W Durham
University

AR

Durham E-Theses

Aspects of the fantastic grotesque in the works of V.
Mayakovsky, M. Bulgakov and E. Schwartz

Le Fleming, Svetlana

How to cite:

Le Fleming, Svetlana (1974) Aspects of the fantastic grotesque in the works of V. Mayakovsky, M.
Bulgakov and E. Schwartz, Durham theses, Durham University. Available at Durham E-Theses Online:
http://etheses.dur.ac.uk/785/

Use policy

The full-text may be used and/or reproduced, and given to third parties in any format or medium, without prior permission or
charge, for personal research or study, educational, or not-for-profit purposes provided that:

e a full bibliographic reference is made to the original source
e a link is made to the metadata record in Durham E-Theses
e the full-text is not changed in any way

The full-text must not be sold in any format or medium without the formal permission of the copyright holders.

Please consult the full Durham E-Theses policy for further details.

Academic Support Office, The Palatine Centre, Durham University, Stockton Road, Durham, DH1 3LE
e-mail: e-theses.admin@durham.ac.uk Tel: +44 0191 334 6107
http://etheses.dur.ac.uk


http://www.dur.ac.uk
http://etheses.dur.ac.uk/785/
 http://etheses.dur.ac.uk/785/ 
http://etheses.dur.ac.uk/policies/
http://etheses.dur.ac.uk

Svetlana le Flemirg

Durham University

"Aspects of the fantastic grotesque
in the works of V. Mayakovsky,

M. Bulgakov and E. Schwartz"

(A dissertation submitted

for the M.A. degree)

Date of Submission: 197y

The copyright of this thesis rests with the author.
No quotation from it should be published without
his prior written consent and information derived

from it should be acknowledged.



The grotesque in Soviet literature is a field of study
which has been neglected both in the Soviet Union and the West.
In the Soviet Union interest in the grotesque reached a high
point in the formalist criticism of the twenties, since the
grotesque is one of the most clearly expressed devices of
defamiliarisation. After a long period of taboo a revival
takes place in the sixties.

An attempt has been made in this thesis to define the
grotesque end to epply this definition to the works of
V. Mayakovsky, M. Bulgakov and E. Schwartz.

We are primarily concerned with the structural features
of their grotesque and the relationship of these to comedy and
tragedy. While very similar in its structure and its use of
comedy devices, the grotesque of all three writers differs
substantially in its nature. We have attempted to establish
the reasons for the differences and to define the function of

their grotesque.



Acknowledimentn:

I would like to express my gratitude to my Supervisor,
Mr. W. Harrison, M.A., to the Staff of Durham University
Library for their advice and help in obtaining
materials through Interlibrary Loan and to Mrs. Rita

Hart for her typing and corrections to the manuscript.



CONTENTS:

I Introduction page 1
II Mayakovsky
1, The structural features of Mayakovsky's grotesque 21
A« The presentation of everyday reality (the plane
of the real). 22
Be. The presentation of the fantastic (the plane
of the fantastic) and the emergence of the grotesque. 34.

2. The elements of comady and tragedy in Mayakovsky's

grotesque structure. 40
A. Comedy and its devices. 41
Be. The satirical function. 50
C. The tragic element. 53
III Bulgakov
1, The structural features of Bulgakov's grotesgue. 58

A, The presentation of everyday reality (the plane

of the real). 59
Be. The presentation of the fantastic (the plane of

the fantastic). 82

2. The elements of comedy and tragedy in Bulgakov's

grotesque structure. o8
A« Comedy and its devices. 29
Be. The relationship between comedy and tragedy. 116

C. The grotesque as a meflection of the author's
vision of reality and its influence on the

tragic element. 120



IV Schwartz
1. The structural features of Schwartz's
grotesque.
2. The function of Schwartz's grotesque.
3. The elements of comedy and tragedy.
V Conclusion
VI Afterword

VII Bibliography

132

133

147

150

159

161

166



INTRODUCTION

Before discussing "the grotesque” as applied to Soviet literature,
we must give a definition of the term itself. The term ";rotol@o"
appeared at the end of the fifteenth century when a painted ornament,
unknown till then and distinguished by a fanciful interplay of
vegetable, animal and human forms, was discovered in Rome during
excavations in Roman grottose. In this ornament there were none of the
sharp boundaries which in nature divide different phenomena from omne
another, Depiction was not static and the distinctions between
heterogeneous phenomena were boldly ignored as ome passed imperceptibly
into the next, one seemingly giving birth to the other, The tori
"grotesque” was brought into literature from painting and for a long
time studies of the problem were made on the basis of painting.

German investigators have made the biggest contribution to the study
of the grotesque and have outlined two main -pprmhul. One approach
(Floegel) considers the caricature element to be the essemce of the
grotesque; the other approach (Fischer) - the fantastic, There also
exists a third approach synthesizing both conceptions of the grotesque

(Schneegans) : "Caricature consists in the exaggeratiom of the trivial

1’8-. M.BaxTuE «TeopuecTso Padae u HapogHAS KYZLRTyD& CDEIEEBEKOBSS M

Peneccancar, Mockpa «{yizoxecTpeHESs JETepaTypar 1965, pp. 49, 52, 131}
Wolfgang Kayser "The Grotesque in Art and Literature”, Bloomingtom 1963,
PPe 290=36,

3.Ejumopa <lIpoSxeMs rpoTecka B TBOpPYECTEE lloc'roeac:-oro», HaykoBi SEIHCKH
EayEOBO=-20caizuo xarTeipu icTopiiesponefickoixyasTypu» , Xepsxoe 1827 No.Z,
145-149;

«JluTepaTypHas SHIMEJIONEZKS® 1030 TOM 3, PP«29=36



for the purpose of ridiculing it. It will be grotesque only when it
exaggerates to the point of impossibility, when we begin to sense that
such a representation camnot be eacountered™’, Schneegans sees the
grotesque as purely satirical, The place of the grotesque is in satire,
the purpose of it - to strike a moral and social blow at the
phenomena being ridiculed and negated by extreme fantastic exaggerations.
Another investigator of the grotesque, Volkelt, sees the grotesque as
one aspect of the comic, as the highest degree of comedy, in fact,
According to Volkelt the main features of the grotesque are contrast
and extreme exaggeration, which had previously been suggested by others
and which are typical of the comic in general, According to this view
the difference between the grotesque and the comic is not qualitative
but only quantitative; "Fantastic delineations are essential to the grotesque
in art., One may regard the grotesque as caricature in the broad meaning
of the word but the characteristic feature is here exaggerated to the
point of distortions™

There are no special investigations into the problem of the grotesgue
in Russian criticism of the 19th centuryy though the term is familiar
to B-l.’uuky? The Russians seem to be content with the existing definition
of the term. Like the Germans, they regard it as an aspect of comedy and in
their definitions emphasise its structural features,

In "Novyi slovotolkovatel'' (1803) the grotesque is defined thus:
"So mamed are fumny depictions which combime within them parts that do

not belong to them maturally and which have a strange nppurmo"‘. In

"clnreparypnas SEIMEJONCINT®, 0PeCite, Pe87. and 3,EfuMOBA,OpeCite, Pel47
3'1b1d.. peld8,
a'B.Beaxxcxan «0 pycckxol mopecTH ¥ moeecTax Ioroxs» Hadpamoe Yocxsa T.l1,p.155

"«Hoamﬂ CJOBOTOIKOBETEXb» uYacTh , CII6,1803, p.645



*opyt nauki izyashchnogo,nachertannyi Galichem''(1825) it is stressed
that the grotesque "both as a special type of comic beauty and as a
special means of creative act by the phantasy by upsetting the external
appearance of natural phenomena and by creating new, stramge but pleasant
transformations al0ag the lines of natural creatioms which act in continuocus
tints, shades and gradations, mocks in its arabesques the pedanticism of nature
itself, the established forms of whose creatures seem to it still too
monotomous™,

A similar definition is givem imn the "Bol'shaya entsiklopediya’ (190z):
"The grotesque represeats in the main something hideously strange, a
product of humour linking without aay obvious justification the most
heterogemeous concepts because, ignoring specific details and onmly
playing with its own origimality, it appropriates everywhere only that
which corresponds to its exuberant and capriciously mocking attitude
to llfinzc

It would be untrue to say, however, that the concept of the grotesque
was not treated at all in Russiam criticism before the 1920's.
Meierkhold's interesting article "Bnlagnn"3 (1912) may serve as an
example, However, we have failed to discover any serious investigatioa
of the problem before the 1920's despite the fact that the grotesque was widely
used by the writers of the Symbolist gemeration. Ia this study we are concermed
primarily with the 20's whea much atteation was paid to the grotesque

in Soviet criticism. Many promineant Soviet writers experimemnted with the

1‘¢0nnr HAYKM M8smHOro, HavepTasHmld A.Taxmvem», Camxr-lleTepCypr 1825, p.47
3+ Foasmas sEExaoneugy, Cll6. 1902, Ve 7:Pe227

sz.HeBepxoxl; «Baxarame in the book «CTaTeM, muckmMa, pevd, Ceceim»,
Mocxea «lickyccTeo» 1968, p.225
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devices of the grotesque im the early stages of their development., This
applies equally to such realists as Leonov, Kataev and Fedim as to
modernists such as Kaverin, Zoshchenko and Bulgakov, who, some constantly,
the others repeatedly, came under critical bombardment for their
formalistic "twists and turns’)

The term grotesque came into wide use, and misuse, in the 20's:
"At present, as we know, the moun and adjective 'grotesque' are being
declined in all cases and applied automatically to the most varied
phenomena which are connected oaly by the fact that they represeant something
tlllllllll“l. Interest in the grotesque during these years can be explained
by the heightened interest in form and style generally and by the desire
to rejuvenate earlier artistic forms, This was the period wheam Russian
formalism was flourishimg and Shklovsky's theory of defamiliarisatiom
(ostranenie) had become widely accepted. According to this tlmcu'y2 the
purpose of art is to defamiliarise a familiar pheaomemoa and thus
intensify the perceptiom of it, to prolong the process of its recognitionm,
80 that the reader, recognizing the familiar in the unfamiliar form,
receives more aesthetic pleasure. The term '¢Ostranenie'comes trm'.trmy'
*strange’', and 'grotesque’is oftem replaced by this word: "Grotesque
serves for denoting a fuanny, strange and exceptiomal phemomemon, and from this
point of view/grotesque’'may have the meaning of a certain device in the
field of art and literature in plrticulu"s. The grotesque, at the basis

of which there lies a8 & rule an elemeat of the fantastic, defamiliarises

l'ﬁ.sme.nonn «loeTExa rporeckar im «llpofieMu LOSTHKK®» NOJZ DpeiaKimel
B.9.Bpwccose, Mockesa=-lenzurpas 18255-pe.66

2'}E..llh:.xcmcnt:nt «0 Teopuu nmposy» , M.=J., 1825, p.13

34,3yr1e10BEY Opecits. pe6O



(4

the material to the point of impossibility, and because of this the
grotesque is a device for complicating the form, creating what Shklovsky
called (zatrudnennaya forma), since in comparison with other devices,
it increases thé difficulty of perceiving the thing and thus does what
Shklovsky demands: "tears a thing out of the sequence of associations
where it is usually found,"!

The formalists were attracted to the grotesque by its ability to
lay bare the form of the work, to make obvious the process of ‘'making'
a thing, to stress the structure of the thing itself. "In comedy, the
grotesque and parody” wrote Eikhenbaum "form as the system of certain
precise artistic devices is stressed more strongly and clearly than in
any other lpecioa."a

Studying the grotesque on the basis of the classical works of Gogol
and Dostoevsky, the formalists made extremely valuable observations on
the composition, style and language of grotesque works. The titles
themselves of the formalists' articles (such as Eikhenbaum's "Kak sdelana
Shinel'", Slonimsky's "Tekhnika komicheskogo u Gogolya", Tynyanov's "K
teorii parodli") indicate that the formalists were attracted by the
external side of the work. Though they gave brilliant analyses of the
devices of the grotesque, the formalists unfortunately did not try to define
the role of these devices in an author's complete system of artistic rep-
resentation of reality and did not attempt to find the connection between
style and writer's vision of the world. As a result in the formalists'

analyses grotesque devices as a rule exist in their own right and if they are

conditioned it is only by the author's striving towards the "playing

I'B.mnoacm,,op.c:l.t.p.u.

3'3.3zxeaﬁayn «Hexpacos» in «0 nossume», JeEHHIpal,1969,p.36



with reality”. Eikhembaum, fer instance, states: 'The style of the grotesque «

demands firstly that the situatiem or eveat being described be enclosed in

a world of artificial experiences, small to the peint of fantasticality

(as 1n‘01d-v¢r1d Landewners' and "'I‘ho Stery of the Qumol:-.) and cempletely

isolated from reality at large and frem the genuine fullness of spiritual

life, and secendly that this be deme net with a didactic and met with a

satirical purpese but with the purpese of epening up space fer ‘playing

with reality', = setting eut and redistributimg its elements, se that its

usual interrelatioms and cennecting limks (psychelegical and legical)

turn eut te be imeperative in this newly receamstructed werld and amny

trifle may grew te celessal pr.portinl".z The fermalists never gave a

theeretical definitiem of the term gretesque’ . However well-prepared they

were ghepretically, they manifestly aveided analysing the werks eof their

ceatemperaries; as Zamyatim put it: ""the fermalists still de met risk

eperating en peeple whe are alive and continue te experiment en ccrpaoa."z
As well as being the peried ef great interest im the cencept eof

the gretesque the 20's alse marked the t:l.ﬂg'm ef the gretesque ia

Seviet centemperary writing. These were the years whea Russian prese

was develeping under the influence eof Bely, Remizov, Zamyatin, the

writers whe reianterpreted Gegel's use of the gretesque im their

writings and whese influence ia this cam be traced in mamy succeeding

Seviet writers. The 20's were the years of great experimentatiem and

relative freedemes These were the years of great upheaval, breaking

ef old structures, eld ways ef life, We can call these years =a

1B.snxe16ayu «Kax cipexama [Murexs» im «O npose»,lJeHUErDEA.1969.pe322,

2g.3ansTHE «Hopas pycceas npose» im <«luna», NexiymapoiHoe JMTEpaTypHOE

COIDYEECTBO, 1867 «pel193.



turaing-peint of histery. And it is gemerally accepted that the
gretesque as a rule appears in such perieds: ''The gretesque thrives
in an atmesphere eof diserder amd is inhibited in any period charscterized
by a preoneunced semse of dignity, an emphasis en the harmemy and erder
of life, an affinity for the typical and nermal amd a presaically
realistic appreach te the artl."1 In these years Seviet satire reached
the hizi:t peint eof its develepment. The develepment of Soviet satire
was partly hastened by the intreductiem ef NEP which faveured the
appearance of prefiteers and swindlers, a prime target fer satirists.
The Seviet bureaucrat made his first appearance in these years and
the Seviet philistine firmly established himself in a ferm remimiscent
of thnﬁiprc-rovolutionary years, A few writers came te the gretesque
as a result ef their disillusienment in NEP, thus reflecting iam their
werks all the fear and cenfusien that seized them im the face of the
revival of ferms ef life which they heped were gene feor geed,

In the 20's Mayakevsky creates his gretesque plays and Bulgakev=
the master ef the gretesque - comes inte literature. Te the 20's
belengs the activity ef the 'Serapiem Brethers' - the literary greup
unitiag different writers threugh their desire te fiad their ewam style,
all of them being dissatisfied with the simple reflectien eof reality
in literature. Ne matter hew different these writers were, they eftem
used gretesque devices. Zeshchenke experiments with the language,
adding & gretesque character te his language with cembinatien ef

varieus layers of language. The 'Serapien' Kaverin makes wide use

1o .B.Jennings "The ludicreus demen. Aspects ef the Gretesque ia

Gernan Pest Remantic Frese. 1963.p.26.

i |



(0]

of the grotesque in composition, skilfully mixing fantasy and reality.
Tynyanov, as critic and as novelist, stands for the removation of genre
as a reaction against the familiarity which had invalidated the old
artistie forms, 'One has to break a thing somehow im order to feel it
afresh. In literature evidently something glued together is stronmger
than something 1ntlct"1, maintains Tynyanov, and this opens the way for
the grotesque, since in ‘glueing' the parts together distortiom or
displacement are inevitable and it is all a question of the degree

of the distortion and the sharpness of the displacement. If the
displacement has a fantastic character it would not be far removed
from the grotesque.

Zamyatin's hypothesis about the synthetic tendency in the
development of Russian prose dates also from the 20's. In Zamjatin's
opinion, so dynamic a period in a society's development as the post-
revolutionary years would inevitably bring sbout a move towards
synthesism in Russian prose, Zamjyatin tried to define the typical
features of the new synthetic art: 1) Retreat from realism and
everyday life. 2) Fast moving, fantastic subject. 3) Condensation
in symbolism and colours. Only a synthetic characteristic of each
phenomenon is given and not a detailed description., 4) Concentrated,
concise language, choice of words with maximum efficiency. 5) Observation
of changing phenomena and phases leads to attempts to establish the
ultimate aims of the movement., Hence the elements of philosophy and

of broad general conclusions grow into the artistic orgnnil-"z. As the

ITD.Thnanon <«JureparypEoe cerozEs» in «Pycckuil coBpeMeEEMK» 12324 No.l, p.299

2’¢£ncxyccnn 0 cOBpeMeEHOR JuTepaType» in «Pycckufl COBDEMEHHHK» 1924 No.2,
Pe375



artist's motto Zamyatin suggests "shift and warp"” (sdvig,krivizna )1.

By virtue of its specific character - its fondness for alogical disorder
and disharmony and its dislike of unity - , the grotesque is extremely
close to synthetic art. All the features mentioned by Zamyatin = the
striving of synthesism for exaggeration, gemeralization, the synthesis

of fantasy and reality, the dislocation of the planes in space and time,
and the creation of synthetic images - are characteristic of the grotesque
in general, although the concept of the grotesque is narrower than the
concept of synthesism. But the purpose of the grotesque, like the

purpose of synthesism, is often to reveal the true nature of the phenomenon.
According to Meierkhold, "the grotesque, being the second stage towards
stylization, has managed to do away with analysis. Its method is strictly
synthetic. The grotesque creates without compromise (on the level of
conventional improbability, of course) a complete fullness of life
without concerning itself with petty details"?,

The Soviet critic Yurii Mann considers generalization to be the
essential feature of the grotesque; "The grotesque - he writes = emerges
as a striving for extreme generalization, summing up and extractiomn of
some sense and essence from the phenomenon, time and historye. Obviously
there are definite psychological rules under which the grotesque with
its characteristic defamiliarization and condensation of colours, lines,
etc., involuntarily produces broader associations and evokes generalization™’,

Zemyatin's forecast about the future development of Russian prose
was unfortunately not fulfilled; this was not by any means Zamjatin's
fault or the fault of those writers who gave preference to synthesism

and therefore to the grotesque at a certain stage of their development.

l'qnnc:ycclz O coppeMeEHO#l JUTepaType», ops cit., p.276

nfB.Melepxoasg, ope cit., Pe225

a'n.ﬂanx «0 rporeckxe B auTepaType», Mockea 1966, p.59
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It was largely the result of imposing on literature the method of
socialist realism which demanded "the reproduction of a lifelike
verisimilitude, the conveying of the content of reality within the
bounds of reality 1t-.1£"1.

It was no accident that in the 1930's with the official proclamation
of socialist realism as the main method of Soviet art we observe a sharp
fall in the number of works using grotesque devices and witness the decline
of satirical genres and an increase in attacks on writers using the
grotesque, The 1930's are years of stabilization and of a prosaically
realistic approach to art. Not surprisingly, the authors of the
literary encyclopaedia of 1930 deny any place for the grotesque in
these years, In their opinion the grotesque reflects the instability
of being:"Bpochs of social and economic equilibrium are not familiar with
the grotesque. The grotesque appears at times of economic, political and
ideological crisis. In these periods & social psychology emerges which
reflects a recognition of the misery, decay and instability of existence,
Such a social psychology is most typical for the decadent moods of
dying social groups which are being swept from the arena of history.
Their cultivation of the grotesque reflects the instability of existence,
their duality and the instability of their outlook. The grotesque of
Bulgakov and Ehrenburg = fellow-travellers - has this decadent chsr.ctor"s.

So it came about that the grotesque, in the broad meaning of the
term, wvas the lot of writers who did not accept the revolution and

fellow-travellers who doubted the triumph of socialism. In the 30's

I'B.A.Rosajéa «lgoroo6pasue cTHieii B coseTckoll xmTepaType» M.-I. 1965, p.84

z'clnreparypnan SHIMEIONEIUS®, OPe Cite, Pe35



the grotesque becomes an extremely dangerous practice. Usage of it risked
the accusation of slandering Rocialism, of deliberate distortion of

the picture of reality, of violating the main principles of socialist realism
and of numerous other sins. This situation continued until the middle of
the 50's. Naturally, the number of writers using the grotesque fell
sharply. But this does not mean that there was a complete absence of grotesque
works in the 1930's. Bulgakov's works ('"Master i Margarita'Z, Schwartz's
("Ten'”), Platonov's ("Goroa Gradov': and Tynyanov's (''voskovaya persona’)
are in themselves adequate refutation of this. The tragedy however is

that some of the main works of the above-mentioned writers saw the light

of day only in the 1860's and, as they dealt with topical questions of

the 30's, they could not have any influence on events, But the very fact
that they were written refutes the existing opinion of the 30's as years of
complete artistic decline and stylistic monotony in Soviet literature.
Unfortunately, in the years that followed the grotesque was kept even more
in the background in soviet literature, and in the system of socialist
realism a small place is found for it only in satire, Being alien to
socialist realism and to realisam in general, "the only function left

for the grotesque under socialist realism is to be a means of caricature
and parodying its lnauios"l. The grotesque can serve only 'as one of the
means, but not the chief means, a subsidiary, but not the main weapon

of satire">. It can only be a subordinate element in the sort of

artistic picture which basically satisfies a demand for verisimilitude,

Without this condition the grotesque is sheer arbitrariness, formalistic

l'tlnreparypuas PEIMKIONE AHS®, Ope Cite, Pe36

zfA.C.Bylula «0 runep6oxze W rporecke B caTupe leipume» in <«Bompocw
coseTcxoft gureparypu» V, M.=Jl. 1857, p.29
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twisting and turning"’, Taking into account the pitiful state of satire
itself, with GOII.;I].IDI" observance of demands for verismilitude even in
satirical analysis inevitably distorting its specific character, the grotesque
ceases to exist altogether in the %0!s and the first half of the 50's
with the important exception of Schwartz's plays, Only in the second half
of the 50's and the beginning of the 60's does the enlightenment come,
and the term grotesque acquires the former popularity of the 20's. In
1965 Bakhtin's book written in 1941 was published under the title
"Tvorchestvo Rabelais i narodnaya kul'tura srednevekov'ya i renessansa’ and at
last gave due attention to the problem. In 1966 there appeared Yurii Mann's
work ©O groteske v literature” in which the author tried to define the
place of the grotesque in modern literature, We should also mention two
articles by D.Nikolaev in the journal "Voprosy 11teratury'a, both of which
confirm the mounting interest in the grotesque among Soviet critics,
Bakhtin's work is without doubt the most valuable, As well as
analyzing the problem of the grotesque in the Renaissance, Bakhtin
raises s great number of questions in relation to the modern grotesque.
Unfortunately he ignores the grotesque in Soviet literature, although in
twentieth century literature he notes the existence of two kinds of the
grotesque = the modernist grotesque connected with the traditions of the
Romantic grotesque (Kayser's book is devoted to the study of this kind
of grotesque)-, and the realistic grotesque, comnected, in Bakhtin's
opinion with the traditions of grotesque realism and folk cultures The
concept of the modernist grotesque follows from the development of the

Romantic grotesque. This is related to the writer's dualistic world view

“1b1¢., pe10

3'.11.Haxo.men «Tpamzms rpoTeckar im <«BOompecH JMTepaType>, 1968 No.4
and «wlcTOopus OJAHOIO ro;;o.xa" ¥ npofieMa CATEDHYECKOT'O IDOTEcK&a»

in «BonpocH JUTepaTypu®, 1971 No.2
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his attitude that the world is unstable and that everything is
collapsing and disintegrating. For Kayser, for example, the main thing
in the grotesque is something hostile, alien and non-human, "ominous
and sinister in the face of a world totally different from the
femiliar one”, "the grotesque is the estranged world. But some
additional explanation is required, for, viewed from the outside,
the world of the fairytale could also be regarded as strange and alien.
Yet its world is not estranged, that is to say, the elements in it
which are familiar and natural to us do not suddenly turn out to
be strange and ominous. It is our world which has to be transformed™l.
It is clear that such a type of grotesque in Soviet literature
can only be met with a rebuff from the crities, since socialist realism
intends to show the world as anything but chaotic, alien, or unstable
and the position of the writer should be anything but indefinite or
vague, No wonder that some grotesque works containing an indefinite
attitude to everything (such as Bulgakov's works) were met with fierce
attacks in Soviet criticisa, Yet despite the attempts of the eritics
to diminish this type of the grotesque in Soviet literature of the
NEP period quite & number of the elements of the modernist grotesque
originating in the Romantic grotesque can be found there. The same can
be said about the second type of the grotesque, the realistic grotesque,
which Bakhtin links to the traditions of grotesque realism and to a
specific carnivalised outlook ( "karnaval'noe mirocoshchushchenie') that
belongs to folk culture. It is ambivalent in its nature and has a
very strong laughter element resulting from the annual cheerful

l'nyur, ope €ite, P.184



destruction of time now passed and the death of time, It is possible to
find elements of this type of the grotesque in Bulgakov's "Master i
Margarita” and in Mayakovsky's "Klop' . It is not our task, however,
to distinguish these elements in the works of the writers under
discussion. Neither are we going to determine which scholar, Kayser
or Bakhtin, is nearer the truth. Most likely, both are right, but,
dealing with different kinds of material, come to different conclusions.
As Jostein Bortens comments on Bakhtin's theory: "This limitation of
the gloomy and oppressive forms of grotesque imagery to certain
manifestations of romantic and contemporsary art and literature is,
however, arbitrary and unhistorical. The chimeric world of demomic
grotesque may be traced back at least into the Middle Ages, Most
likely it constitutes a negative pole of the gay and liberating
grotesque of carnival festivals™,
In general we have to note the sharply satirical orientation of the
grotesque in Soviet literature. Bakhtin's reluctance to discuss the
grotesque in Soviet literature can be explained by this, since
Bakhtin has reservations about the satirical grotesque gemerally:
"Where the grotesque comes to the aid of an abstract tendency, its
pnature is inevitably distorted since the essence of the grotesque is
to express the contradictory and double-faced fulness of 112e"%,
A negative attitude to satire characterises the majority of
scholars of the grotesque (Kayser, Jemnings, Bortemns, Bakhtin,

Eikhenbaum) . Some critics even deny the presence of the grotesque

1o ostein Birtens "Gogol's 'Revizor' = a Study in the Grotesque'', in
"Scandoslavica" 1969 No.15, pe48.
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in works where the satirical intention is very strong. Some, like
Kayser, suggest the existence of a special type of the grotesque,
namely the satirical, as opposed to the tntntul. Only Soviet eritics
Seem to accept the bemeficial influence of satire on grotesque works:
"The grotesque can serve, and very successfully serves, the purposes

of satire. And it is not in the least degenerated or distorted by

this. Moreover it is in satire that it achieves its primary development,
and it is with_satire that its flourishing in realistic art is llnkod"aa
We will take the opposite view, hovever: that an author's intentiom to
satirize influences and changes the very nature of the grotesque.
Mayakovsky will serve as our example in this connection, We will

treat the grotesque as an aspect of the comic, since beyond the limits
of the comic the concept of the grotesque becomes extremely diffuse,
opening up the possibility of relating to the grotesque everything that
is strange and unusual. In this sense we agree with Bakhtin that
"laughter is an essential feature of the grotesque; in situations of
total seriousness no grotesque is posllblo"s. But it needs to be noted
that the laughter in different forms of the grotesque is of different

types (humour, irony, sarcasm, the infernal laughter of the Romantic

grotesgque) . So our definition will read thus: the grotesgue is a form

of the comic consisting of an artificiasl fantastic structure, combining

ghuo-uu that cannot be met tg‘lth-r in real life, We have limited our

definition to the structural features; it has to be noted that at the

basis of the grotesque structure lies a certain principle of artistic
"nyur, ope Cite, pPe189
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thinking; in most cases the grotesque reflects the author's perception
of the world and his complex attitudes to reality.

For this pure type of the grotesque the fantastic element is absolutely
essential. Its presence destroys the familiar causal connections, standard
concepts and normal relationships of reality. (Kayser's concept of the
alienated world which is typical for the grotesque would be relevaat
here) . In acknowledging the necessity for the fantastic element we
are following the main orientation of Soviet criticisa (Yu. Borev,

De Nikolaev, Yu. Mann). It is necessary, however, to make the reservation
that the presence of the fantastic does not by itself produce the
grotesque, One only needs to remember science fiction or fairytale

where a fantastic element is present but no grotesque. The reason for

this is that in both genres, in pure science fiction or in pure fairytale,
there is only the one, fantastic, plane, Science fiction is based on the
plane of scientific hypothesis; everything follows from this and the action
develops on this one fantastic plane, Similarly, the fairytale is a
single-plane structure.

In the grotesque two planes are essential but they have to be
connected artificially in the form of sharply contrasting planes which
do not merge into one, so combining phenomena which are in reality
incombinable. As Eisenstein stated it in the 30's: "The elements of the
artificial bringing-together of the fantastic and the real create the
specific gquality of the grotesque. The non-bringing-together of the
levels, the absence of a synthesis, is the characteristic of the grotesque.
The material plane and the non-material are present here not as a unity
which is turned to show now one facet, now another, but, on the contrary

are given as the penetration of one plane into another and the manifest



collision of the real with the unrul"l.

Thus it is not 80 much a question of the phenomena themselves as
of their new appearance as a result of their artificial combination.

In Nikolaev's words: "The grotesque requires the appearance of the sort
of combinations of objects, figures, attributes, phenomena, actions
which are impossible in real 1ife">. This new grotesque structure we face
in the literary work is utterly absurd and ridiculous. Structurally it
consists of heterogeneous elements. One of the elements in this grotesque
structure may be completely real, it can be part of everyday life or
society, but the other element may be purely fantastic, supernatural,

the product of the author's imagination (such as the phosphorescent
woman in a Soviet office in Mayakovsky's "Banya', or the devil's presence
in Moscow in Bulgakov's "Master i Margarite”, or the monstrous reptiles
attacking the country in Bulgakov's Rokovye yait:a"ewhat we are faced with
here is the particularly artificial nature of the combination, A
heterogeneous element is brought in from without and seems ocutwardly
unjustified, but it is only so at first glance since on deeper eanquiry
we start to see clearly that there is a connection between both elements
which makes the combination possible, however awkward,

In the case where the grotesque is constructed from heterogeneous
elements, both of which exist in nature or society, we have particularly
to take into account the extent to which the laws of reality are distorted
in the resulting combination. If the connections between phenomena and
their appearance are so much distorted that & strange new world with its

own laws is created and if in this world we recognise the true features

l'(':.:iheu-ren in <BompocH awrepaTypi» 1968 No.l, pp.106-107.
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of reality only with difficulty, we are faced with the grotesque. If,
despite the combination of elements remote from one another, reaslity
can still be perceived and the laws of reality are displaced but not
broken to the point where they are completely unrecognizable, it would
be better to talk about the 'grotesque eolouration' of the worke.
Sometimes, despite the distortion of its proportions, the world depicted
by the writer is too close to existing reality or is not ridiculous
enough to be called a grotesque world. In this study we will use both
terms: "fantastic grotesque” and "grotesque colouration”.

As we have mentioned already, the grotesque is a form of the comie.
This does not mean that the grotesque in Soviet literature is devoid of
a tragic element, In the grotesque work the tragic is often hidden: on the
surface lies the express comic element, and the reader is confronted first of
all with something outwardly incredible and he can only laugh at it; "But
he can go further, perceiving the essence of the grotesque and then the whole
depth and full meaning of its comedy will be revealed to hi-"l, as Mann
suggests, In relation to the grotesque one has some justification in
supposing that the comic demands a developed aesthetic taste. As Mann
comments: The lightness of the comedy does not exclude its seriousness,
Comedy in the grotesque is released in the grotesque with the comprehemnsion
of the reasonable in the unreasonable, of the natural in the -trlngc"a.
The deeper the reader penetrates the conteant of the grotesque work, the clearer !
it becomes to him that the comic element in the grotesque is oftemn
intertwined with a powerful dramatic or tragic element, As a rule comic

and tragic elements exist together in the grotesque, alternating, with

one or other prevailing.

‘.D.IIII, ops Cite, Pei31
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We are primarily interested in the fantastic grotesque, We shall
deal with those works in which the grotesque applies to almost all the
elements of its structure and is a part of its composition, used in
constructing its characters and even penetrating into its language.

In our study we have chosen to analyze the works of Mayakovsky,

Bulgakov and Schwartz, The choice of these three writers may be
Justified by the following considerations: 1) Mayakovsky, from the very
beginning of his literary career, was hostile towards a simple reflection
of reality; he was always inclined towards exaggerated imagery and towards
the fantastie, We will take Mayakovsky because Soviet literature actually
starts with him. (For this reason we do not touch on the work of Zamiatin
who stands on the borderline between Russian classical literature and
Soviet literature). Mayakovsky is also interesting because of his
combination of the fantastic grotesque with satire, 2) We shall take
Bulgakov because he is one of the main representatives of the fantastic
grotesque, the great master of the mixing of real and fantastic elements,
and also because even at the end of the 30's when the majority of
writers had abandoned this method Bulgakov continued to be loyal to it.
His novel "Master i Margarita" bears witness to this. Bulgakov is also
interesting because in his works the grotesque never played a purely
satiricel role as in Mayakovsky. 3) We shall take Schwartz in whose
works the fantastic grotesque took a particular form = the fairytale.

It may seem strange that we should be analyzing the dramatic works
of Mayakovsky and Schwartz together with the prose of Bulgakov, but
Bulgakov 1s not only & prose writer. He is also a dramatist and in his
technique very often follows that of the dramatist. Despite the

prose his

great differences between these writers, there is a certain similarity



as far as their grotesque devices are concerned. All three writers

use the grotesque in composition, in the construction of their

characters, and some of the devices of their grotesque language are similar.
We shall be concerned not only with the devices of the fantastic grotesque
used by these different writers, but also with the connection between

the grotesque and their outlook on the world.



II Mayakovsky

le The structural features of Mayakovsky's

grotesque.

A. The presentation of everyday reality

(the plane of the real).

Bs The presentation of the fantastic
(the plane of the fantastic) and the

emergence of the grotesque.
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A. The presentation of everyday reality (the plane of the real).

It should be clear from the introduction that by the structure of
the fantastic grotesque, we usually mean a certain combination of the
two planes of the fantastic and the real. The grotesque of Mayakovsky,
Bulgakov and Schwartz is constructed in this way. Before comsidering the
resulting grotesque structure itself we will try to differentiate and
examine both these planes in the grotesque of the above-mentioned authors.
What are these two planes? What makes their combination possible? As
we kuow, their parallel existence does not by itself produce the grotesque.
It is necessary that these two plames interact. First of all let us
examine the presentation of everyday reality. 1Is there anything in its
depiction that can justify the appearance of a heterogeneous fantastic
element? Is it completely alienated, unrecognizable or are there any
indications of period and historical verisimilitude? We will begimn with
the structure of Mayakovsky's grotesque in his plays "Klop" and "Banya".

The first act of the play "Klop" shows the 1920's, the NEP period.
Everyday life is caricatured, its proportions are distorted, its
episodes are sharply exaggerated. The events of the first act of the
play are reduced to a few episodes (the shopping sceme at the doors

of the department store, the scene in the hos