to be Pasternak’s in terms of their style and subject matter, Zhivago is different to
Pasternak in key biographical ways.** He is an orphan, while Pasternak was raised in a large, close
family; he is a doctor; and he does not share Pasternak’s Jewish heritage.‘c’03 Supporting
Livingstone’s contention that ‘nothing seems to connect’ Zhivago’s parents with Pasternak’s own
mother and father,>® Ronald Hingley also finds the differences between Pasternak’s and Zhivago’s
upbringings to be the most striking difference between them. He wrote that the writer seemed to
make strenuous efforts to dissociate himself from his fictional hero and that endowing Zhivago
with experiences and biographical characteristics which differed from his own was part of this

attempt to distance himself from his character.’®

However, in the aspects which matter most to Pasternak, and within his novel, that is the inner life

of the artist and the influences on his development, Zhivago and Pasternak appear to be very

9 bid., p. 159. D’Onofrio draws attention to the similarity between narrative structure and male experience

of sexual pleasure as linear, progressing from erection to interaction, then to climax and ejaculation (Ibid. p.
166). De Lauretis also refers to this argument, made by Robert Scholes, in her explanation of masculine
desire in narrative (de Lauretis, 1984, p. 108).

500 Cornwell, p. 17.

50 |bid.

%02 | jvingstone, p. 14.

593 |bid.

%04 |bid.

%% Hingley, p. 203.
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similar. The theme of artistic development was very important to Pasternak throughout his career
and this is particularly demonstrated in his autobiographical work, Safe Conduct (1931). Safe
Conduct outlines his development as a poet and is an unconventional autobiography in that its
primary focus is on the gradual artistic awakening of the artist, his influences and various artistic
pursuits, rather than on a factual account of his life and experiences. A very similar artistic and
intellectual journey is described in Doctor Zhivago. Like his creator, Zhivago begins a career in a
field unrelated to poetry, before rejecting it in order to pursue artistic goals. Pasternak was a
talented composer and it is thought he could have had a successful future in this area, and he also
studied philosophy at university and seemed likely to excel in this subject before he eventually
devoted himself to poetry.®® His main character, Zhivago, trained as a doctor, but neglected this
career in order to write poetry. Pasternak’s initial pursuit of interests outside of literature suggests
that his eventual choice to focus on poetry was motivated by a deep-seated passion that exceeded
the passion he felt for music and philosophy. This desire for free, artistic expression is also
reflected in the great personal risks Pasternak took throughout his life, and his sense of personal
danger is portrayed in Doctor Zhivago, especially as Lara and Pasternak seek refuge at their home

in Varykino and when Lara disappears at the end of the novel.

The key role played by women in Doctor Zhivago is influenced both by Pasternak’s lifelong
respect and sympathy for women, whom he idealised, and also by his own unconventional

relationships with women.*®” He married Evgenia Lourie in 1923, but according to Haywood this

508 509
9 4.

marriage had ‘virtually collapsed’ by 1929°* and Pasternak married Zinaida Neigauz in 193
Pasternak also had a long affair with Olga lvinskaya, who was imprisoned by the Soviet authorities
between 1949 and 1953, apparently as a way to punish Pasternak for his refusal to comply with

Soviet constraints on his writing.>*°

506 pasternak, B. and Schimanski, S (trans.) Prose and Poems (Ernest Benn Ltd, London, 1959), p. 69.
97 |bid., p. 14.
5% Haywood, in Ivinskaya, p. xxvi.
509 H
Ibid.
519 bid., p. xxxVv.
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Pasternak gave Zhivago many of his own attitudes and views of both women and femininity. As |
discussed above, Pasternak himself had complex relationships with the women in his own life, and
Zhivago’s relations with female characters seem in part to be modelled on Pasternak’s own life
experiences. Just as Pasternak maintained relationships with both his wife, Zinaida Neigauz, and
his mistress, Olga lvinskaya, Zhivago also loved two women, Tonya and Lara. At the end of the
novel, he even marries another woman, Marina, while he is still married to Tonya. In a strange
way, Zhivago’s unorthodox romantic relationships appear to reflect the deep respect he had for
women, rather than a desire to hurt them by his unfaithfulness. He learns from both Tonya and Lara
and appears to avoid the conflict and upset that a clear choice between them would cause. This
characteristic mirrors Pasternak’s idealisation of women. His reverence for, or idealisation of,
women and femininity is traceable back to his childhood, when the Pasternak family lived in poor
areas of Moscow and witnessed first-hand the suffering of some residents. Hingley refers to his
‘tender concern’ for women and his childhood urge to attribute transcendental significance to their

domestic and practical tasks.”"*

These ways in which the character of Zhivago mirrors Pasternak’s own life are key to
understanding how the masculine hero develops throughout the novel. Doctor Zhivago was an
extremely personal work for Pasternak. He took great risks when writing it; by reading sections of
it publicly to gauge opinions he risked imprisonment and execution.®** The Soviet authorities were
aware of Pasternak’s work on the text and its content was the subject of much of their interrogation
of Olga lvinskaya following her imprisonment.>** When he handed the novel to Sergio D’ Angelo,
who worked for the Italian publisher who would publish the text in Italy, he is said to have
remarked: ‘I invite you to attend my execution.”®** The great personal risks Pasternak took to

ensure his novel was both written and published, seemed justified to him by the importance of the

1 Hingley, p. 14.
512 lvinskaya, p. 268.
513 |bid., p. 104.

54 Hingley, p. 189.
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themes of artistic freedom and ‘truth’ which are central to the novel. These themes were important

to Pasternak throughout his life, and he saw his novel as his ‘last testament’ to the world.**

The text of Doctor Zhivago is driven by Zhivago’s desire for the understanding and sense of poetic
identity he needs in order to communicate effectively through his poetry, and in this sense seems to
mirror Pasternak’s own struggles to act authentically and with integrity in the oppressive climate
created by the Soviet regime. Artistic freedom was extremely important to Pasternak. He said to
Isaiah Berlin: ‘I understand that this is a meeting to organise resistance to Fascism. I have one thing
to say to you: do not organise. Organisation is the death of art. Only personal independence
matters.”>*® Although Berlin expresses a reservation about this quotation by writing that he cannot
vouch for its accuracy as he was relying on his memory, rather than a written record,®*” Peter Levi

suggests that it is consistent with other views expressed by Pasternak.>'®

Both Pasternak’s autobiographical work and his poetry are noted for their lyricism, that is, their
expressive, emotional nature which communicates the subjective, unique experience of the poet.
The ‘lyric’ as opposed to the ‘epic’ approach to narrative does not draw broad conclusions about
the poet’s experience, but simply aims to express his or her sensations and feelings as authentically
as possible. This allows the writer to focus on the detail of a character’s inner world, and his or her
individuality. As Katharine Hodgson points out, lyric poetry is associated, particularly in Russia in
the 1950s, with values of sincerity and self-expression.>*® In his turn to prose, however, Pasternak
turned his attention to the turbulent historical changes his society was undergoing and found the
narrative structure of the novel to be a more useful tool in expressing his views and ideas about the

role of the artist in post-revolutionary Russia.

515 Berlin (2013), p. 529.
516 Cited in ibid., p. 528.
517 Ibid., p. 529.

518 | evi, p. 188.

%1% Hodgson, p. 38.
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The opposition between lyric and epic traditions is important to my discussion of the role of
masculine desire in Pasternak’s work as these two traditions can be fruitfully considered from a
feminist viewpoint. Northrop Frye writes that discursive writers of epic narratives write
consciously and actively.”® These texts are narrated from a position of authorial distance, and
validate the authority of the subject who narrates, and guides the reader through the action of the
plot and the thoughts of the individual characters. The final section of Tolstoy’s War and Peace is
an unusually didactic conclusion to a fictional work, but it clearly demonstrates this sense of
narrative authority. Tolstoy uses this final section to reflect on questions of historical change and
freewill, asking questions such as ‘Kakas cuna msiker Hapomamu? > (‘What is the force that
moves nations?’).>?? Judith Butler highlights the association of discourse with masculinity, and the
passive surface, awaiting the penetrative act whereby meaning is endowed, with femininity.**® In

this way, epic narratives which endow meaning and legitimate the authority of singular, rational

narrators are coded as masculine.

Lyric or poetic texts with their focus on subjective experience and the inner life of individual
characters, seem more suited to expressing ‘feminine’, non-linear experiences. Mdria Minich
Brewer describes the ‘new expressionism in women’s writing that seeks to give voice to the
feminine: the exploration and affirmation of woman’s sexuality, her body, her desire, and her
fictions’.** Lyric writing may be seen as a potentially vibrant form of writing, which can de-
stabilise the traditional, singular authority of epic narration and enable writing from the viewpoint

of feminine subjects.*®

On the other hand, it is not possible to simply identify epic as ‘masculine’ narrative and the lyric as

‘feminine’. Although lyricism undoubtedly gives voice to more feminine, expressive and emotional

520 Frye, p. 98.

52 http://rvb.ru/tolstoy/tocvol_7.htm

522 Tolstoy, L. and Edmunds, R. (trans.) War and Peace (Penguin, London, 1982), p. 1404.

523 Butler (1993), p. 4.

524 Brewer, p. 1146.

525 Wittig argues that, since Proust, literary experimentation has been a key way to analyse subjects as this is
the ‘ultimate subjective practice’. See Wittig, p. 61.
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experiences, Edith W. Clowes argues that it is also distinctive for its ‘monologism’.**® That is,
epics may have the potential to show the emerging and conflicting world views of several
characters in dialogue with each other throughout the text.*”” Lyric novels, according to Clowes,
demonstrate a single authorial worldview and dramatize the inner, private, spiritual experience of
this single character in social space and historical time.*® The gendered implications of this
analysis of narrative approaches is crucial to understanding the desire which drives Doctor
Zhivago. Clowes’ analysis raises the possibility that while lyric novels may be seen to be feminine
narratives in some respects, they may express only masculine desire in a monologic way that is
unchallenged by other voices within the text. In addition, Frye argues that poets write creatively,
not deliberately like discursive writers, and rather than ‘fathering’ poems, perform the role of ‘mid-
wives’.*® This suggests that the poetry exists already, independent of the poet, whose role is not to
create it, but to communicate it. As [ will argue later in this chapter, Pasternak’s use of
coincidences and his sense of a universal, elemental ‘truth’ is problematic from a feminist
perspective as it reinforces the image of man as the representative of the universal. This negates

female experience, rendering women culturally invisible.

For the purposes of this discussion, I am considering Doctor Zhivago to have elements of both the
epic and the lyric. The key question about the role of masculine desire in driving the text of Doctor
Zhivago is the question of whether Zhivago can be said to develop as a character throughout the
narrative. Does Zhivago grow from a boy into a man, performing a series of quests, transcending
boundaries and then ultimately emerging as an independent, autonomous being? Or does he
undergo a series of death-rebirth cycles, but ultimately fail to change and develop? | would suggest
that the ‘quest’ elements of the novel (in which Zhivago travels, transcending boundaries, and
strives to prove himself) reflect epic traditions. On the other hand, his ultimate quest, for artistic

and spiritual self-expression, relies on lyric values.

526 Clowes, p. 22.
527 bid.

528 |bid.

529 Frye, p. 98.
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I have already argued in my Introduction that simply being a biologically male or female character
does not necessarily mean a character performs ‘masculine’ or ‘feminine’ functions in the text.
This has been particularly true for characters such as Dostoevsky’s Myshkin, Tolstoy’s Anna
Karenina, and Babel’s Lyutov, all of whom can be arguably have characteristics and functions
more commonly associated with members of the opposite biological sex. This same principle of
distinguishing between biological sex and cultural gender is fruitful to apply to Zhivago. His
‘feminine’ qualities have been discussed by a range of critics. For example, Henry Gifford
highlights the importance Zhivago attaches to his perceptions and subjective experiences rather
than to physical activity.** Zhivago’s life, Gifford argues, is ‘disastrously incomplete’ without his

poetry, and he habitually refrains from action in order to preserve his freedom to write poetry.>*

In comparison to male characters such as Strelnikov, and especially Komarovsky, Zhivago appears
particularly feminised. While both Strelnikov and Komarovsky act decisively, Zhivago hesitates
and often passively waits for events to take their course. Strelnikov leaves Lara and their child to
go and fight with the Revolutionaries, and he is shown as a powerful figure. When Zhivago
encounters him on the train to Yuryatin, Strelnikov ‘ToIpKO YTO CIOAa BOLIEAIIMHA MPSIMBIMH,
5532 (‘[

CTPEMHTENLHBIMU IIIaraMu had only just come in] with long, vigorous strides’).>*® Zhivago is

impressed and wonders

KaK MOT OH, JIOKTOp, CpeAH TaKkoil Oe3IHBI HeOlpeAeNeHHBIX 3HAKOMCTB HE 3HATh JIO
CHX TIOp TaKOW OMpPEeNeJICHHOCTH, KaK 3TOT YEJOBEK? ... 3TOT YENOBEK MPEICTaBISCT
3aKOHYEHHOE SIBJICHUE BOJIM, OH JIO0 TaKOHW CTEIEHHW ObLI TEM, YeM XOTeJ OBbITh, UTO U

BCE Ha HEM HEeM30eKHO Ka3anoch 00pasinossm (P. 195).

5% Gifford, p. 182.

%L |bid.

532 pasternak, B. Doktor Zhivago (Troika Publishing House, Moscow, 1994) p. 195. All future quotations will
be taken from this edition. The page numbers will be given in brackets in the text.

5% pasternak, B. and Hayward, M. and Harari, M. (trans.) Doctor Zhivago (Vintage, London, 2002) p. 224.
All future English translations will be taken from this edition. The page numbers will be given in brackets in
the text.
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(How [it] was possible that he, a doctor, with his thousands of acquaintances, had
never until this day come across a personality so well-defined as this man? ... this man
was a finished product of the will. So completely was he himself, the self he chose to

be, that everything about him struck one immediately as a model of its kind [p. 224]).

Komarovsky is also a strong, powerful masculine figure who has financial influence as well as the
sexual power to seduce women such as Madame Guishar and Lara. He is a ‘My>4nHa, KoTOpOoMYy
aIIOIUPYIOT B COOpPaHUAX M 0 KOTOpoM muinyT B razerax (pp. 40-1) (‘man ... who was applauded
at meetings and mentioned in the newspapers’ [p. 52]). Komarovsky’s abilities to act decisively are
shown in stark contrast to Zhivago’s more reflective personality in the episode in which he appears
in Varykino and Zhivago allows him to leave with Lara. | discuss this episode in detail later in this

chapter.

However, just as Zhivago is portrayed as feminine in relation to the other male characters in the
novel, he is masculine in relation to female characters such as Tonya and Lara. He has greater
freedom to move, both physically and intellectually than the female characters and, whatever his
feminine qualities may be, he is the central character of Pasternak’s novel. The novel is, after all,
named after its principal character. In de Lauretis’ terminology, it is Zhivago’s desire that speaks
through the narrative. Zhivago is the character who moves and changes, while Tonya and Lara help
him along his journey. The roots of Zhivago’s name in the Russian word for ‘living’ or ‘alive’ have
been seen as significant for critics such as Larissa Rudova, who suggests that this points to the
importance of life-affirming principles in the novel.®** Although Olga Ivinskaya claims that
Pasternak chose this name by chance, after he saw it as the manufacturer’s name on a manhole
cover,*®® Zhivago’s constant physical travelling, intellectual movement and search for authenticity,

point convincingly towards the significance of the images of life and death for his characterisation.

5% Rudova, p. 149.
5% |vinskaya, p. 196.
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The novel begins, not quite with Zhivago’s birth, but with his mother’s funeral. This reflects
Dostoevsky’s work, Netochka Nezvanova, in which he examines the relationship between
Netochka and her father-figure. Following the death of her father when she was two years old, she
is brought up by her mother, who Andrew describes as a ‘shadowy, dull’ figure®® and her mother’s

husband, of whom Netochka says: ‘cyap0a ero oueHb 3aMedarenbHa’> "

([he] ‘was destined to live
a most remarkable life’).>*® Netochka’s mother also dies when she is nine and she is subsequently
abandoned by her step-father who has organised her life and the life of her mother around his own
egotistical needs and his desire to be free to play his violin. Andrew argues that the narrative of

539 and shows how

Netochka Nezvanova is in effect an Oedipal quest for Netochka’s lost father
daughters are seduced into the patriarchal symbolic order.>*® In Doctor Zhivago, Zhivago is just ten
years old when his mother dies and, like the death of Netochka’s mother, this is clearly a very

formative event for the child. Zhivago’s father dies in much more violent circumstances than his

mother shortly afterwards.

Zhivago expresses his emotions powerfully and memorably at his mother’s funeral, where he
climbs on top of the mound covering the grave, ‘OH MOIHSUT TOJNIOBY ... €S MO BBITAHYJIACH ...
3aKpBIB JTUIIO0 pyKamH, Maidbuuk 3apbiman’ (p. 7), (‘raised his head ... stretched out his neck ...
covered his face with his hands and burst into sobs’ [p. 13]). Despite the child’s evident distress,
Zhivago’s lack of parents is another key defining characteristic as it both elicits sympathy from the
reader for Yury as a young child, and it also performs the function of providing the emerging
masculine hero with freedom from parental or familial constraints as he matures so that he can
freely choose his own path. The father archetype is associated with law-giving and the death of

Zhivago’s father therefore enables him to form his own identity, liberated from the Oedipal quest to

53 Andrew (1993), p. 220.

537 Dostoevsky, F. Polnoe sobranie sochinenii (Nauka, Leningrad, 1972-1990) vol. 2 Netochka Nezvanova
(1972), p. 142.

5% Dostoevsky, F. and Kentish, J. (trans.) Netochka Nezvanova (Penguin, London 1985), p. 7.

5% Andrew (1993), p. 218.

>0 |bid., p. 226.
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take his father’s place.>** While his status is to some extent precarious as he will always be a kind
of an outsider in the home of his aunt and uncle, this lack of living parents or siblings supports
Pasternak’s portrayal of Zhivago as an independent, autonomous, free-thinking man who moves
intellectually and physically in response to his own desires. Parentless central characters are a
common tradition in Russian literature, and examples within this dissertation have included
Tolstoy’s Anna Karenina and Pierre Bezuhov. Karl Miller contends that parentless characters
within literature have the potential for an internal duality because orphans can be portrayed as

feeling at home, yet always away from home.>*

This internal struggle is evident in Zhivago’s
characterisation as the love he feels for Tonya and Lara can be understood as a manifestation of
Zhivago’s longing for the familiar, for home (Tonya) and his sense of being an outsider and
wanting to find his own way (Lara). I will discuss Zhivago’s relationships with these two female
characters later in this chapter, but Miller’s comments on the internal freedom orphans are
imagined to have reflects the pursuit of intellectual freedom which characterises Zhivago. Miller

argues that the literary orphan’s ‘favourite activity’ is fleeing — triumphing over his adversary and

using the seeming weakness of his circumstances to create his own destiny.>*

The novel therefore starts with this image of a little boy, lost without his mother, and at the start of
his journey to create his own identity — to become a man. The mother archetype, according to Jung,
represents eros, the principle of love, intimacy and inter-connectedness.®** Losing his mother may
therefore symbolise the child’s loss of intimacy and sense of connection with others. At an early
age he is confronted with his existential isolation and must begin to understand himself as an
independent, self-contained being. The ‘problem of self’ is a theme which occupied many of
Pasternak’s poems,>* and in the character of Zhivago, it is also an important theme in his novel.

Livingstone argues that Zhivago represents a certain ‘way of being’, and is not a character in the

1 Discussed in Stevens, p. 52
542 Miller, p. 40.

53 Ibid., pp. 45 and 48.

> Discussed in Stevens, p. 52.
5 evi, p. 49.

207



usual sense of having an individual voice and an idiosyncratic appearance and habits.>* It could be
argued that this lack of detailed characterisation feminises Zhivago, as feminine characters are
often sketchily drawn in relation to their masculine counterparts. In partnerships such as
Raskolnikov’s and Sonya’s in Crime and Punishment for example, Raskolnikov is described in
detail, while Sonya appears to be more two-dimensional, created to symbolise ideas of goodness
and virtue rather than as a sharply defined character in her own right. However, in the case of
Doctor Zhivago, all of the characters are described in an un-detailed, impressionistic way, and
Zhivago is, in fact, the most well-defined character. Moreover, Gifford argues that the other
characters are dependent on their relationship with Zhivago for their significance.>*’ That is, other
characters only have a role to play in so far as they contribute to Zhivago’s story. Gordon and
Dudorov, for example, have been said to function as characters only to perpetuate Zhivago’s

memory.>*

Thus, Zhivago’s life is the focus of the narrative. Its crucial stages (including its beginning and its
end) are mediated to the reader through Zhivago’s subjective perspective and he is the narrative’s
consistent unifying theme until his death. His role appears to reflect Propp’s description of the
central character in folklore: ‘action is performed in accordance with the movement of the hero and
what lies outside this movement lies outside the narrative’.>*® The final chapter contains a
collection of poems written by Zhivago which demonstrates his talent as a poet, and also gives him
a sense of immortality as his work lives on in the hands of his friends. De Lauretis suggests that
narrative movement is ‘that of a passage, a transformation predicated on the figure of a hero, a
mythical subject’.>® The final chapter of the novel is critical to this transformation because it
vividly demonstrates how Zhivago’s identity changes from that of a destitute, slightly eccentric,
man who has abandoned a promising medical career, deserted two families and married a second

wife while his first wife is still living, into an accomplished poet who powerfully expresses his own

%6 |_ivingstone, p. 68.

57 Gifford, p. 197.

58 Gillespie, p. 123.

9 Propp, p. 22.

%0 De Lauretis (1984), p. 113.
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thoughts, feelings and sensations in a way which deeply resonates with others. Zhivago’s poems
enable him to achieve the immortality he himself defines to his aunt, Anna Gromeko, as ‘Bameit
IOYLIOIO, BallMM OeccMepTHeM, Ballel >Ku3Hbio B Apyrux’ (p. 56), (‘your soul, your immortality,

your life in others’ [p. 70]).

Like Gordon and Dudorov, Tonya and Lara also function as help-mates for Zhivago at various
stages of his journey, and their portrayal also points to a further parallel between Pasternak’s life
and that of Zhivago. Pasternak’s wife Zinaida and his mistress Olga are often cited as influences on
his characterisation of Tonya and Lara. Zhivago has intensely strong feelings for both Tonya and
Lara, but is unable to remain committed to either, ultimately marrying another woman, Marina.
Pasternak likewise had a complicated romantic life. Zinaida took charge of Pasternak’s domestic

life and despite her stern and over-bearing approach,*

and Pasternak’s affair with Olga, Hingley
points out that he remained affectionate towards her until the end of his life.”** While Zinaida’s
domesticity, stability and order suggest that she may have been the model for Tonya, Olga was,

according to Hingley, the ‘empress of [Pasternak’s] heart’**®

and the romantic and passionate
character of their relationship suggests similarities between Olga and Lara. This assertion is
supported by Ivinskaya’s memoirs, in which she suggests that while both Tonya and Lara are
‘composite images’ who both have elements of Olga and Zinaida in their characterisation, there is
more of Zinaida in Tonya’s character and more of Olga in Lara’s.>* Letters written by Pasternak at
the time support this interpretation of Lara’s character being based primarily, but not completely,
on Olga. He wrote to Renate Schweitzer in May 1958: ‘In the post-war years | got to know a young
woman, Olga Vsevolodovna Ivinskaya ... She is the Lara in the work which I had just begun at that
time ... she is the soul of cheerfulness and self-sacrifice. She gives no sign at all of all she has gone

1 5555

through in life ... she is privy to my inner life and to all my literary affairs as wel Pasternak’s

letter to Anthony Brown a year later, in June 1959, points to a change in the way Lara is

55! Hingley, p. 160.

%2 |bid.

553 |bid.

5 |vinskaya, p. 198.

%% Quoted in ibid., p. 198.
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characterised in different parts of the novel: ‘the Lara of my youth is based on general experience.
But the Lara of my late years is inscribed on my heart in her [Olga’s] blood and in her
imprisonment’.>® This quotation is interesting firstly because it uses the first person to describe
Zhivago, therefore demonstrating the closeness between Pasternak and Zhivago and the influence
of Pasternak’s own autobiography, emotions and beliefs on the work. It also points towards the
hard work and sacrifices of women in Pasternak’s own life and the centrality of suffering women in
his art. Like Babel’s Lyutov in Red Cavalry, Zhivago stands intellectually apart from the other

characters. His separation, maybe even alienation, can also be seen in Pasternak’s life.

Zhivago’s sense of alienation from his society is featured strongly in Pasternak’s own life as a
Soviet writer. He was a prominent member of Russia’s artistic and literary world, influencing the
literary theories of circles he was involved in such as the moderate futurist group, Centrifuge,
which he joined in 1914>" and speaking at literary conferences such as the First Writers” Congress
of 1934.5%8 Before Doctor Zhivago was published, Pasternak was already a celebrated poet whose
work was well-read and respected in Russia. His poetry collections included My Sister, Life (1922),
Themes and Variations (1923) and Second Birth (1932), and he also published short prose works
such as The Childhood of Luvers (1922) and Aerial Ways (1924). Pasternak’s literary output was
such that he was nominated for the Nobel Prize for Literature six times before it was eventually
awarded in 1958 — every year between 1946 and 1950 and again in 1957.% As John Cohen points
out ‘the great success of Doctor Zhivago did not create a new reputation, but vastly extended an old
one’.>*® My Sister, Life has been particularly acclaimed for its lyricism, and unusual descriptions of

nature and the inner life of the poet.

%% Ibid.

%7 Rudova, p. 11.

558 Fleishman, p. 187.

5%° Barnes (1998), p. 339.

%80 Cohen in Pasternak, B. and Schimanski, S (trans.) Prose and Poems (Ernest Benn Ltd, London, 1959), p.
1.
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However, Pasternak also experienced alienation from mainstream society, both personally as a
result of the censorship he was subject to along with other writers working in Soviet Russia, and as
a result of his familial Jewishness. The Soviet regime actively attempted to eradicate religion and
very few of the other characters in Doctor Zhivago openly profess religious faith or beliefs.
Pasternak understood the discrimination and hardship faced by those who professed religion
themselves, or were simply born Jewish. His father, the eminent artist Leonid Pasternak, was only
able to stay in Moscow when 20,000 other Jews were forced to leave because he had received
higher education.”®* Leonid Pasternak continued to experience discrimination and hostility because
of his Jewish heritage following his emigration to Berlin where editions of his anniversary album

were destroyed in May 1933 at a ritual Nazi burning of Jewish publications.>®

Although he was raised in a Jewish family, Pasternak is known to have been deeply influenced by
Christianity. He wrote in a letter dated 2" May 1959 that: ‘It was the years 1910-12, more than at
any other period of my life, that I lived inside Christian thought. It was then that my originality’s
roots and principal bases were formed, together with my vision of things, of the world, of life’.>®
That Pasternak’s art was influenced more by Christianity than Judaism is taken by Berlin as an
example of his strong desire to be seen as a Russian writer, whose art was deeply embedded in the
Russian soil.*®* The association between Orthodox Christianity and a sense of Russianness is made
by a range of Russian writers in the nineteenth century, such as Dostoevsky and Tolstoy. In
Dostoevsky’s A Gentle Creature, for example, the pawnbroker’s wife grasps an icon while
committing suicide by jumping out of a window. Writing in the twentieth century, Bulgakov was

also influenced by this tradition when he used supernatural characters, such as Woland and his

entourage, to demonstrate the limits of a worldview based only on rational atheism.

%61 Barnes (1989), p. 13.
%62 Barnes (1998), p. 79.
%3 Hingley, p. 24.

%64 Berlin (2013), p. 532.
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Pasternak’s identification with Christianity can therefore be interpreted as a sign of his allegiance
to the Russian people despite the Soviet authorities’ opposition to religion and despite his own
upbringing as a Jew. As I will argue later in this chapter, key aspects of Christianity, such as the
personality and mission of Christ, and themes of death and resurrection influence the way in which
Pasternak characterises Zhivago as a masculine hero. However, Pasternak’s professed Christian
beliefs are also an example of his freedom of thought and unwillingness to be constrained by the

religion of his family or by the diktats of the Soviet authorities.

In Doctor Zhivago, part of Zhivago’s project of creating his own distinct identity is his religious
affiliation. Despite the strong influence of Christianity at a formative time of Pasternak’s artistic
development, the Christianity he describes in Doctor Zhivago is unorthodox. The main
spokespeople for Christianity are Zhivago’s uncle, who is an unfrocked priest and Sima Tuntseva,
who has a particular esoteric interpretation of the gospels. Pasternak associates nature with
spirituality to a greater extent than is usual in traditional expressions of Christianity. His very
individual approach to religion and spirituality may be due in part to his lack of exposure to formal
Christian ritual and tradition. Hingley notes that apart from the letter of 1959 cited above, there is
no other evidence of Pasternak’s intense religious involvement during this period.’® Other
biographers have also pointed to Pasternak’s lack of formal religious observance despite the artistic
inspiration he derived from Christianity.*® Nonetheless, despite his unfamiliarity with many
aspects of formal liturgical Christianity, his portrayal of Zhivago as a Christ-like figure with a

specific mission demonstrates that this is an aspect of Christianity he found evocative.

Pasternak endowed his central character with many Christ-like qualities. Zhivago becomes an
isolated, destitute man, who travels primarily on foot and eats whatever he can find. Towards the
end of the text, Pasternak describes him as ‘B Hekasucton onéxe’ (p. 376), (‘dressed in rags’ [p.

416]), and he had ‘mepsyro, ropa3mo Oomblryto, acTh mporren mnemkoM (p. 376), (‘covered the

%5 Hingley, p. 24.
%%¢ Barnes (1989), p. 117.
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earlier and much longer part of the way on foot’ [p. 417]). For a whole week Zhivago has eaten
only hazel nuts he found growing in the woods and fields (pp. 377/418). Zhivago’s journeys in
general seem to be linked with his sense of poetic vocation, but his final journey to Moscow has
particular spiritual significance — Pasternak writes that Zhivago felt ‘uto B siecy oburaet bor, a mo
TMIOJTI0 3MEHUTCS HaCMEILINBas yibioka quasona’ (p. 377), (‘as if God dwelt in the woods and Satan

were lurking in the fields’ [p. 418]).

Zhivago’s mission is primarily to express his sensations and experiences of the world to others and
communicate effectively with those around him. However, his training as a doctor and his almost
intuitive ability to treat physical illnesses may be seen as echoing Christ’s ability to heal the sick,
and the blind in particular. While Zhivago does not work miracles as such, he is admired for his
skill as a physician. For example ‘xors }Opa xoHwyanm mo oOmied Tepamuu, ria3 OH 3Hal C
JOCKOHAJIBHOCTRIO Oymymiero okymucra’ (p. 64), (‘though he had qualified only in general
medicine he had almost a specialist’s knowledge of the physiology of sight’ [p. 80]). There are
several gospel stories of Christ miraculously healing the blind, including the blind man at
Bethsaida.>®” The juxtaposition in John’s gospel of Christ’s miraculous healing of a blind man with

his revelation that he is the Son of God®*®

suggests the link between the restoration of physical sight
and the understanding of spiritual truths. This association is also pertinent to the characterisation of
Zhivago as both a doctor, with a particular interest in the physiology of sight, and as a poet with a

passion for expressing deep truths about the world as he perceives it to be.

There are also other similarities to Christ, which when reviewed together contribute to the idea that
Zhivago is characterised in a Christ-like way. For example, he is mysteriously protected by his
half-brother, Yevgraf, in ways which seem to echo the Biblical image of ‘ministering spirits sent
forth to minister for those who will inherit salvation’.*® When Zhivago is recovering from typhus

he is partially aware of eating food such as white bread, butter and sugared tea which were difficult

57 Mark 8:22-26.
%8 John 9:1-41.
%9 Hebrews 1:14.
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to obtain. As he regains his health he asks Tonya where these luxuries came from and he is told
Yevgraf brought them (pp. 163/189). Tonya tells Zhivago that Yevgraf has visited every day since
he became ill. She says: ‘on Takoi wyaHsIi, 3aragounslii’ (p. 163), (‘he is a strange boy, he’s a bit
enigmatic’ [p. 189]) and concludes ‘mo-moemy, y Hero kakoi-to poman ¢ Biactamu’ (p. 163), (‘1
think he must have some sort of connection with the government’ [p. 189]). It is Yevgraf who
suggests that the family should spend some time outside of the big towns for their safety and this
suggestion leads Zhivago and Tonya to leave for Varykino. Having provided protection for
Zhivago during his life, Yevgraf also appears with Lara at the end of Zhivago’s life, to make the
funeral arrangements (pp. 399/441) and to organise and preserve his work (pp. 400/442). Gifford
suggests that Zhivago feels as though his half-brother’s mysterious comings and goings and his
help reveal the ‘participation of a secret unknown power’ in his life.>”® This impression of
Yevgraf’s role is shared by Christopher Barnes who argues that he becomes a kind of fairy-tale
helper or guardian following Zhivago’s refusal to launch legal action against him at the beginning
of the novel.”* Yevgraf’s protection and the sense that Zhivago is being watched over adds to his
Christ-like image as it promotes the idea that, despite his physical appearance and destitution, he

has a special, unseen value for someone in authority.

Like Christ following his death, Zhivago also disappears from his friends for a period of time, and
is lost to them, as though he were dead. He then re-appears unexpectedly: ‘B compoBoxaeHHH
CBOETO MOJIOJIOTO TOBapHINa XyJOW POCIBINA TOKTOp B HEKA3WCTOH OJEKE MOXOIWI HA MCKATEINs
MpaBIbl M3 TPOCTOHAPOJBS, a €ro IOCTOSHHBIA TPOBOXATHI Ha MOCIYIIHOTO, CJE0 eMy
MpelaHHOTO yueHuKa u mocienosarens’ (p. 376), (‘dressed in rags and accompanied everywhere
by [Vassya], the tall, gaunt doctor looked like a peasant “seeker after truth” and his companion like
a patient, blindly devoted and obedient disciple’ [pp. 416-7]). Zhivago has changed over the years;
he delays his return to medical practice, despite the desperate shortage of doctors in Moscow, and

devotes himself to writing pamphlets and poetry, living an almost spiritual life which is

570 Gifford, p. 197.
51 Barnes (1989), p. 505.
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inexplicable to his friends who ask him to agree ‘uto Tebe Hag0 MEPEMEHHUTHCS, UCIIPABUTHCS ™ (.

390), (to ‘change his ways’ and ‘reform’ [p. 432]).

Zhivago’s particular religious mission, similar to that of Christ, is evident in his sense of poetic
vocation which drives him to make very significant sacrifices for his work and also in the actual
text of some of his poems. Poetry has a long-established traditional role as a way of conveying
prophetic truths in Russian culture. The role of Pushkin’s poetry in Russian literature has been
described as ‘central and supreme’ by D. S. Mirsky who argues that it led to poetry becoming more
universally popular in Russia in the 1820s than it had ever been previously.*”? Ed Weeda points to
Prokopovich’s belief that poets should illuminate the universal truths that underpinned events
addressed by epic writers and historians.>”® According to Andrei Sinyavsky, Pasternak believed in

this sense of a universal, unchanging truth.>”

He believed that ‘the artist does not invent images; he
comes upon them in the street, assisting nature’s creation by never supplanting it by his
interference.”®” In this way, Zhivago mirrors the role of Christ. As Christ communicated the

essence of God to humanity, Pasternak’s conception of the artist was of someone who could

perceive the essence of life in the world around him and communicate that effectively to others.

Therefore, for Zhivago poetry holds an over-riding importance, and he gives it precedence above
everything else, including his medical practice, family relationships, love and the historical changes
which are happening around him. His devotion to poetry has strong religious overtones, especially
as he is portrayed by Pasternak as a solitary male character who is motivated by unseen, artistic
drives to express his intangible inner life. Like Pasternak’s, Zhivago’s Christianity is un-dogmatic
and he seems more inspired by the spirituality he experiences through nature than by religious

texts. In particular, he senses Lara’s presence when he sees a rowan tree:

572 Mirsky, p. 102.

573 Weeda, p. 176.

574 Sinyavsky in Erlich, pp. 68-109, here p. 79.
5% |bid., p. 79.
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Tot roHoIIECKUI MEepBOOOpa3, KOTOPHIH Ha BCHO KU3Hb CKIIAIBIBACTCS Y KaXKIOTO U
MMOTOM HaBCET[a CIYXKHUT M KAKETCSI €My €r0 BHYTPEHHUM JIUIIOM, €0 JIMYHOCTHIO, BO
BCEH TEpBOHAYANIBHON cuiie TPOOYXKITAICS B HEM U 3aCTaBJsL TPUPOAY, Jiec,
BEUEPHIOIO 3api0 M BCE BHINMOE NPEOOpaKaThCA B TAaKOE JKE IEPBOHAYATILHOE H
BceoxXBaThIBatonee mnomobue neBouku. ‘“Jlapa!” — 3akpbIB rnaza, moaymienTtal HIIH
MEBICJICHHO 00pamancs OH KO BCEH CBOEH >KHM3HU, KO BCel O0XKbel 3emiie, KO BCeMy

paccTuiIaBIIEMyCs TIEpe]] HUM, COJTHIIEM 03apEHHOMY IPOCTPaHCTBY (P. 273).

(The archetype, which is formed in every child for life and seems for ever after to be
the inward image of his personality, arose in him in its full primordial strength and
compelled the forest, the afterglow and everything else visible to be transfigured into a
similarly primordial and all-embracing likeness of a girl. “Lara.” Closing his eyes, he
whispered and thought, addressing the whole of life, all God’s earth, all the sunlit

space spread out before him [p. 310]).

The role of Christianity in my interpretation of Doctor Zhivago is also significant because of the
focus in Christian thought on the process of death, resurrection and new birth, especially
demonstrated in the life, death and resurrection of Jesus Christ. To David Gillespie, Pasternak’s
emphasis on the truth of Christ in human history is a key theme running through his novel and the
poet’s immortality, guaranteed by his creativity, is an important aspect of this religious
significance.””® Barnes supports this suggestion by contending that Pasternak’s religiosity and
artistic sensitivities were closely inter-linked.”” Pasternak believed that the creation of both God
and artists were intended to bring order and meaning and that, like God, the artist can only be

known by studying his creation.>"®

576 Gillespie, p. 4.
7 Barnes (1989), p. 117.
578 |bid.
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Pasternak’s portrayal of Zhivago’s emotional and spiritual journey in terms of a series of death and
re-birth cycles is seen in the prose narrative of Doctor Zhivago as well as in the religious poems
which conclude the text. De Lauretis describes Lotman’s ‘simple chain of two functions’” (the
hero’s ‘entry into a closed space, and emergence from it’) to be ‘open at both ends and thus
endlessly repeatable’.”® One example of this is chapter eleven, ‘Forest Brotherhood’, which
describes Zhivago’s time with the partisans. He is taken forcibly by the partisans and this period of

his life (around two years [pp. 261/298]) is characterised by constraints on his freedom:

I'paHunbl 3TOW HEBONM OBUIM OYEHb HEOTUETNIMBBEL. MecTto IuieHeHus Opus
AnzpeeBndya He OBbUIO OOHEceHO orpagod ... Kaszamoce, 3TOH 3aBHCHMOCTH, 3TOTO
IUIEHa He CYIIECTBYET, TOKTOP Ha CBOOOJE M TOJNBKO HE yMEET BOCIOIB30BATHCS €.
3aBUCUMOCTb JIOKTOpa, €ro IUIEH HUYEeM HE OTIMYAIUCh OT JPYruX BHIOB
MIPUHYXJICHUA B )KU3HHU, TAKUX KE HE3PUMBIX U HEOCA3ACMBIX, KOTOPBIC TOXKEC KaXKyTCA
YeM-TO HECYIECTBYIOIUM, XUMEpPOH W BHIIYMKOW. HecMOTps Ha OTCYTCTBHE OKOB,
Lene U CTPaXKu, JOKTOP ObUI BBIHYKJICH MOJYUHSATLCS CBOCH HECBOOOIE, C BUYy KaK

Ob1 BOOOpakaemoii (p. 261).

(The limits of his freedom were very ill defined. The place of his captivity was not
surrounded by walls; no guard was kept over him and no one watched his movements

it looked as if Yury’s captivity, his dependence, were an illusion, as though he
were free, and merely failed to take advantage of his freedom. His captivity, his
dependence, were not in fact different from other forms of compulsion in life, which
are often equally invisible and intangible, and which also seem to be non-existent and
to be merely a figment of the imagination, a chimera. But although he was not fettered,
chained, or watched, Yury had to submit to his unfreedom, imaginary though it

appeared [p. 298]).

5 Discussed in de Lauretis (1984), p. 118.
%80 |bid.
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Although Zhivago is not physically imprisoned by the partisans, he tries to escape three times, but
is repeatedly captured and returned to them (pp. 261/298). His feelings of powerlessness against
seemingly ‘invisible and intangible’ constraints are reflected in his self-critical suspicion that he is
‘merely failing to take advantage of his freedom’. The dark, enclosed space of the forest evokes the
Russia of legend®®! as well as the womb-like, feminine space described by de Lauretis ‘which the
hero crosses or crosses to’. °®* Zhivago’s sensation of being trapped and unable to change his
circumstances influence the way Pasternak describes the natural environment. He writes: ‘na
MHHYTY II0Ka3aJIOCh CTUCHYTOe Tydamu conHme. OHO cammwiock. Ero aydum TemMHOW OpOH3010
OpBI3HYJIH BO JIBOP, 3JIOBEIIE 30JI0TS JIY)KH KHUIKOTo HaBo3a (P. 263), (‘hemmed in by the clouds,
the setting sun peered out and splashed the yard with dark bronze rays, ominously gilding the

puddles of liquid dung’ [p. 300]).

It is against this backdrop, where even the sun feels ‘hemmed in’, that Zhivago becomes caught up
in the fighting. In an episode that mirrors Lyutov’s inability to shoot a man dying a painful,
prolonged death in ‘The Death of Dolgushov’,*®® Zhivago shows his reluctance to act decisively.
The Whites who are attacking the partisans seem ‘3HakombiMu’ (p. 264), (‘familiar’ [p. 301]) to
Zhivago — ‘OfHM HAOMHHAIN eMy OBLIBIX MIKOJBHBIX TOBApHUIICH. MOKET CTaThCs, 3TO ObLIH UX
minamamme opatesa? (p. 264), (‘some reminded him of his school friends and he wondered if they
were their younger brothers’ [p. 300]). This sense of sympathy and identification with the Whites
makes it hard for Zhivago to side unequivocally with the partisans, but as a member of the medical
personnel, he is also not allowed to fight and so does not have a gun. Zhivago is, therefore,
unequipped for this fight on two levels — he does not want to shoot the young men fighting on the

side of the Whites, and he does not have his own rifle.

%81 Gifford, p. 189.
%82 De Lauretis (1984), p. 139.
%83 Babel, 1. and McDuff, D. (trans.) Collected Stories (Penguin, London, 1994), pp. 134 and 135.

218



For a time Zhivago ‘mupsch ¢ IBOHCTBEHHOCTBIO 4yBCTB’ (p. 265), (‘resign[s] himself to his
divided feelings’ [p. 302]) and watches the fighting, feeling both too afraid to desert the partisans
and unable to participate in the shooting. However, he finds that ‘cosepuars u npeObiBaTh B
Oe3neficTBUN cpey KWIICBIICH KPyroM OOphOBI HE HA JKMBOT, a HA CMEPTh OBLIO HEMBICIIMO H
BhIlle YesoBedeckux cui’ (p. 265), (‘to look on inactively while this mortal struggle raged all
round was impossible, it was beyond human endurance’ [p. 302]). Zhivago takes a rifle from a
dead soldier and shoots repeatedly at a tree. He tries hard to avoid shooting anyone, but does
inadvertently shoot two men. Zhivago eventually manages to save one man’s life by disguising him

in the uniform of a dead telephonist and nursing him back to health.

Zhivago’s actions in this episode demonstrate that even when he feels forced to act, he does so in
unconventional ways which demonstrate his individuality and non-conformity. While the men
around him are fighting, he acts as peaceably as possible, by shooting deliberately at a tree. His
actions show his independence of thought and his determination to act in an idiosyncratic way,
following the impulses of his inner life. To Livingstone, shooting the tree is an act which
exemplifies the ‘greatest possible non-alignment’.*®* Zhivago’s refusal to engage fully in the
fighting is more striking when we compare his actions to those of the other men on the battle field.
The young Whites, like Zhivago, were not professional soldiers, they were ‘ManbuvKy 1 IOHOIIN U3
HEBOCHHBIX CJIOE€B CTOJIUYHOI'O 06H_ICCTBa ... MOJIOACHKD, CTYACHTHI IICPBOKYPCHUKU U TUMHA3UCThI-
BOCHMHKJIACCHUKH, HEJABHO 3alKcaBIIuecs B J00poBobibibl (p. 264), (‘boys, recent volunteers
from the civilian population ... youngsters, first-year students from the universities and top-form
schoolboys’ [p. 301]). These fighters seem to him to be ‘6Gnu3kumu, cBoumu’ (p. 264), (‘his own
people, his own kind’ [p. 301]). And yet, despite this connection between Zhivago and the Whites,
despite the apparent similarities in their backgrounds and histories, their responses to the situation
they find themselves in are very different. For the recruits to the Whites, ‘ciykeHue monry, xak
OHHU CTO NOHUMAJIH, OAYHICBIISAJIO UX BOCTOPIKCHHBIM MOJIOACYCCTBOM, HCHYXXHBIM, BI)IBLIB&IOH.II/IM’

(p. 264), (‘their response to duty, as they understood it, filled them with an ecstatic bravery,

%84 Livingstone, p. 75.
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unnecessary and provocative’ [p. 301]). For Zhivago, his actions are a reluctant response to a

situation he did not choose to be in and cannot change.

Zhivago is unable to act in an assertive, masculine way, either on the battlefield or in his personal
relations with women. However, he does feel a strong attraction to female characters. Like his
creator Pasternak, he admires women for both having some kind of inexplicable transcendental
spirituality which makes them seem closer to nature, and also having an unusual capacity for
domestic work and the physical suffering associated, for example, with childbirth. Women are, in
this conception, both linked with the unseen spiritual world while also having a robust practicality.
This portrayal of women, from Zhivago’s viewpoint, is not challenged by any strong female
characters who speak with their own voice and are able to provide an alternative interpretation of
women. The masculine hero is given the power to ‘name’ femininity, defining it in a way which

provides a link between himself and the unseen, spiritual world he wants to express in his poetry.

Just as Pasternak could remember feeling inspired by femininity in his childhood, he describes the

young Yury Zhivago in the garden of his aunt’s and uncle’s home soon after his mother had died:

3mecs Opima ynuBuTenbHas mpenecTs! Kakmayro MHHYTY CHBIIANCS YUCTHIN
TPEXTOHHBIH BBICBHCT UBOJIOT, C IPOMEKYTKaMU BBDKUIAHUS, YTOOBI BIQXKHBIH, KaK U3
OyIOKA W3BJICUEHHBIH 3BYK JIO KOHIA TIPONMUTal OKpecTHOCTh. CTosuni,
3a0JTyAMBIIUICS B BO3JyXE 3alax I[BETOB INPUTBOXKACH OBUI 3HOEM HEMOJBIIKHO K
KkiymbOaMm ... Hag mykalikamu ciyXOBOH raJulioMHanMed BHCEN NPU3PaK MaMHHOTO
rojioca, oH 3By4as HOpe B Menogudeckux 000poTax MTHIl B XKyxokaHuu maen. FOpa
B3JparuBaji, eMy TO U JeJI0 MEPEIIoch, OyATO MaTh ayKaeTcsl C HUM U KyJa-TO €To

nomsbiBaeT (p. 13).

(It was a wonderful place. Every other minute a yellow thrush made its three-note call,

followed by a pause to let the whole of the clear, moist, fluting tune sink and soak into
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the countryside. Flower smells, caught and dazed by the stagnant air, stood in still
shafts over the beds transfixed by the heat ... Like an aural hallucination his mother’s
voice haunted the lawns, it was in the buzzing of the bees and the musical phrases of
the birds. It made him quiver with the illusion that she was calling him to her, now

here, now there [p. 20]).

From his childhood, then, Zhivago associates the natural world with his mother’s comforting
presence. And later, as an adult, women - Tonya and Lara in particular — continue to act as
important helpers on his journey. The use of de Lauretis’ image of a ‘journey’ undertaken by the
developing masculine hero is particularly apt in this discussion of Pasternak’s work because he was
himself fascinated with journeys.*® His seminal poem, ‘My Sister, Life’, takes a train journey as its

central image and concludes with the stanza:

Murasi, Moprasi, HO CIISIT TJIe-TO CJIAJIKO,
U daramopraHoii iro0uMas CIuT
Tem gyacoM, Kak cepzle, IUIeIa 110 IO IKaM,

586
Baronsbsimu ABCPIIaMU CBIIUICT B CTCIIU.

(Winking and blinking, somewhere folk sleep sweetly,
and like a mirage my beloved sleeps,
just as the heart, splashing along the train,

scatters the carriage doors about the steppe.)®’

On Zhivago’s journey, as he physically travels around Russia, and changes in response to his

experiences, he associates Tonya and Lara with ‘two circles’ representing his ‘old” and ‘new’ life.

%85 |_ivingstone, p. 15.

%8 pasternak, B. and Struve, G. and Filippova, B. (eds.) Stikhi i poémy, 1912-1932 (Ann Arbor, University of
Michigan Press, 1961) p. 6.

%87 pasternak, B. and Schimanski, S (trans.) Prose and Poems (Ernest Benn Ltd, London, 1959), p. 261.
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Looking back at the novel as a whole, it is possible to extend this idea to include Zhivago’s second
wife, Marina. Zhivago’s three lovers came from different social backgrounds (large property
owners, struggling business people and servants).®® I will, however, focus my analysis on his
relationships with Lara and Tonya as these are the relationships with which Pasternak’s text is
primarily concerned. For example, when Zhivago tries to make sense of the confusing thoughts
which ‘pousmuxcs’ (p. 126), (‘swarmed’ [p. 148]) in his mind, keeping him awake, he divides his
thoughts into ‘two circles’. His thoughts about Tonya fell into the first circle and these included:
‘IOMe M TIPeXHEW HallaXKCHHOW >KM3HH, B KOTOPOW BCE JO MENbYAMIIUX MOJPOOHOCTEH OBLIO
OBESHO T0A3HWEH M MPOHHKHYTO CEPIEYHOCTHIO M 4mcTtoToro’ (p. 126), (‘their home and their
former, settled life where everything, down to the smallest detail, had its poetry and its sincerity
and warmth’ [p. 148]). Zhivago’s ordered, domestic life with Tonya is contrasted with the more
elemental and intuitive ‘new’ world associated with the circle of thoughts centred around Lara.
‘Oto OBUIO HE CBOE, MPHBBIYHOE, CTapbIM IIOJATOTOBICHHOE HOBOE, a HEIPOHM3BOJIBHOE,
HEOTMEHMMOE, PEaTbHOCTHIO MPEITUCAaHHOE HOBOE, BHE3amHOe, Kak motpscenue’ (p. 126), (‘These
new things were not familiar, not led up to by the old; they were unchosen, prescribed by reality

and as sudden as an earthquake’ [p. 148]).

The opposing characters of Tonya and Lara can also be considered as part of Zhivago’s Christ-like
qualities. Just as the gospels relate how Christ inspired the devotion and affection of women such
as Mary Magdalene and the sisters, Mary and Martha, Zhivago also draws women around him who
love him passionately and meet his physical and emotional needs, leaving him free to pursue his
spiritual and artistic quest. A comparison can be drawn between Lara and Mary Magdalene, who is

traditionally believed to have been a prostitute before following Christ,>®

as Lara has been sexually
exploited as a young woman. Marina Warner argues that Mary Magdalene is presented in Christian

tradition as the opposite of the Virgin Mary; while the mother of Jesus is represented as being pure,

%88 |_ivingstone, p. 82.
%89 De Boer, p. 30, however, notes that there is no compelling evidence in the Gospels to support this
traditional belief.
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submissive and motherly,>®

Mary Magdalene is associated with the ‘dangers and degradations’ of
physical, human life.®®* Like the traditional image of Mary Magdalene, Lara is portrayed as a
flawed, sexual woman who disrupts the patriarchal status quo. Both women are seen as victims of
aggressive male sexuality and act in unpredictable ways which challenge the patriarchal order. The
woman who transgressed the moral code of her society by publicly washing Jesus’ feet with her
tears and drying them with her hair has, for centuries, been interpreted to be Mary Magdalene.*?
Lara similarly confronts Komarovsky at a large gathering when she makes a very public attempt to
murder him at a Christmas party (pp. 69/84). However, both women also challenge the tendency of
their societies to reject and ostracise women like them, by demonstrating their deep spirituality and
devotion to male heroes. Despite the pain that has been caused to both women by men, they are
portrayed as finding satisfaction in demonstrations of affection which are rooted in their bodily
sensations and actions. Zhivago’s poem ‘Magdalene II” which describes Mary Magdalene’s very

physical love for Christ and her devotion to him seems to mirror the relationship between Lara and

Zhivago:

Horwu s TBOUM B o011 yriep:a,
Ux cnesamu obmmia, Hcyc,
HuTtkoit 6yc ux oOMoTana ¢ ropia.

B Bostockr 3apbiia, kak B OypHyc (p. 444).

(I have planted your feet on the hem of my skirt, Jesus.
I have watered them with my tears, | have wound them round
With a string of beads from my neck,

I have cloaked them in my hair [p. 504]).

5% Warner (1976), p. 190.

% |bid., p. 225.

%92 The mistaken, but widespread, belief that the penitent woman who washes Jesus’ feet in Luke chapter 7
verses 36-50 was Mary Magdalene has been so influential that this reading is traditionally used as part of the
liturgy on her feast day on 22" July. See de Boer, pp. 5-6 and also Scott, pp. 577-9.
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While Lara’s relationship with Zhivago seems to be characterised by physical sexuality, because of
the way in which Komarovsky’s exploitation of her provokes his sympathy and because of the
physical way in which Zhivago experiences her love, Tonya provides Zhivago with the opportunity
to have a stable, settled, conventional home life. Although both women meet his emotional need for
love and his practical domestic needs, life with Tonya is accompanied by social acceptance and
approval.®® Lara, on the other hand is a more elemental, intuitive, free spirit. Pasternak uses the
differences between Lara and Tonya to show Zhivago’s development as a masculine hero. He feels
torn between these two circles — on the one hand he felt anxious about his life with Tonya and
“XKeman eit menocTy u coxpannoctu’ (p. 126), (‘wanted it to be safe and whole’ [p. 148]), but on the
other hand he feels drawn to Lara. Lara’s intuition and sense of being ‘at one’ with the world
around her seem to resonate deeply with Zhivago’s own world-view. Pasternak, relating Zhivago’s
thoughts, describes her fondly: ‘AHTumOBa ... HUKOrO HM B 4YeM HE YKOpSIOmWAs U MOYTH
Kanmyromiasicss CBOeH 0e3rJacHOCTBhIO, 3araJlodH0 HEMHOTOCIIOBHAsT M Takas CHIIbHAas CBOHM
momganueM (p. 127), (‘Antipova who never blamed anyone, yet whose very silence was almost a

reproach, mysteriously reserved and so strong in her reserve’ [p. 148]).

Just as the narrative structure of the text seems to be driven by Zhivago’s poetic outlook and inner
life, Pasternak’s characterisation of both Tonya and Lara also seems to centre around the needs and
perspectives of his masculine hero. Tonya is associated with Zhivago’s childhood and youth — a
period of time when he needed order and stability. Pasternak writes that: ‘O6a npoxwuu 1ecTs et
00Kk 0 OOk Hawajgo oTpoyecTBa W KOHell nercTBa. OHW 3HAIM JPYr Jpyra 10 MeENbYaMIimx
nogpoOHocTel. Y HUX ObUTM 0OLIMe NpPUBBIYKH, CBOSI MaHepa IMEpPEeKHIbIBATHCA KOPOTKHMH
OCTpOTaMH, CBOSI MaHepa OTPHIBUCTO (PBIpKaTh B oTBET (p. 64), (‘after six years of childhood and
adolescence spent in the same house they knew everything there was to know about each other and
had their own ways and habits, including their way of snorting at each other’s jokes and their

companionable silence’ [p. 80]).

5% Clowes, p. 64.
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One example of their closeness is the enthusiasm for Tolstoy’s views on sexuality they shared
during adolescence (pp. 35/46). This is a shared belief between them and their friend Misha, which
is portrayed as special to them as a small group, not as part of a broader religious belief structure.
Although Tonya is Zhivago’s cousin, following the death of his mother they are raised in the same
home, more like siblings than cousins. Within this context, their emotional closeness and
discussions of chastity and, by implication, sex, seems unusual and maybe even incestuous. It is
portrayed as unremarkable within the text, however, as is Zhivago’s aunt’s joining of the pair on
her death bed. Anna Gromeko joins their hands and tells them: ‘Ecim s ympy, He paccraBaiiTech.
Bbr cosmanbl apyr mis apyra. Iloskenutecs. Bor s u crosopwia Bac’ (p. 58), (‘If | die, stay

together. You’re meant for each other. Get married. There now, I’ve betrothed you’ [p. 73]).

Significantly, Anna’s suggestion changes the way Zhivago perceives Tonya: ‘Tons, 3TOT
CTapUHHBINA TOBAPHIII, 3Ta TOHITHAs, HEe TPeOYyIONIas OOBSICHEHHH OYEBUIHOCTh, 0KAa3aJach CaMbIM
HEJI0CATAaEMBbIM U CIIOKHBIM M3 BCEro, UTO MOT cebe mpeacTaBuTh FOpa, okazanack »eHIMUHON (.
65), (‘To Yura, his old friend Tonya, until then a part of his life which had always been taken for
granted and had never needed explaining, had suddenly become the most inaccessible and
complicated being he could imagine. She had become a woman’ [p. 80]). This mysterious and
almost magical transformation changes Tonya from the play-mate Zhivago needed as a child, and
the friend he needed as an adolescent, into a mature woman who has the mystery (and implicitly
the sexual allure associated with ‘mysterious’ female bodies) to perform the role as his wife. As de
Beauvoir argues, the male subject ‘succeeds in finding himself only in estrangement, in alienation;
he seeks through the world to find himself in some shape, other than himself, which he makes his

own’ 594

Tonya’s roles as Zhivago’s companion when he is growing up, and then as his wife, can be

interpreted within de Lauretis’ framework as her fulfilment of the masculine hero’s needs along his

%% De Beauvoir, p. 88.
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journey from a boy to a man. Her characterisation is driven by his needs and desires and she has
little, if any personality traits, or activities beyond those required by Zhivago’s needs. Possibly the
most powerful example of the way Pasternak’s characterisation of Tonya is driven by Zhivago’s
needs and attitudes is the scene following the birth of their son. She is described only from

Zhivago’s perspective:

ToHs BO3BBINIANIACH TOCPEIU TANIaThl, KaK BBICHIACH ObI cpear OYXTBHI TOJIBKO YTO
MpUYaICHHAs U pa3rpyKeHHast 0apka, COBEpIAoIIas epexobl Yepe3 MOpe CMEPTH K
MAaTEepUKy *HU3HU C HOBBIMHM JyIlIaMH, MEPECeSIONIMMHUCA CI0Jla HEBEIOMO OTKYy[a.
OHa TOJBKO YTO MPOM3BEJA BRICAJKY OJHOM TaKOW AYIIU M TEHEph JekKala Ha SKOpe,
OTHBIXasl BCEH IyCTOTOH CBOWMX OOJIETYCHHBIX OOKOB. BmecTe ¢ Hell oTapIxamm ee
HQ/UIOMJICHHBIE W HATPYXCHHbIE CHACTH W OOIIWMBKA, W e¢ 3a0BeHHe, e yraciias

naMsTh O TOM, TJIe OHA HeaBHO ObLIa, Y4TO MEperuiblIa 1 Kak npudaimia (p. 84).

(To Yury she seemed like a barque lying at rest in the middle of a harbour after putting
in and being loaded, a barque which plied between an unknown country and the
continent of life across the waters of death with a cargo of new immigrant souls. One
such soul had just been landed, and the ship now lay at anchor, resting in the lightness
of her empty flanks. The whole of her was resting, her strained masts and hull, and her
memory washed clean of the image of the other shore, the crossing and the landing [p.

101]).

Despite having just given birth to her first child, with all the complex emotions and feelings this
inspires, Tonya is not portrayed as having any thoughts or reflections of her own. As Heldt argues,
Pasternak emphasises her cries and physical suffering and reserves reflection for the child’s

father.”®® Heldt points out that: ‘to [Zhivago] is transferred the childbirth experience, which he

5% Heldt, p. 147.
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converts into Art’.>* It is perhaps significant that the meaning Zhivago gives to his wife’s
exhaustion relates to the theme of journeys. He imagines that Tonya has travelled across the
‘continent of life’ carrying a cargo of souls. The metaphor of a journey is used repeatedly by
Pasternak throughout his novel, especially in relation to trains.**’ Zhivago himself travels
throughout the text, moving repeatedly between the city and the countryside. It is pertinent, then,
not only that Zhivago performs the traditionally masculine role of attributing meaning to the
events, while the woman remains silent (or at least unheard) but also that the meaning he gives to
the scene is reflective of his own interests and desire for movement. The suggestion that Zhivago’s
interpretation of Tonya’s labour pains takes precedence in the text is reinforced by Gillespie’s
observation that Pasternak’s description of Tonya screaming — ‘kak KpuuaT 3aJaBJie€HHBIE C
OTpE3aHHBIMHA KOHEYHOCTSIMH, M3BIICUCHHBIC U3-110 Kojec BaroHa’ (p. 83), (‘like the victim of an
accident who was being dragged with crushed limbs from under the wheels of a train’ [p. 100]) —
reflects the manner of Zhivago’s father’s death.>® This was a very formative event for Zhivago, but
would naturally hold less significance for Tonya. That Pasternak chose to use this particular image
to describe the inherently female sounds and sensations of childbirth demonstrates how the desires
and memories of the masculine hero drive the narrative of Doctor Zhivago. This particular image
may also indicate Zhivago’s ability to move beyond the negative association of trains with his
father’s death and construct his own, positive, interpretation of journeys and trains in particular, as

a way to assert himself and find his own identity.**°

To return to the role female characters play in supporting Zhivago in his quest, Gillespie goes so far

as to argue that both Tonya and Marina, Pasternak’s second wife, are ‘sketchily drawn’ and exist in

>% bid.

597 Gifford, p. 80.

5% Gillespie, p. 107.

59 Pasternak’s portrayal of train journeys as a positive part of his central character’s development also
represents a departure from Tolstoy’s negative association of trains with dangerous modernity. The tale of
The Kreutzer Sonata, for example, is related to a traveller on a train. Anna Karenina committed suicide by
throwing herself under a train and this seems to be mirrored in Pasternak’s description of Tonya’s childbirth
pains. Unlike Anna Karenina’s suicide, Tonya’s labour is connected to images of new life, and a new identity
for Zhivago as he becomes a father.
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the narrative only as images of domesticity and to produce children for Zhivago.®® | would add that
Tonya also plays a significant role in acting as a counter-point to Lara, aiding Zhivago’s
development by forcing him to define himself in terms of the choices he makes (or does not make)
about to which woman, and to which ‘circle’, he wants to devote his life. Nonetheless, whatever the
exact nature of the functions Tonya fulfils for Zhivago, she does appear to exist only to aid the
masculine hero. Maybe the strongest evidence for this assertion is the farewell letter she writes to
Zhivago, which, even though he abandoned her with a young son in the turmoil of revolutionary

Russia, does not reveal any anger or blame Zhivago in any way for her circumstances:

A s mo6ro Te0s. AX, Kak 51 000 TeOsI, ey ObI Thl TOJIBLKO MOT ceOe MPeCTaBUTh!
S1 mo6a10 Bce 0cOOEHHOE B TeOE, BCE BLIMOJIHOE U HEBBITOJHOE ... s1 HE 3HAIO YeJIOBEKA
nmyunie Tebs ... Jlalh mepekpeiry TeOsS Ha BCIO HECKOHYAEMYIO Pa3NyKy, UCIIBITAHHSA,
HEU3BECTHOCTh, HA BECh TBOM JIOITUM, JOJTUNA, TEMHbIA NyTh. HU B yeM He BUHIO, HU
OJTHOTO yTIpeKa, CIOXH YKU3Hb CBOIO TaK, KaK Te0e XO4eTcs, TONBKO Obl Tebe ObLIO

xopormo (p. 335).

(As for me, | love you. If only you knew how much | love you. I love all that is
unusual in you, the inconvenient as well as the convenient ... I know of no one better
than you in the world ... let me make the sign of the cross over you and bless you for
the years ahead, for the endless parting, the trials, the uncertainties, for all your long,
long and dark way. | am not blaming you for anything, | am not reproaching you, make

your life as you wish, only so that you are alright [p. 374]).

Tonya’s letter emphasises her love and acceptance for Zhivago and, interestingly, re-iterates the
images of quests and journeys, showing her support for his drive for an independent, ‘authentic’
understanding of the world. Despite the great personal cost to herself — the anxiety of caring for a

child on her own in an unfamiliar environment, and the emotional effects of feeling abandoned and

800 Gillespie, p. 123.
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maybe rejected — Tonya herself is focused on the needs of the masculine hero. In this way, her self-
sacrifice seems to reflect Dostoevsky’s portrayal of Sonya as willing to sacrifice her own life in St
Petersburg to follow Raskolnikov to Siberia. Tonya’s claim to ‘know of no one better than
[Zhivago] in the world” would suggest that she shares Zhivago’s understanding of the value of
being independent, experiencing the world for oneself rather than relying on ‘official” explanations,

and communicating this understanding, through art, to others.

Lara, representing the second ‘circle’ in Zhivago’s mind, also supported the male hero in his quest,
but rather than representing stability and order, part of Lara’s attraction for Zhivago was her
originality and the disruption this represented. Gillespie has argued that Zhivago’s relationship with
Lara was more important than his relationship with Tonya because of the value he placed on inner
truth, consisting of sincerity, freedom and love.®® This inner truth was achieved by Lara and
Zhivago through their relationship as they were able to communicate fully and openly with each
other. The full and open communication they shared, contributed, I would argue, to Zhivago’s
development as a poet. The primary concern of both Pasternak’s and Zhivago’s poetry is to
communicate deeply emotional, lyrical aspects of the poet’s experience with the reader. Danow

802 As Zhivago is so

suggests that Lara is Zhivago’s most constant source of poetic inspiration.
defined by his role as a poet and has made so many sacrifices to pursue this vocation, Lara’s role as

his ‘poetic inspiration’ is an important part of his quest towards forming his identity.

Amongst other roles Lara plays in Zhivago’s life, one of her most important functions is to
maintain the link between him, as a masculine hero on a dangerous, unpredictable quest, and the

image of the Russia he wants to remember:

Jlape mnpuoTKpeIIM JieBoe Iwiedo. Kak BTBIKAIOT KIIIOY B CEKPETHYIO ABEPIY

JKCJIC3HOI0, BACIIAaHHOI'O B IIKaIl TaﬁHH‘{Ka, IMOBOPOTOM ME4Ua e BCKPBUIA JIOTIATKY. B

%0 |pid., p. 114.
%02 Danow (1981), p. 893.
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rIIyOrHEe OTKPBIBIIEHCS TYIIEBHON MOJIOCTH MOKA3aJINCh XPaHUMBbIE €€ TYIIO TailHbI.
Uyxue MOCEUIEHHbIE TOopoja, YyXKHE YINLBL, Yy)KHE JO0Ma, YyXKHE MPOCTOPHI
MOTSHYJINUCh JIEHTAMM, PACKaTBIBAIOIIMMUCS MOTKaMH JIEHT, BBIBAJIMBAIOIUMUCS

CBEPTKaMH JIEHT HapyKy (p. 293).

(Lara’s left shoulder was half open. Like a key turning in the lock of a safe, the sword
unlocked her shoulder-blade and, opening the cavity of her soul, revealed the secrets
she kept in it. Memories of strange towns, streets, rooms, countrysides, unrolled like a

film, like a skein, a bundle of ribbons tumbling out [p. 331]).

Pasternak’s description of the towns, streets and countrysides is vague and suggests that these
concrete realities are ephemeral, which makes these images appear abstract, rather than associated
with any particular street, town or part of countryside in particular. Arguably, these images point to
nostalgic, comforting memories of Russia before the violence and terror associated with the Soviet
era. As well as noting that Lara is characterised in a way which associates her with Russia,
Pasternak’s association between her and a spiritualised image of Russia suggests that the masculine
hero requires some secure sense of connection to a place, even if he rejects the domesticity offered

by Tonya.

Pasternak believed strongly in the importance of artists having connections to their homelands and
chose to remain in Russia despite the hardships he experienced, even when he was offered the
opportunity to emigrate. He argued: ‘A person should live the life of his country. He should live an
intense, natural life, and then his works will contain internal naturalness — and if a person is cut off
from his native environment, then new creative juices will not come to him’.°® This statement was
reinforced by Pasternak’s letter published in Pravda in November 1958. The only phrase believed
to be written by Pasternak himself, rather than by Olga Ivinskaya, her daughter Irina, or Viacheslav

Vsevolodovich Ivanov reads: ‘I am tied to Russia by birth, by life, and by work, | cannot imagine

803 Cited in Fleishman, p. 293.
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my fate separated from and outside of Russia.”®® Zhivago, therefore, echoes his creator’s belief in
the importance of one’s country of birth for the artist and sees Lara’s naturalness and freedom as
being intrinsically linked to Russia. While Tonya’s family have emigrated to Paris, Lara remains
tied to Russia’s fate. This aspect of her characterisation contributes to her function of being a
supportive help-mate for Zhivago’s artistic quest as he sees aspects of the Russia which inspires

him in her.

Pasternak’s strong commitment to remaining in Russia may have been linked to his feeling of
obligation to communicate not only with members of the intelligentsia, but also with ordinary
Russians. However, Italo Calvino argues that Pasternak’s focus on the views and judgements of one
central character — Yury Zhivago — reflected his own ‘private, family-centred individualism’,
characterised by a deep identification for those who were inside his familiar circle.®® Calvino
argues that in Doctor Zhivago Pasternak shows his compassion and support for members of the
bourgeoisie and intelligentsia, while more proletarian characters speak in a ‘childish, folksy’ way.®
They are depicted two-dimensionally, as types, while the interior lives of more highly educated
characters are portrayed in more detail. Zhivago relates to the educated characters and, despite his
(and Pasternak’s) natural sympathy for members of the working classes, it is characters like Pasha,
the school teacher, and Zhivago, the doctor, who are portrayed developing and changing throughout

the novel.

In addition, Pasternak’s sympathy for the quotidian suffering of the majority of Russian people,
seems to conflict with his focus on describing the inner life of Zhivago, a poet who has abandoned
his life as a doctor (which could alleviate the physical suffering of many people) to devote himself
to the pursuit of abstract goals. This in effect emphasises the other-ness of ordinary Russians, and
particularly women, for Zhivago. Ordinary people, who are not given authentic voices within the

text are separated from the hero, in the role of ‘viewed’ or ‘other’. Ultimately, while Zhivago is

804 Cited ibid., p. 297.
%05 Calvino, p. 187.
806 Fleishman, p. 297.
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attracted to the ‘folksiness’ of Lara, to use Calvino’s phase, and the authenticity of Tonya’s
embodied experiences as she gives birth to their son, Zhivago stands apart from them and has his
own particular mission. The characters who must frequently fulfil the role of ‘other’ for Zhivago

throughout the novel are women, Tonya and Lara, who are both characterised by their femininity.

However, Pasternak himself was raised in a working-class area of Moscow and eye-witness
accounts of his conduct when he visited soldiers on the Briansk Front in August 1943 problematise
the impression of Pasternak given by Calvino.®”” As the ‘Premier Soviet Poet” he impressed soldiers
with his lack of snobbishness and his simplicity and accessibility.®®® Both Pasternak’s concern for
the reality of life for the majority of Russians and his concern for suffering women can be seen in
his portrayal of Lara. She is the daughter of a struggling businesswoman who becomes embroiled in
a relationship with an older man, Komarovsky who takes advantage of her youth and inexperience.
Interestingly, Komarovsky is the lawyer who contributed to Zhivago’s father’s death. Misha tells
him: ‘Orto TOT cambIif, KOTOPBIH cianBan U oryowmt TBoero ota’ (p. 51), (‘he’s the one who made
your father drink and caused his death’ [p. 65]). This coincidence is one of many in the novel and
reinforces the sense that the text deals with broad truths which are applicable to all times and
places. As Rudova argues, Pasternak’s prominent use of coincidence draws the reader’s attention to
the presence of another, spiritual, realm operating beneath the ‘real’, tangible events of the plot.®®
Rudova builds on Gleb Struve’s assertion that Pasternak’s use of coincidence suggests ‘the themes
of predestination and of intertwined destinies’ to argue that this narrative strategy implies that the
characters’ experiences are never completed, but remain open-ended.®’® This impression is given
because the improbable, and therefore mysterious, nature of coincidences connects the characters
with a greater narrative of good and evil forces. In this way, Komarovsky can be understood as
similar to a fairy-tale villain, sketchily drawn and with mysterious evil powers.®** While the

coincidence of Komarovsky’s negative involvement in both Zhivago’s and Lara’s formative years

597 Ibid., p. 235.

598 Ibid., p. 236.

%% Rudova, p. 57.

810 Struve discussed in Rudova, p. 170.
611 Raku, p. 51.
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is significant in these discussions about Pasternak’s use of coincidence and fairy-tale plots in
Doctor Zhivago, I would also suggest that this particular ‘coincidence’ also performs another
function. The similar role Komarovsky has played in both Zhivago’s life, contributing to his
father’s suicide, and then in Lara’s life, where he exploits her sexually, and possibly contributes to

her mother’s suicide attempt, powerfully links the characters of Zhivago and Lara.

Pasternak described Lara reflecting that ‘ecnu mama y3Haer, oHa yObeT ee. YOBET U MOKOHUYHT C
coboit’ (p. 39), (‘if Mama got to hear of [her relations with Komarovsky]| she would kill her. She
would kill her and then she would kill herself’ [p. 50]). This would seem more like an exaggeration
in the mind of young woman than a serious threat, except for the fact that her mother’s suicide
attempt is again linked in Lara’s mind to her affair with Komarovsky after the doctor has treated her

mother’s overdose:

VYp10Kka ycTajaocTH, OSBUBIIASCS Y Hee Ha JIUIE, 3aCTaBIsUIa JEBYIIKY MTOJTy3aKPHITh
rjia3a ¥ HaIoJIOBUHY pa3kKUMarh I'yObl. HO Ha HACMENUIMBBIC B3TJIS/IbI MY)KYHHBI OHA
OTBEYAJIa JTyKaBBIM ITOJAMHUTHUBAHWEM COOOmHMIBI. O0a OBUTH TOBOJBHBEI, YTO BCE
0001IJIOCH TaK OJIArONOJIYYHO, TallHa HE PacKpPhITa U TPABHBILIASCS OCTANach xuBa (P.

51)

(a tired smile puckered her eyes and loosened her lips, but in answer to
[Komarovsky’s] amused glance she gave him a sly wink of complicity. Both of them
were pleased that it had all ended so well — their secret was safe and Madame

Guishar’s suicide attempt had failed [p. 64]).

Zhivago meets Lara for the first time in a chapter significantly called ‘JleBouka u3 Apyroro kpyra’,
(‘A Girl from a Different World’), which describes him attending Madame Guishar’s attempted
suicide as a medical student. This event has a powerful impact on Zhivago, partly because seeing

Madame Guishar in this context introduced him to a new way of viewing women, and also because
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of the sexual relationship he observed between Lara and Komarovsky. Following Madame

Guishar’s treatment after she has tried to poison herself, Pasternak describes how Zhivago had:

yCIIeNIO TTOPa3nTh, KaK B HEKOTOPBIX HEYIOOHBIX, B3ABIOIICHHBIX 1103aX, ITO]] BIMSHAEM
HamNpsDKEHUsT W YCHJIMH, JKEHIIMHA IepecTaeT OBbITh TEM, 4YeM ee H300pakaer
CKYJBIITypa, W CTAHOBHUTCA IMOXO0Ka Ha OOHa)XKEHHOro Oopra C MmapooOpa3HBIMHU

MYCKYJIaMH B KOPOTKHX IITaHax Juis coctsizanus (P. 50).

(seen enough to be impressed by the fact that in certain clumsy, tense positions, in
moments of strain and exertion, a woman ceases to be as she is represented in sculpture
and looks more like a wrestler with bulging muscles, stripped down to his shorts and

ready for the match [p. 63]).

This quotation shows how Zhivago had previously associated women with their representation in
classical artistic mediums such as sculpture, but it also suggests that the femininity Lara and her
mother exposed him to was a more robust, resilient way of being. Madame Guishar and Lara live
their daily lives navigating the harsh reality of working to pay debts and negotiating with workers
who are becoming swept up in the Revolution, while also experiencing the sexual advances of

Komarovsky who is pursuing intimate relationships with both mother and daughter.

Although Lara does not necessarily perceive herself as a ‘victim’, there is something about Lara’s
vulnerability and victimhood that attracts Zhivago to her.®** He tells her: ‘51 nymato, s He mo6w GbI
TeOs TaK CHJILHO, eclii Obl TeOe HEe Ha YTO OBLIO JKAJIOBAaTHCS M HE O YeM COXKalleTh. S He Moo
NpaBbIX, HE MaJaBLIMX, HE ocTynaBIuuxcs. Mx moOpoaerens MepTBa U ManoneHHa. Kpacora xu3Hu
He oTkpeBanack uM’ (p. 321), (‘I don’t think I could love you so much if you had nothing to
complain of and nothing to regret. I don’t like people who have never fallen or stumbled. Their

virtue is lifeless and it isn’t of much value. Life hasn’t revealed its beauty to them’ [p. 359]). I think

812 |_jvingstone, p. 58.
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that part of Lara’s appeal for Zhivago is his drive to transform her suffering, and by extension the
suffering of Russia (represented by Lara), into beautiful poetry which will begin to redeem Russia
from the violence and upheaval caused by the Revolution. Lara’s characterisation as a woman who
has been trapped in an oppressive environment is supported by Pasternak’s description of how her
brother’s, Pasha’s, gambling debts contributed to the financial hardship Lara and her mother
experienced (pp. 60/75). Lara must work to pay these debts off, and she has also previously sent
money to Pasha’s father in Siberia, which delayed her debt repayments (pp. 61/76). As Pasternak
describes Lara’s feelings: ‘Ona yyBcTBOBasIa ceOsl 3aJI0KHUIICH 1O BUHE 3TOH ritynod PonbkuHOM
pacTpathl U He Haxonuia cede MecTa ot 6eccribHOTo Bo3MyteHus” (p. 62), (‘She felt that she was

a hostage — all through [her brother’s] stupid fault — and ate her heart out in helpless exasperation’

[p. 77)).

Lara knows what it is to be financially trapped in a situation, and to be forced to live within the
confines of a variety of social and familial expectations as well as being sexually exploited. This
sensation of feeling (and maybe actually being) trapped and unable to move freely, may give
Zhivago the opportunity to define himself in opposition to the feminine. Despite the deep emotional
connection between them, he is able to move relatively freely and has a much wider scope of
opportunities than Lara. She is so suited to the role of his muse, and she meets his needs so well,

that Zhivago even reflects that it is as though Lara has been created for this purpose. He thinks:

0, xak oH Jro6un ee! Kak ona Obiia xopomra! Kak paz mak, kak emy ce2oa 0ymanocs
U Meumanoce, Kax emy ovino naoo! Ho yem, xakoi cTopoHO# cBoei? UeM-HHOYIb
TaKuM, 9TO MOXKHO OBIJIO Ha3BaTh WJIHM BRIICTUTEL B pa3dope? O Her, o Her! Ho Toit
0ecrogoOHO MPOCTOH M CTPEMUTENILHON JIMHKEH, KaKOI0 BCS OHAa OJHMM MaxoM Obuia
o0BejieHa KPyTrOM CBEPXY AOHHM3Y TBOPIIOM H B 3TOM O0KECTBEHHOM OYEpPTaHWH CllaHa
Ha PYKH €ro Iyuie, Kak 3aKyThIBalOT B IUIOTHO HAKWHYTYIO MPOCTHIHIO BHIKYIAHHOTO

pebenka (pp. 293-4).
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(How well he loved her, and how lovable she was, in exactly the way he had always
thought and dreamed and needed. Yet what was it that made her so lovely? Was it
something that could be named and singled out in a list of qualities? A thousand times
no! She was lovely by virtue of the matchlessly simple and swift line which the
Creator at a single stroke had drawn round her, and in this divine outline she had been
handed over, like a child tightly wound up in a sheet after its bath, into the keeping of

his soul [emphasis mine, p. 331]).

This quotation shows how, despite the sense of mystery that Pasternak often associated with
femininity, a large part of Lara’s appeal for Zhivago is her simplicity. He also identifies her with
God (being drawn by the Creator), complete (drawn by a single stroke) and at once childlike, pure
and constricted. She is imagined as an infant, clean after a bath but ‘tightly wound up’. Zhivago’s
reflection on his love for Lara both opens and closes with the sense that she belongs to him - she
has been created, it seems, in response to Zhivago’s thoughts, dreams and needs and she has now

been handed over to him by God himself.

Lara meets Zhivago’s needs as a poet by acting as his inspiration through evoking images of Russia
and by reinforcing his spirituality. She also meets his physical needs by caring for him when he is
ill and by creating a domestic sanctuary for him at Varykino, when the two lovers are isolated and
Zhivago is able to work productively. His physical and spiritual needs are interlinked as he
experiences illness and recovery as part of a cycle of death and rebirth. When he becomes ill at
Yuryatin, Zhivago is incapacitated by his illness — ‘npu mepBoi#i jxe MOMBITKE MPUITOTHITHCSA HA
JIOKTE OH yOEXIaJcs, 9TO y HETO HET CHJI TIOMIEBEIBHYTHCS, U JINIIAJICS TyBCTB WIH 3achimai’ (p.
316), (‘as soon as he so much as raised himself on his elbows he realised that he was incapable of
moving, and fainted or fell asleep’ [p. 354]). In his delirium he hears voices ‘u on ymam gyxom,
peuiuB, 4TO 3TO Ha4YaJIO MOMCHIATCILCTBA. B cire3ax or xajocTy K cebe oH 6633By‘IHLIM MEIIOTOM
porrTan Ha He6o, 3aueM OHO OTBepHYJIOCH OT Hero (P. 317), (‘and was terrified, imagining that he
was going mad. Crying with self-pity, he complained that Heaven had abandoned him’ [p. 354]).
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Zhivago’s illness therefore takes away two crucial aspects of masculine identity; both his freedom
to move physically across space, and also his coherent sense of his own identity. The masculine
hero is both physically weakened and also fears that he is going mad. However, this quotation also
reinforces Zhivago’s Christ-like characterisation as he associates his sickness with being
abandoned by Heaven. His exclamation: ‘Bckyto oTpuHyn Ms ecu OT Juia TBoero, cBere
HE3aXOJUMBIH, U TTOKPBUIA MS €CTh dyKaas ThMa okasaHoro!” (p. 317), (‘“Why hast Thou cast me
off, O Light everlasting, and cast me down into the darkness of hell?’ [p. 354]) echoes both Christ’s
cry moments before he died - ‘my God, my God, why have you forsaken me?’®*® - and the

traditional Christian belief that Christ descended into hell before rising again.®™

Just as Christ’s miraculous resurrection was sudden and unexpected by his followers, Zhivago also
recovers from his intense illness suddenly. His transformation from sickness to health is

intrinsically linked to the care he receives from Lara:

W Bapyr oH MOHAN, YTO OH HE I'PE3UT M ITO IMOJNHEHIIas MpaBaa, 4To OH pas3jieT, u
YMBIT, U JISKAT B YHCTOW pyOaIIke He Ha IWBaHe, a HA CBEKETMOCTIAHHOW TIOCTENH, U
YTO, Melas CBOM BOJIOCHI C €r0 BOJIOCAMM M €r0 CJE3bl CO CBOMMH, C HUM BMECTE
IJIa9€T, U CHIUT OKOJIO KpOBaTH, M Harubaercs kK Hemy Jlapa. M oH moTepsit co3HaHWE

ot cuacthbs (p. 317).

(Suddenly he realised that he was neither dreaming nor delirious but that, in sober
truth, he was lying, washed and in a clean shirt, not on the sofa but in a freshly made
bed, and that the person who was crying with him, sitting beside him, leaning over
him, her hair mingling with his and her tears falling with his own, was Lara; he fainted

with joy [p. 354]).

813 Matthew 27:46.
614 Kreeft, p. 78.
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This episode, together with descriptions of domesticity at Varykino, has strong similarities with
Bulgakov’s portrayal of the home Margarita created for the Master to enable him to work on his
novel. However, unlike the Master, Pasternak’s central male character wavers between two women.
While Pasternak remained married to Zinaida and in contact with Olga until his death, his fictional
creation, Zhivago, let both the women he loved go. Tonya emigrated and he did not follow her, and
later in the novel he persuaded Lara to leave Varykino with Komarovsky, promising to follow
behind. By showing Zhivago’s passivity in allowing both women to leave him, Pasternak
highlights a key difference between his intimate relationships and those of Zhivago, but he also

demonstrates Zhivago’s alienation.

In allowing Lara to leave Varykino with Komarovsky, Zhivago is motivated both by a desire to
keep Lara as safe as possible (fearing that she is more likely to be arrested if she stays with him)

and by the force of Komarovsky’s stronger, more masculine, decisive personality:

Koro-To 13 Hac HaBepHsKa JUIIAT CBOOOABI W, CIEAOBATEIbHO, TAK WIIM MHAYe BCE
paBHO pa3ziydar. Torma, mpasaa, TydIie pa3IydnTe Bbl HAC U YBE3UTE UX Kya-HUOYAb
nojanblle, Ha Kpai cBera. Celuac, Korja s TOBOPIO BaM 3TO, BCE PaBHO JeNa UAYT
yxe no-pamemy. HaBepHoe, MHE CTaHET HEBMOT'OTY, U, IIOCTYIUBIIUCH TOPIOCTBIO U
caMoJIto0MeM, S IOKOPHO TPHIIOI3Y K BaM, 4TOOBI MOJIYYWTh W3 BallUX PYK U €€, U
KHU3Hb, 1 MOPCKOW MyTh K CBOMM, M cOOCTBeHHOe cracenue ... CooOlieHHas BaMu
HOBOCTb OIIEIOMUIA MEHs. S pazgaBieH cTpajaHuEM, KOTOPOE OTHHMAET Yy MEHs
CIOCOOHOCTh AyMaTh M paccykaaTb. MoxkeT OBbITh, MOKOPSSICH BaM, 5 COBEPILIAIO
POKOBYIO, HENOINPaBHUMYIO0 OMIMOKY, KOTOpoW Oymy ykacaTbcs BCIO JKH3HB, HO B
TymaHe oOeccuinuBaiomeid MeHs OONM eIWHCTBEHHOE, YTO sI MOry ceiyac, 3TO

MaIIMHAIBHO MMOIAKUBATH BaM U CJIeT0, 0€3BOJIbHO BaM MOBHHOBATHCS (P. 362).

(One or other of us is certain to be arrested, so we’ll be parted anyway. At that rate it
might indeed be best that you separate us, and take them away, as far away as possible.
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I am saying this but it doesn’t make much difference, things are happening your way.
Probably in the end I’ll break down and crawl to you and beg you for Lara, and life,
and safety, and a sea passage to my family and be happy to receive it all at your hands
... I am completely overwhelmed by what you’ve told me. I am crushed and dazed and
I can’t think or reason properly. It may be that by giving in to you I am making a
disastrous, irreparable mistake which will horrify me all my life. But all | can do now

is to agree blindly and obey you as if | had no will of my own [p. 402]).

Komarovsky has presented the more feminine Zhivago with a compelling plan and his feelings of
being ‘crushed and dazed’ and unable to ‘think or reason properly’ show how overwhelming he
finds Komarovsky’s practicality and sense of dominance and authority. Komarovsky has been
involved in some of the most distressing and formative experiences of both Zhivago’s and Lara’s
lives, and his motivations for travelling to Varykino to spirit Lara away are unclear. This appears to
be a test of Zhivago’s ability and willingness to fight for what he believes in, maybe to preserve the

domestic haven of his life with Lara for as long as possible.

Yet Zhivago’s decision to allow Komarovsky to leave Varykino with Lara has been interpreted as
evidence of the passivity which defines his character. Raku, for instance, argues that Zhivago
‘cedes Lara to Komarovsky’.615 However, Zhivago had to take action in order to enable
Komarovsky to leave with Lara — he had to lie to Lara, and persuade her that he was planning to
follow behind. Both Komarovsky and Zhivago knew that Lara would not leave Varykino without
this promise. It is striking that despite Zhivago’s misgivings and his awareness demonstrated in the
quotation above that he may be ‘making a disastrous, irreparable mistake which will horrify [him]
all [his] life’ (p. 402), he does not discuss his intentions with Lara, despite the impact his decision
will have on her. This might have given Lara the opportunity to voice her own views on what
should happen to her and to her daughter. Zhivago’s action in colluding with Komarovsky made it

almost impossible for Lara to exercise the limited options she had. It also resulted in Lara returning

615 Raku, p. 51.
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to her adolescent state of being dependent on Komarovsky, in a sense reliving her mother’s

experience of depending on Komarovsky’s money and protection.

When Lara leaves with Komarovsky, Zhivago experiences a period of deep grief and mourning for
her, but even this intensely difficult, emotional time has elements of re-birth in which the hero’s
abilities are returned to him; ‘/lymeBHoe rope o6ocTpsio BocipuuMuuBocTh FOpust AHapeeBra.
OH ynaBiuBam BCE C YAECATEPEHHOIO Pe3KOCThIO. OKpyskarollee MpHOOpeTano 4YepThl peaKoi
€IMHCTBEHHOCTH, JakKe caMblii Bo3ayx. HeObIBanbIM ydacTueM AbIIIAN 3UMHHI Beuep, Kak BCEMY
couyBcTByrommii ceumeTens’ (p. 364), (‘Grief had sharpened Yury’s vision and quickened his
perception a hundredfold. The very air around him seemed unique. The evening breathed
compassion like a friendly witness of all that had befallen him’ [p. 404]). This episode seems to
reflect very clearly Lotman’s image of ‘the most ancient mythological concept of entry into

darkness, gloom or a cave as death, and emergence into the light as subsequent re-birth.”®*

The quotation above demonstrates that although Zhivago misses Lara, his ability to draw comfort
from the natural world means that he is not dependent on one specific woman for love and support.
This drive towards abstraction is revealed in his writing as ‘Ho Jlapa ero cTUXOB W 3amucel, 1o
Mepe BBIMapOK M 3aMEHBI OJIHOTO CJIOBA JIPYTHM, BCE JAJbIle YXOAWIA, OT UCTHHHOTO CBOETO
nepBooOpasa, ot xuBoi KareHpknHOM MaMbl, BMecTe ¢ KaTell HaxoquBIIeHcs B myTemecTBUu (.
365), (‘the more he crossed out and rewrote what he had written, the more did the Lara of his
poems and notebooks grow away from her living prototype, from the Lara who was Katya’s
mother, the Lara who was away on a journey with her daughter’ [p. 405]). This intellectual,
emotional and artistic movement away from the actual, real character of Lara, and towards the
abstract images and feelings she evoked in him demonstrates the ability of the masculine hero to

move and develop in ways which are not accessible to feminine characters.

816 | otman, p. 172.
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Pasternak describes Zhivago’s work in this period in this way: ‘apIMsIIeecs W HEOCTBIBIIEE
BBITECHSJIOCH U3 CTUXOTBOPEHUH, 1 BMECTO KPOBOTOUAIIETO U 0OJIE3HETBOPHOTO B HUX MOSBIISIACH
YMHUPOTBOPCHHASI IMPOTA, MOJBIMABIIAS YACTHBIN Ciy4ail 70 OOIIMHOCTH BCEM 3HAKOMOro’ (p.
365), (‘the steaming heat of reality was driven out of his poems and so far from their becoming
morbid and devitalised, there appeared in them a broad peace and reconciliation which lifted the
particular to the level of the universal and accessible to all’ [p. 405]). While Zhivago is able to use
his new solitude to create the texts which will ensure his immortality in the hearts and minds of his
friends, the reader is unaware of Lara’s fate; all we know is that she has left Varykino under the
power and influence of an older man who exploited her when she was a naive teenager.
Significantly, however, Zhivago does not reflect on Lara’s situation in this way, but instead comes
to understand the new universality and accessibility of his poetry as being ‘kak yremienue, THIHO
MOCIAaHHOE €My C JIOPOTU eyIlel, Kak NaJeKWil ee MPHUBET, KaK ee SBICHHE BO CHE WU Kak
MIPUKOCHOBEHHE €€ PYKH K ero JIOy. U oH I00mI Ha CTUXaxX 3TOT 00JIaropaskMBaIOLINI OTIEYaTOK’
(p. 365), (‘like a message sent to him by Lara from her travels, like a distant greeting from her, like
in a dream or the touch of her hand on his forehead, and he rejoiced at this ennobling of his verse’
[pp. 405-6]). This shows how far Lara is characterised as a helper for Zhivago on what is
essentially his journey as a masculine hero. Despite Lara’s and Katya’s vulnerability having been
carried off by Komarovsky (on ‘travels’ to quote Zhivago’s comforting expression), Lara is still
imagined by Zhivago as inspiring his poetry and bringing him physical comfort by touching his

forehead.

It is implied by Gillespie that Lara has some degree of power as all three of her lovers change
under her ‘spell’.®*” However, although her relations with both Pasha and Zhivago produce a
change and development in the male characters — Pasha Antipov decides to leave home and
become a revolutionary and Zhivago is able to write more powerful, evocative poetry (how
Komarovsky changes is more unclear) — Lara herself does not share in this transformation. That

Lara remains static and does not appear to develop as a character throughout the novel is important

817 Gillespie, p. 120.
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evidence of the primacy of the masculine quest as a driving force throughout the narrative of
Doctor Zhivago. Pasternak describes how: ‘I HHX e, — M B 3TOM ObllIa X HCKJIIOUUTEILHOCTD,
— MI'HOBC€HU, KOrjaa, HOZ[06HO BCAIHBKO BEYHOCTH, B UX o6pequH0e YCJIOBCUCCKOC CYHICCTBOBAHNE
3aJICTaJI0O BEAHUE CTPACTH, ObLIH MHUHYTaMHU OTKPOBCHUA U Y3HaBaHHs BCEC HOBOI'O M HOBOI'O O cebe
u ku3Hu’ (pp. 317-8), (‘To [Zhivago and Lara] — and this made them unusual — the moments when
passion visited their doomed human existence like a breath of timelessness were moments of
revelation, of ever greater understanding of life and of themselves’ [p. 355]). However, it seems to
me that the text shows only the revelation and greater understanding experienced by Zhivago.
Although, arguably, Lara experiences joy and love in her relationship with Zhivago, it is Zhivago’s
quest for self-understanding, and his artistic mission, that drives the narrative forward. If Pasternak
conceived of Zhivago and Lara growing in knowledge and understanding together and equally, as
the quotation above implies, Lara’s development happens outside of the text’s frame of reference —

judged by the author to be unworthy of narrative description.

In stark contrast to Zhivago, who gains a kind of immortality through his poetry, Lara’s fate is

unknown:

Omuaxnael Jlapruca @enopoBHa ynuia u3 AoMy U OoJbIlle HE BO3Bpariaiachk. Buaumo,
€e apecToBaM B T€ JIHM Ha YyIHWIE W OHA yMepja WIH Tporajia HEH3BECTHO TJe,
336I)IT351 Ion KaKI/IM-HI/I6YZ[I) 6C3I)IM}IHHI)IM HOMEpPOM nus3 BIIOCJICACTBHUIN
3aMpOIACTHBINNXCS CITMCKOB, B OJHOM W3 HEHCUHUCIUMBIX OOIIMX MIIM YKEHCKHK

KoHITarepeit cerepa (p. 406).

(One day Lara went out and did not come back. She must have been arrested in the
street, as so often happened in those days, and she died or vanished somewnhere,
forgotten as a nameless number on a list which was later mislaid, in one of the

innumerable mixed or women’s concentration camps in the north [p. 449]).
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This further demonstrates the role of the feminine in narrative. De Lauretis argues that as patriarchy
has influenced the retelling of the Oedipus story, the role of the princess has been played down
while the role of the masculine hero has gradually become more prominent.®® Using Propp’s
typology, she explains that the princess’ role has become that of a donor for the hero, and feminine
areas, such as the forest, have become imagined as the site of his education.™® In de Lauretis’
words: ‘the animal who nurtures the child hero is female (e.g., the she-wolf in the legend of the
foundation of Rome), representing the carnal mother; and the nature of the initiation rite itself, in
preparing the adolescent for adult sexuality, is closely linked with the woman-mother, she who
rules over the animals.”®® Lara successfully performs this nurturing role for Zhivago, enabling him
to grow into his identity as a poet and achieve a form of immortality through his poetry. When
Zhivago dies, and no longer needs Lara to nurture and fulfil a mother-like function, Lara’s story

also ends. Her journey is defined by the fulfilment of the male hero’s desire.?*

To conclude, we have seen how, despite the lyric nature of Doctor Zhivago, and the ‘femininity” of
the themes of nature and spirituality which permeate the text, the narrative is driven by the
development of a central, masculine hero. This hero is closely associated with the author of the
novel, and seems to be his mouthpiece and have his sympathy. As Cornwell points out, some
passages in Doctor Zhivago seem to originate from a ‘God-like’ narrator, or are perhaps the
digressions of an ‘all-wise’ author.®?? The feelings and opinions expressed in these passages seem
to align with Zhivago’s (and Pasternak’s) stated viewpoints. Cornwell’s observation would,
therefore, seem to support the argument that Pasternak’s text is driven by masculine desire,
represented by his central male character. One of the difficulties of the ‘God-like’ narrator voice
which we can attribute to Pasternak/Zhivago is that the lyrical and poetic nature of the text makes
the narrative voice appear to reflect ‘universal truths’. On further examination, these ‘truths’, while

not challenged in the text itself, can be seen as patriarchal, and centred around a traditionally

618 de Lauretis (1984), p. 115.
519 1bid.

620 1bid.

%21 |bid., p. 133.

622 Cornwell, p. 114.
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‘masculine’ view of the world. The developing masculine hero’s search for authentic self-
expression forms his quest and he is supported to achieve this quest by two main female characters,
Tonya and Lara, who do not question or criticise his behaviour, or blame him when he abandons
them. They privilege his development and his needs above their own and so support him to attain
his goals, but are ejected from the narrative once the hero’s needs have been met. At the end of
Doctor Zhivago, Yury Zhivago stands narratologically and existentially alone through the poetry he

leaves behind.
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Conclusion

Throughout this thesis | have reflected in depth on the representation of relationships between
literary men and women in Russian texts. As Elizabeth Grosz argues, the representation of the
‘real” world offered to us in art helps to ‘slow down’ the world for us, making it ‘temporarily
comprehensible’, enabling us to understand it.*”® However, she also points out that for feminists
this representation comes to have a ‘more negative role than a constructive one’ because of the

many ways in which women are excluded from representations.®**

I have focused on de Lauretis’ narrotological approach to consider one important way in which
representations of heterosexual relationships marginalise the feminine by promoting the image of
female characters as static spaces used by male characters as part of their journeys, or quests,
towards unified, whole masculine identities. This approach has enabled me to highlight the
importance of intellectual, spiritual and creative freedom for male characters. This sense of
freedom, which female characters less commonly possess, is an elusive quality which is much
harder to quantify or analyse than economic or political status. De Lauretis’ approach has,
however, made it possible for me to interpret characters and relationships in this way by asking

whose desire drives the narrative and which characters are transformed and reborn.

The importance of understanding for male characters has emerged as a persistent theme as | have
analysed the works of five significant Russian writers. The need to understand their environments
and to interpret the world around them has united characters as diverse as Dostoevsky’s
Raskolnikov and Myshkin, Tolstoy’s Pierre, Levin and Nekhlyudov, Babel’s Lyutov, Bugakov’s
Master and Pasternak’s Zhivago. Understanding the world, and their own identity within it, can be
said to define the masculine quest in a way that the pursuit of wealth or status does not. Zhivago,
for example, is destitute, and yet he shares a sense of new life and transformation with the wealthy

and secure Nekhlyudov. Likewise, at the end of Crime and Punishment, Raskolnikov is beginning

623 Grosz in an interview with Kontturi and Tiainen, p. 248.
624 H
Ibid.
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a new life in exile and yet he is inwardly transformed, just as Pierre is reborn in the serene domestic

setting which concludes War and Peace.

The most significant change | have found in the way masculine characters are portrayed in the texts
is the shift in the twentieth century towards a focus on artistic and creative freedom of expression.
This study is not large enough to draw conclusions about why this may be, although | would
tentatively suggest that this might reflect the oppression experienced by artists and writers during
the Soviet era. Perhaps the restrictions on physical movement across borders and the limitations on
everyday life produced a sense that individuals could experience freedom only within their own
thoughts and imaginary worlds. This sense is certainly present in Bulgakov’s The Master and
Margarita with its use of magical realism and supernatural characters who challenge official Soviet
doctrine. The Master, like Lyutov and Zhivago, acts through the narrative and the text he creates.
This marks a departure from the development of the nineteenth-century heroes | have analysed,
even those gentle male characters such as Myshkin and Levin who are characterised by spirituality
and insight. Even these two characters conform to an extent to the image of masculine heroes
acting on the world through their interaction with other characters, through their ability to effect
change. Lyutov’s role within my thesis seems symbolically significant as his ‘quests’ appear to
involve both artistically conveying the impression the world makes on him and also learning to act
— to kill and to ride a horse like the Cossacks. After Lyutov, the focus of twentieth-century heroes

in this dissertation is on creative freedom.

I find this conclusion particularly interesting when it is considered from a feminist perspective. As |
argued in my Introduction, within patriarchy qualities are viewed in a dualistic way as opposite
pairs in which each quality is associated with either masculinity or femininity. In the epic/lyric,
reason/emotion, action/passivity and objectivity/subjectivity dichotomies, epic-reason-action-
objectivity is coded as masculine while lyric-emotion-passivity-subjectivity is viewed as feminine.
In this schema, there are strong elements of the feminine in the quests undertaken by the Master

and by Zhivago in comparison to Raskolnikov’s murder of the pawnbroker to test his rational ideas
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in Dostoevsky’s Crime and Punishment. The conclusion of my research - that the portrayal of
masculine quests has changed in the twentieth-century Russian narratives - suggests that writers

have used feminine qualities and values to drive the development of their male heroes.

Despite these elements of femininity, however, masculine characters throughout this study have
consistently remained masculine in relation to their feminine counterparts. In this area, de Lauretis’
theoretical framework has been particularly useful in highlighting how male heroes stand
existentially alone at the end of narratives, having emerged as developed, coherent, unified heroes,
while their female donors symbolically disappear from the narrative. Natasha Rostova becomes
fixed in her domestic role as a new mother; Nastasya lies dead between Myshkin and Rogozhin;
and Lara disappears into a Soviet camp. With the notable exception of Margarita, it appears that
however feminine heroes become, the women who support them are even more ‘feminine’, if
feminine means static, fixed in a role and acting as a boundary for the male hero to cross. Even
Margarita, who is a strong, confident female character who acts decisively, is a helper for the male
hero. Her actions support the Master, whose creativity and link with the supernatural is the focus

and the driving force of Bulgakov’s novel.

As I explained in my Introduction, my original intention was to study the religious, or ‘spiritual’ (to
use a term with more general connotations) aspects of the helpmate function female characters
perform in narrative. | planned to examine the image of women as purer than men, maybe more
connected with the source or essence of life, however that was imagined. Male characters, it
seemed to me, could be described as entering a clean, pure space in their encounter with a woman
who responses to the world were intuitive and natural — a space which helped them to experience
God, or life essence, or some sense of spiritual wholeness. This approach was influenced by
feminist theology which highlights the masculinity of the Judeo-Christian God and of Jesus Christ.
I wanted to explore how women were characterised in an idealistic way, to meet the needs of male
characters by aiding their spiritual ‘resurrection’, but also by reinforcing their conception of God as
masculine. In this way, | imagined them acting to reinforce patriarchy, and I planned to reflect on
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how this constrained view of female religiosity affected portrayals of their own intellectual and
spiritual freedom. | still believe that this study would shed interesting new light on the relationships

between characters in the texts | have considered.

Given that this was the starting point for this thesis, | have been surprised by the recurrence of
themes of sexual abuse and early sexualisation of female characters. While the characterisation of
both male and female characters cannot be separated from their experiences as imagined embodied,
physical beings, the memory of previous experiences seems to be more of a burden for female
characters such as Sonya, Nastasya, Maslova, Anna and Lara who experienced varying degrees of
sexual abuse and exploitation. | have been surprised by the deep significance of female bodies, and
bodily experiences in this dissertation which focussed on intellectual and spiritual journeys. | have
found that male quests often involve the violent expulsion of the female body, either through brutal
murder in the case of Raskolnikov’s killing of the pawnbroker, Nastasya’s murder, or
Pozdnyshev’s jealous murder of his wife in The Kreutzer Sonata; the madness and suicide of Anna
Karenina; or the removal of Lara from the narrative when she disappears into a camp where her

fate is shrouded in mystery.

In short, this study has used a narratological approach to consider texts from a new angle, by
viewing the development of male characters in terms of the ‘quests’ they complete, and the
feminine spaces they enter, before emerging as whole, masculine heroes. While male characters
seem to engage with female spaces and characters in slightly different ways, this study has
highlighted the persistence of elements of female characterisation. For example, as | discussed
above, some women are shown with fascinating, but probably unrealistic, extremes of personality
traits and experiences. Many have, on the one hand, suffered serious sexual exploitation and abuse
at a young age, but grow into seemingly pure, forgiving, mild, deeply spiritual women. These
women, such as Sonya, Lara and Maslova are able to help male characters along their journey of

intellectual development. Others, such as Anna and Nastasya, suffer character ‘splits’ in another
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way. They act in rebellious, possibly ‘masculine’ ways, but are ultimately unable to achieve the

status of unified heroes at the end of their ‘quest’.

The narratological framework | have used could be fruitfully applied to any text including poems,
village prose and more recent forms of media such as films. But | would like to develop this
research by considering novels and short stories by female authors, as originally planned, to assess
whether similar patterns emerge. | think that this would be an intriguing development because of
the theoretical link between the way sex is physically experienced and artistic expression. Robert E.
Scholes argues that the ‘archetype of all fiction is the sexual act’ and this points to the parallel
between the progression of narrative and the male sex act.®”® My research has also suggested that
the masculine quest is extremely pervasive as a theme which drives narrative. Anna Karenina, for
instance, is a novel focusing on the events in a strong, determined woman’s life, and her death, as I
have shown, can be explained in terms of de Lauretis’ ideas, as the result of her failed masculine
quest. In The Master and Margarita, Margarita is the more active participant in the drama and the
events of the novel, and yet it is the Master and his novel which form its centre, and his fate that

determines Margarita’s.

Given how deeply the theme of masculine development runs through narratives — from the folktales
analysed by Propp to the work of Pasternak and Bulgakov in the middle of the twentieth century — |
would anticipate that women writers, even those writing from a modernist perspective, would also
be influenced by this patriarchal heritage. | hope that this research lays the foundations for a further

study which considers works which find narrative techniques to break free from this tradition.

625 Cited in de Lauretis (1984) p. 108.
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