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THESIS ABSTRACT
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Title: Narrative Reliability in Selected Works by Bulgakov, Nabokov, andzTert

This work examines the use of ambiguous or obfuscatingtivaridevices in 3
works by 28 century Russian authors:Dead Man’s Memoijtby Mikhail Bulgakov,The
Eyeby Vladimir Nabokov, an&ou and | by Abram Tertz. Bulgakov relies on diabolical
imagery as well as characters that are by and largatags of how any decent person
would behave. Nabokov employs several modernist tropksling skillful use of
estrangement, as well as a bland tone towards occurréatesdinary people would find
miraculous. Tertz plays on the notion of a double iteby psychically linking two polar
extremes until they are nearly unable to tell themselpast from one another, causing one
to crack and kill himself, thus restoring his obseteest more enlightened state. Each
work uses the idea of narrative ambiguity and unreltgtidi demonstrate the

incommunicability of one’s artistic vision in its putgglatonic form.
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CHAPTER |
INTRODUCTION: WHO CAN WE READERS TRUST?

The early to mid 20 century was not a good time to be an artist in the Soviet
Union. This tumultuous period played host to some of the most repressive artistic
censorship the country had seen. This was an environment wherein “a shift in the
ideological climate or even Stalin’s caprice could be enough to reversditied of
evaluation of the work overnight.”As a result, many writers either wrote from exile
(such as Nabokov and Shklovsky), or at the very least would attempt to get their
manuscripts out of the country to be published in a less restrictive environment (such as
Bulgakov, Tertz, or Zamyatin). Many of these so-called incendiary works, hovaeger,
not incendiary at all. Edward Brown provides a summary of Andrey SinyavslkyfAbr
Tertz’s defense at his own show trial which | believe is applicable to a largenpair
the émigré and underground literature of the time:

“Sinyavsky insisted at his trial that he was not moved by
anti-Soviet sentiment or by any desire to damage the Soviet
image abroad, but simply by the imperative need of a
Russian writer to find readers somewhere for his most
characteristic work when that work cannot be published in

the Soviet Union?

! Vickery, Walter N.The Cult of Optimism; Political and Ideological flems of Recent Soviet Literature
Bloomington: Indiana UP, 1963. P.21 Print.

2 Brown, Edward JRussian Literature since the Revoluti@ambridge, MA: Harvard UP, 1982. P.312
Print.



In this paper, | plan to examine three works by underground, exiled, or heavilyszensor
authors of the Soviet period: Mikhail Bulgakoead Man’s MemoirVladimir
Nabokov’'sThe Eyeand the short stofyou and lby Abram Tertz. Each of these pieces
utilize complicated or simply heavily abstract narrative devices that kezthehe
characters within them and the readers themselves unsure as to whateytant table

to take the events conveyed to them at face value, be they imparted either by other
characters or some kind of omniscient narrator figure. In the surreal worlds®thinee
works, inhabited by actors and fakes, ghosts, or spies, the reader must peraskually
themselves if everything they see is to be believed, and if not, how to find a viaghie wa

the truth.



CHAPTER Il
MIKHAIL BULGAKOV'S PERFORMATIVE REALITY IN A DEAD MAN'S
MEMOIR
Mikhail Bulgakov’'s Teampanvusiii poman (published in English first under the
title Black Snowthen subsequently under the alternate workingAitlxead Man’s
Memoir, the latter of which | will use to refer to the novel from here on out) is an
unfinished work about a writer named Maksudov’s struggles in the worlds of publishing,
then theatre, as he tries to make sense of the schism that seems to be betae who
create and those who perform. As he delves deeper and deeper into this realm, it begins
to absorb him and slowly turn against him, to the point that distinguishing the difference
between theatre and real life becomes a surprisingly daunting task.
While A Dead Man’s Memoirs certainly a semi-autobiographical account (with
Maksudov as a stand-in for Bulgakov, utilizing his nickname “M3kahis in no way
makes the narrative itself any semblance of realist. William Riggaoteketwo
important elements pertaining to the unreliability of the use of first persoatina:
[first] the narrator's memory, selective processes, and
attitudes in the telling of his story; [second] the auditor’s
assimilation, comprehension, and retention of what he

hears'

% Smeljanskij, Anatolij Mironow., and Arch Taitls Comrade Bulgakov Dead?: Mikhail Bulgakov and the
Moscow Art TheatreLondon: Methuen, 1993. P.333. Print.

* Riggan, William.Picaros, Madmen, Naifs, and Clowns: The Unrelidtitst-person NarratorNorman:
University of Oklahoma, 1981. pp. 20-21. Print.



He goes on to note that this leads to an inherent fallibility on both sides: the naarator ¢
only convey the plot to the reader through a lens of his own personal experiences and
biases, and the reader is unable to remove himself from the same in interpretirgy wha
already a potentially heavily skewed text. Readers can never be sure \ineheznts

are being relayed to them as they were, or in such a manner as to casttoe inaa

more favorable light than he may deserve (a prominent example of past use of this
technique would be Dostoevsky’s highly unsympathetic Underground Man and his
persecution-mania). While Maksudov is certainly a more sympathetic protag®ais
struggling artist who simply wants to share his creations with the world, it chenot
claimed that he is immune to these same brands of bias and distortion. Smeliansky notes
Bulgakov’s use of estrangement{panenuc) in Maksudov’'s descriptions of the
Independent Theatre, saying that he “enters the theatre with the open laecintldf

seeing everything for the first time and describing it with primadadt This is not to

say that he uses an overly simplistic vocabulary, but it is not the technatarthe
vocabulary which Maksudov finds so impenetrable on his first visit to the theatre. As
members of the company discuss the technicalities of producing his play, Maksudov
declares Mexny ciaymaTensiMu IpOU30ILeIT pa3roBOp, U, XOTsI OHU TOBOPHUIIH T10-

PYCCKH, s HIYEro He TIOHsUI, HACTOIBKO OH 6bLI 3aragouet.”® (“There was a conversation

between my listeners, and even though they were speaking Russian, | did not understand

® Smeljanskij, Anatolij Mironow., and Arch Taitls Comrade Bulgakov Dead?: Mikhail Bulgakov and the
Moscow Art TheatreLondon: Methuen, 1993. P.337. Print.

® Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski PokojnikdMoscow: HudozJestvennaall Literatura,
1966.bubruomexa Maxcuma Mowrxosa. Web. 20 Apr. 2012. <http://lib.ru/BULGAKOW/teatrxt>.
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a thing, it was so puzzliflf Conversations such as the one referenced by Maksudov in
the above quote are quite frequent throughout the novel, often bringing up hames and
terms with which neither Maksudov nor the reader would have any familiarityhidl w
speaking in ellipsis-laden, fragmented interruptions. On the one hand, Maksudov’s
estranged method of describing the theatre brings the reader in to his mind praviding
clearer picture of how he absorbs his surroundings. At the same time, however, the
reader is left just as in the dark as Maksudov is, because the bias inherent in his own
descriptions is something that is fundamentally impossible to overcome, given the
personal epistolary form of the novel.

Maksudov’s reliability is further compromised by the inclusion of several
hallucinatory dream sequences, reminiscent of Raskolnikov’s fever dre@nmmand
Punishmenor Bely’s ever shifting realities ¢tetersburg In a chapter entitled “The
Catastrophe” (Karactpoga”), Maksudov, having been at a writer’s dinner after receiving
word of plans to publish his novel, lies ill on the couch, imagining himself as an outside
observer to the stories he had heard at the dinner or picturing figures both known and
mysterious. He notes after closing his eyes that he sawta % ouxax” (face in
spectacleswhich leans forward and ominously sayBo3esmu” (Takehim). Maksudov
is afraid, repeating that he would not be a part of the “new world” to which he bore
witness the previous night (this is to say, the world of the elite names atuieY.

While his hallucinations seem to be somewhat standard fare for fever-induced

" Bulgakov, Mikhail.A Dead Man's Memoir: A Theatrical Nov@lrans. Andrew Bromfield. London:
Penguin, 2007. P.447. Print.

8 Smeljanskij, Anatolij Mironow., and Arch Taitls Comrade Bulgakov Dead?: Mikhail Bulgakov and the
Moscow Art TheatreLondon: Methuen, 1993. P. 334 Print.
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nightmares, it is his emergence from this state that strikes a chord of ddubteader.
Upon his release from the grip of his sudden illness, he goes to meet with Rudolfi (the
character who agreed to publish his novel) only to find the facets of the buildings outside
to be different and Rudolfi to have unexpectedly departed for America with no word
about his novel’'s publication or distribution. While this would ordinarily be evocative of
a more Kafkaesque bureaucratic surrealism, one cannot help but notice that upon
rejecting a figurative new world, Maksudov’s actual world suddenly takes on new
characteristics. There is no explanation offered, and the attendant who informs
Maksudov of Rudolfi’'s departure simply carries on with business as usual. Yet this
juxtaposition of hallucinatory elements and a symbolic new world with Maksudov’'s own
perceptions is what calls into doubt either his ability to properly convey the stang, or t
objectivity of the reality which he inhabits. It is the uncertainty on the paneateader

and Maksudov (who freely admits that he is unsure of which changes were actually
changes or simply mis-recollections) that leaves one unsure as to whawordisan

be relied upon as constant or secure.

Maksudov’s fugues consist not only of moments of uncanny fear and uncertainty
but also moments of sublime transcendence. As he takes it upon himself to write in the
wake of his novel’s tepid, unnoticed release, he is struck with inspiration in conjunction
with the arrival of a blizzard. Yet his creative act does not begin with thel acit of

writing, but rather with the sudden appearance of characters “born in dreams”:

Pogunuce 3TH nOAM B CHAaX, BBIIUIA W3 CHOB U

MPOYHEUIIUM 00pa3oM 0OOCHOBAIUCH B MOEH Kelbe. SICHO



OBLTO, UTO C HUMU TaK He pa3oiTuch. Ho uTo ke menarts ¢

These people were born in dreams, they emerged from the

dreams and settled in the most solid manner possible in my

cell. It was clear that | could not just part with them. But

what was | to do with theri®?
As he continues to wonder what to do with these entities from his novel who have been
imbued with life through his dreams, he begins to see pictures forming asduestrin
his attempts to write. In describing this picture he declaresghgirtka sta He
Iockas, a Tpexmepras. Kaxk 0b1 kopo6ouka” (This picture was not flat, but three
dimensional, like a little bdx); in short, a stage (utilizing the above referenced primitive
vocabulary cited by Smeliansky). Maksudov’s visions become more and more @aborat
as characters autonomously take on personalities, music is added, and thefquiang pe
and writes itself before his very eyes. It is important to note that Maksudov makes
mention of his writing until he has very intricately and poetically laid out tbeesthat
he sees in his “little box”. He snaps from his reveries after three daysnindpthe
reader that¥ kKoHIy 5T HOYH 51 IOHSLI, YTO counHsiio mbecy” 2 (At the end of that night,

| understood that | was composing a plapnce again, Bulgakov is able to cause

gBngakov, Mikhail A.Teatral'nij Roman: Zapiski PokojnikMoscow: HudozTestvennaal Literatura,
1966.bubruomexa Maxcuma Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/BULGAKOW/teatrxt>.

19 Bulgakov, Mikhail.A Dead Man's Memoir: A Theatrical Nova@lrans. Andrew Bromfield. London:
Penguin, 2007. P.40. Print.

1 BID, p. 40

12 Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski PokojnikMoscow: Hudoz Jestvennaal Literatura,
1966.bubruomexa Maxcuma Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/BULGAKOW/teatrxt>.

7



cognitive dissonance in the reader by having Maksudov declare with certitutigetha
play he is writing in essence, creates itself before his very eybshwi doing nothing
more than writing down what he sees. At the same time, the reader is lefstiorque
Maksudov’s ability and perception when he admits to working on a project for three
nights without even fully understanding what he was hoping to achieve. Bulgakov
simultaneously paints Maksudov as a god-like creator and a more contemporany versi
of an "Mran lypax” figure, stumbling in to an achievement wherein the significance
thereof is impossible for him to fully grasp.
Maksudov’s inability to realize what he is producing creates another repeated

narrative trope in that settings described are chiefly defined in his eyls fyyrniture
and other “set-pieces” present, as well as the source and level of alldightishort,
Maksudov’s retelling of events at the theater reads very much like a plapts sc
converted to prose. On his first encounter with the theatre’s assets manager, Ga
Stepanovich, Maksudov describes the office in which they meet:

B rnasa mMHe OpOCHIUCH pa3HbIe OTHH. 3EJIEHBIN C

MMCBMEHHOTO CTOJIA, TO €CTh, BEpHEE, HE CTOJa, a OI0po, TO

€CTh HE OI0PO, a KAKOTO-TO OYEHB CIIOKHOTO COOPYKEHUS

C ACCATKaMH SIIUKOB, C BCPTHUKAJIBbHBIMH OTACICHUAMU

JUIS TIMCEM, C IPYIOK0 JIAMIIOK0 HA THYIIEHC

. 13
cepedpucToil HoTe

13 Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski PokojnikMoscow: Hudoz Jestvennaal Literatura,
1966.b5ubruomexa Maxcuma Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/BULGAKOW/teatrxt>.
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My eyes were dazzled by different lights. Green from the

writing desk, that is, not a desk., but a bureau, that is, not a

bureau, but some kind of very complicated construction

with dozens of drawers, a compartment for letters, with

another lamp on a flexible silvery I&§.
While this particular description is somewhat disjointed, it is also shotdy @t entry
to the theater, prior to signing his contract allowing them to stage his play. Hefum
with the descriptions at first, but he always seems to hit on three major points: any
writing surfaces or file cabinets, any sources of light and their intensdytha general
coloration of the room (which, more often than not, is some kind of green). Itis only
after establishing the scene’s setting that he begins to relate amsgites in his given
locale.

Upon entering the world of the theater, Maksudov comes more and more in

contact with a sort of performative reality that seems to permeate thertheghting
and accoutrements always seem to mirror Maksudov’'s mental state in amyngigéng.
In the above excerpt, the lighting is bright to the point of dazzling, but he cannot help but
notice an “ackuii kpacusii orous” (diabolical red ligh) from beneath the desk as Gavril
Stepanovich tries to rush him through signing a contract peppered with r@ssriatid
limitations, which essentially remove all direct control over the final profdoict
Maksudov. The lights are bright and dazzling just as Gavril Stepanovich attempts t

dazzle Maksudov into signing away his play and the majority of his creative control.

14 Bulgakov, Mikhail.A Dead Man's Memoir: A Theatrical Nova@lrans. Andrew Bromfield. London:
Penguin, 2007. P.54. Print.



When Maksudov brings up a qualm regarding the agreed upon price, Gavril Stepanovich
simply sidesteps the issue, remarkif, nerbru, neapru! CKoabKO 371a M3-32 HUX B
Mmupe! Bce MBI TOJIBKO U AyMaeM O J€HbIax, a BOT O AYLIE TOAYMaJ JI1 kro?" (Ah,
money, money. How much evil there is in the world because of it. We all only think about
money, but how many of us have ever given a thought to out3odifis immediately
flusters Maksudov, and after a somewhat laborious back and forth of high-minded artisti
rhetoric, he is ultimately convinced to sign the contract. Between the dalbiglit and
discussion of the soul in conflation with currency, this sequence is rife withdfausti
oeuvres, and from the signing of the nebulous and restrictive contract, the majority of
whose text contains repetitions of the phraserép ne umeer npagra...” (the author does
not have the right.), Maksudov’s sense of glamour and bedazzlement disappears. From
that moment onward, scenes are sparsely lit, often with only a single ligbé sahich
never fully illuminates all parties present. Whether he is being blinded by thegshi
lights of the false promises of show business, or being kept literally in théendar
communications with important theatre authorities, Maksudov’s tales of thectheat
inextricable from its most basic elements of concealment and illumination.

The set dressing and deliberate lighting are not the only aspects of MalksudoVv’
experience that mirror being involved in a play in real time. Once he moves on to the
actual meat of his established scenes, the mannerisms of the charadessribe all

feel performed and atrtificial, as if they are acting in a play for whichdsenever given

15 Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski PokojnikMoscow: Hudoz Jestvennaal Literatura,
1966.hubruomexa Maxcuma Mowxkosa. Web. 20 Apr. 2012. <http:/lib.ru/BULGAKOW/teatrat>.

16 Bulgakov, Mikhail.A Dead Man's Memoir: A Theatrical Nova@lrans. Andrew Bromfield. London:
Penguin, 2007. P.57. Print.
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the script. When he is arguing over his compensation in the contract with Gavril
Stepanovich, his tone deliberately alternates depending on who he is addressing and to
what the subject matter pertains. However, his tone with Maksudov is always
“untumuo” (intimate when discussing his contract, while he is more agitated when
discussing theater business with the interlopers continually passing thioigyhot
simply the duplicitous nature of Gavril Stepanovich, but the fact that each time he
addresses Maksudov, his tone is “intimate” and nothing else, almost as if he were
following precisely scripted stage directions. An even more literal instdrtbes occurs
when the haughty prima donna of the Independent Theatre barges in on a meeting
between Maksudov and the theatre director, Ivan Vasilievich (modeled heamily aft
Konstantin Stanislavsky), the two perform an impromptu scene from a past unnamed
play. Maksudov, however, mistakes this for an actual fight between a washedeip starl
and her disenchanted mentor. Given Ivan Vasilievich’s proclivity towards projecting
himself into the past (his office has portraits of him alongside Napoleon, Gogol, Nero,
and others), his reliving of past moments in shows demonstrates Bulgakov’s disgust for
Stanislavsky’s outdated and literal methodoldgy.

As Maksudov is drawn further and further into the theatre’s world, even he begins
to succumb to the performative way of life exhibited by those around him. Ineigdia
prior to the above-mentioned meeting with Ivan Vasilievich, wherein Maksudov reads his

script to him to get the director’s seal of approval, he receives explicitgtishs from

" Smeljanskij, Anatolij Mironow., and Arch Taitls Comrade Bulgakov Dead?: Mikhail Bulgakov and
the Moscow Art Theatré.ondon: Methuen, 1993. P. 328 Print.

18 Curtis, J. A. EManuscripts Don't Burn: Mikhail Bulgakov, a Life liretters and DiariesWoodstock,
NY: Overlook, 1992. P. 74 Print.
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the actor Peter Bombardov on how to comport himself before the great master. The
sequence is related to him in minute detail, as Bombardov warns him to lie about his
paternal origins, agree with Ivan Vasilievich’s opinions regarding homeopathy ek
he has a cold (it is unclear whether he actually does, but this is largkdyant), and
most of all, to not read a plot-crucial gunshot in the third act. Bombardov gives him
further instructions to simply respond to all inquiries regarding his presetite wi
“Hasnaueno” (appointment Maksudov marvels at the word’s “magical power” as he
makes his way to Ivan Vasilievich, but upon meeting the man face to face, he quickly
loses his composure and deviates from the dialogue fed to him by Bombardov, most
notably failing to omit the shot in the third act. Upon his “actor” going off of the
approved “script”, Ivan Vasilievich begins to demand all kinds of compromising change
including aging the main characters by several decades, and repladnsgeaites of
guns with period-asynchronous daggers. This scene mirrors the actual falling out
between Stanislavsky and Bulgakov, after the former declared the lptigssto be
impossible to product. After this botched “rehearsal”, Maksudov develops intense
anxiety towards any encounters with lvan Vasilievich. As he sees his glaypéenore
and more removed from its original form, he begins to deteriorate and falls expar de
into the mode of an actor playing a role rather than a genuine creator:

Torna st ctan npou3BOIUTH PENETUIINH IO HouaM. S Opan

MaJICHBKOC 3€pKaJio, CaquJiCAa NCpC] HUM, OTPAKAJICIA B HEM

1 HauuHai ropoputh. “MBan BacunbeBuu! Buaurte nu, B

9 Curtis, J. A. EManuscripts Don't Burn: Mikhail Bulgakov, a Life liretters and DiariesWoodstock,
NY: Overlook, 1992. pp. 152-153. Print.
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YeM OCJI0. KHHXKaJ, II0 MOCMY MHCHUIO, IPUMCHCH 6HTI>

He moxer..."?°

Then | began rehearsing at night. | took a little mirror, sat

in front of it so that | was reflected in it and began saying:

“Ilvan Vasilievich! You see what the problem is: In my

opinion it is not possible to use a dagger:.”
Unlike his snap rehearsal from his initial meeting, Maksudov prepares more and more
diligently, completely unaware of his physical deterioration until one oehisarsals in
front of his little mirror. He is so caught up in playing his part that he completel
eschews care of his actual self.

The surreal performance reaches a head when Maksudov attends a dresd rehears

wherein Ivan Vasilievich drills the cast in method acting exercisé¢expand to the
point that even non-actors are dragged into them. Maksudov is despondent when he
learns that Ivan Vasilievich is conducting these exercises so thatong \@ould be able
to perform independently of the text (very much indicative of Stanislavsky’s ppiigks

TEKCT Ha PENEeTULMAX HE UTPACT HUKAKOU POJIU U ...

HY)KHO CO3[aBaTh XapaKTephl B IIbECE, UIPas Ha CBOEM

22
COOCTBEHHOM TEKCTE.

2 Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski Pokojnik&loscow: Hudoz Jestvennaal] Literatura,
1966.hubruomexa Maxcuma Mowxkosa. Web. 20 Apr. 2012. <http:/lib.ru/BULGAKOW/teatrat>.

2L Bulgakov, Mikhail.A Dead Man's Memoir: A Theatrical Nov@lrans. Andrew Bromfield. London:
Penguin, 2007. P. 157. Print.

22 Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski PokojnikMoscow: Hudoz Jestvennaal’ Literatura,
1966.bubruomexa Maxcuma Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/BULGAKOW/teatrxt>.
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The text [of a play] does not play any kind of role in

rehearsals, and... the characters in a play should be

created by playing to one’s own téxt.
Maksudov finally begins to put the pieces together and reasons that, given the Moscow
Theatre schedule, his play will never be produced, and even if it were, it would be
unrecognizable as compared to what he submitted. Unfortunately, Bulgakov died prior to
the completion oA Dead Man’s Memojrand the narrative ends with Maksudov’s cold
acceptance that “every actor should induce an absolute illusion in the viewer. And act
that the viewer would forget that he was watching a stage. .It'is uncertain how long
he intended the narrative to extend from that poignant observation. While he mentions
his “Tearpanbubiit Poman” in passing in his journals, along with his wife and sister in
theirs, he does not make explicit mention of any intentions he may have had for the
overall narrative afé. The text we are left with, however, provides enough evidence that
it may be reasonable to extrapolate where Maksudov’s trajectory hadlyaiakan him
before his play even came to fruition.

The reality put forth by Maksudov, while surreal and semi-fantastic, does not

quite cut to the quick of the legitimate ambiguity of the overall narrative steucthis
performative reality meets the criteria for what Todorov refers tgasetralized

fantastic”, most succinctly summed up as when aspects “in the first warlaréthe

% Bulgakov, Mikhail. A Dead Man's Memoir: A Theatrical Nov@lrans. Andrew Bromfield. London:
Penguin, 2007. P.164. Print.

241BID, 167

% Curtis, J. A. EManuscripts Don't Burn: Mikhail Bulgakov, a Life lretters and DiarieswWoodstock,
NY: Overlook, 1992. pp. 246, 247, 50, 65. Print.
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exception... become the rulé®” Performance does not coincide with the art itself, but
rather is a masturbatory ode to itself. People are not genuine entitiesydys al
performing so as to mask their true intentions. The theatre itself is ofteaygoras a
poorly lit catacomb or prison of sorts, with heavy iron gates and dark corridors ever
present. The foreword of the novel, however, questions whether or not any of this was
ever experienced by Maksudov in the first place.
The novel’s foreword takes the form of a letter penned by Maksudov’s attorney,

wherein he makes the following declaration:

S, Xopomio 3HarOIMK TeaTpadbHYI KH3Hb MOCKBBI,

NpUHUMA0 Ha ce0s pydaTeNbCTBO B TOM, YTO HHM TaKUX

TCaTpPOB, HU TAKHUX HIOI[eﬁ, KaKHE€ BBIBCICHBI B

MPOU3BCACHUU HOKOﬁHOFO, HUTAC HET U HE 6E>IJIO.27

As someone well acquainted with the theatrical life of

Moscow, | am prepared to guarantee that nowhere do such

theatres and such people as are depicted in the deceased’s

works exist, nor have they ever existed
At first glance, this could appear to be Bulgakov’s attempt to shield himself from
potential fallout, given how many real people actually are represented in theémave

very unabashed way. However, these kinds of outright “official” denials ofl axtenats

% Todorov, TzvetariThe Fantastic; a Structural Approach to a LiteraBgnre Cleveland: Press of Case
Western Reserve University, 1973. P. 174. Print.

27 Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski PokojnikMoscow: Hudoz Jestvennaal Literatura,
1966.hubruomexa Maxcuma Mowxkosa. Web. 20 Apr. 2012. <http:/lib.ru/BULGAKOW/teatrat>.

2 Bulgakov, Mikhail.A Dead Man's Memoir: A Theatrical Nov@lrans. Andrew Bromfield. London:
Penguin, 2007. P. 2. Print.
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were common practice in the Soviet body at the4ip®® it could also be construed as
Bulgakov taking a swipe at the establishment’s crude means of informatioessippr

This explanation appears somewhat overly simplistic for my tastes, as a simpl
denunciation of the government procedures themselves does not keep particulany well
the rest of the novel’'s thematic context, which is much more focused on the arts
administration in particular.

Chapter 4 of the novel, entitletfoe Camoyouiicteo” (My Suicide)lends a much
darker interpretation to the concluding three quarters. The action takes place afte
Maksudov has had his novel rejected by the censors twice. Unable to bear his mundane
life, he steals a revolver from an acquaintance, goes home, and readiebthisrselit
all. As he is preparing to take his life, he hears strains of the opEsastficoming from
a room below him. Upon realizing that this is the moment right before Mephistopheles
makes his appearance, he resolves to listen to that part (as it is his favorigs) tinee
before he goes. As the music reaches a dramatic crescendo, Maksudov’s account
transpires thus:

TeHOp KpUKHYII OTYAHHO, 3aTE€M I'POXHYII OPKECTD.
Jlposkamuii masuer jer Ha co0auky, U B 3TO MTHOBEHHUE

rpoOXOT OrTyHInJI MCH:, CCPALIC KyAa-TO IPOBAJINIIOCH, MHC

MMOKa3aJIOCh, UYTO IUIaMs BBUICTCIIO U3 KCPOCUHKHA

B IIOTOJIOK, 1 YPOHUJI PEBOJIBBED.

2 vatulescu, CristinaPolice Aesthetics: Literature, Film, and the Se@setice in Soviet timesStanford,
CA: Stanford UP, 2010. P. 56 Print.
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Tyt rpoxoT noBropuics. CHU3Y JOHECCS TSKEIbIN
GacoBsIii ronoc: “Bor u 51”0
The tenor cried out despairingly and the orchestra
thundered.
My trembling finger was lowered on the trigger and
at that instant a fearsome rumbling deafened me, my heart
was thrown into a bottomless pit, and it seemed to me that
the flame from the kerosene stove shot up to the ceiling and
| dropped the revolver.
Immediately, the rumbling was repeated. From
below | heard a terrible bass voice: “Here | amit’
Bulgakov’s fascination wittFaustis very well documentéd so the fact that it figures so
prominently into this sequence can hardly be called a coincidence. As his heart is
“thrown into a pit” and flames shoot upward, he hears a terrible bassfrancdelow at
the same time that Mephistopheles is to make his entrance in the recordingnidevisic

listening. When he sees his interloper (who we later learn is Rudolfi, the publishe

describes his dark, angular features and concludes by summarkapgué rosops,

%0 Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski Pokojnik&loscow: Hudoz Jestvennaal] Literatura,
1966.b5ubruomexa Maxcuma Mowrxosa. Web. 20 Apr. 2012. <http://lib.ru/BULGAKOW/teatrxt>.

31 Bulgakov, Mikhail.A Dead Man's Memoir: A Theatrical Nov@lrans. Andrew Bromfield. London:
Penguin, 2007. pp. 14-15. Print.

32 Smeljanskij, Anatolij Mironow., and Arch Taitls Comrade Bulgakov Dead?: Mikhail Bulgakov and
the Moscow Art Theatré.ondon: Methuen, 1993. P.348. Print.
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"33 (in short, before me stood Mephistophgfés

nepeno MHOKO cTostt Meducrodens
After replacing a light bulb that conspicuously extinguished as Maksudov dropped the
revolver, he reads Maksudov’s novel and tells him to go with him to GlavLit to sign a
publishing contract (which, much like his theatre contract, he is bullied into signing)
While this may appear to simply fit more into the motif of performativetyeah which |
have elaborated thus far, there is a complicating factor. Bulgakov’s lawtes in the
foreword that he killed himself by jumping off of the Tsepnoi Bridge, not by gunshot, yet
so much of Maksudov’s theatrical grief is tied up in lvan Vasilievich’s steladiésse to
remove the gunshot (which transpimsa bridge) from his play as an element that he
finds too unpleasant. Returning to the middle paragraph of the above quote, it is
impossible to say that everything Maksudov describes is in fact him shootindfiimmse
the head, but artfully omitting the shot itself: there is a percussive crashytieer is
dropped to the floor, and a character first identified by Maksudov himself as an
incarnation of the devil appears and asks him to sign a contract (without which, he never
would have made it to the world of the stage in the first place). In short, Maksudov kills
himself and surrenders his soul for the chance to bring his visions to the worlgkat lar
and the theatre itself is his personalized branch of hell.

There are several factors that can support such a theory. Maksudov delineates

three worlds which he inhabited/inhabits throughout the course of the novel: his banal life

at theShipping Heraldhis brief foray into the world of writers, and the world of the

33 Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski PokojnikMoscow: Hudoz Jestvennaal Literatura,
1966.hubruomexa Maxcuma Mowxkosa. Web. 20 Apr. 2012. <http:/lib.ru/BULGAKOW/teatrat>.

34 Bulgakov, Mikhail.A Dead Man's Memoir: A Theatrical Nov@lrans. Andrew Bromfield. London:
Penguin, 2007. P. 15 Print.
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stage®® The first two worlds, both encountered before the chapter, “My Suicide”, he
makes a conscious decision to leave, does so, and never comes back, even being denied
by theShipping Heraldvhen he tries to return after his play is put on hold. Even after he
leaves the world of writing, he only does so by signing a more comprehensively
restrictive contract than the last. The world of the theatre appears to betdmeitha
completely unable to escape. Twice he attempts to storm out and leave it all behind, and
each time a “miracle” occursi{pousomnuio uyno”) that drags him back in to the theatre
world, filling him with the sad hope that maythes time his vision may come to fruition.

The theatre itself provides further evidence that this may be the casatidmed
earlier that the theatre has the feel of a gloomy and labyrinthirmphat Bulgakov has
been known to conflate prison imagery with the diabolical (most notably with regard t
the sanitarium itMaster and Margaritd’), so this can hardly be said to be a stretch.
During a reprieve from having his script typed, Maksudov describes a sceniérom
theatre’s main office involving Filya Tulumbasov. In it, he notes that Fdiaas a
gatekeeper to the theatre, handling ticket disbursement and accommodations for the
theatre’s patrons. On Filya’s duties, Maksudov remarks,

“ A rnaBHOe, OH 3HaN UX npaBa. OH 3HAJ, KTO U KOrja

JOJDKEH IpuiiTH B TeaTp, KTO uMes paBo CUIETh B

% Smeljanskij, Anatolij Mironow., and Arch Taitls Comrade Bulgakov Dead?: Mikhail Bulgakov and
the Moscow Art Theatré.ondon: Methuen, 1993. P.334. Print.

38 vatulescu, CristinaPolice Aesthetics: Literature, Film, and the Se@setice in Soviet timesStanford,
CA: Stanford UP, 2010. P. 55. Print.
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YeTBEPTOM PSAY, a KTO JOJDKEH ObUI TOMHUTHCS B

apyce...” 37

Most importantly, he knew their rights. He knew who

should come to the theatre and when, who had the right to

sit in the fourth row, and who had to suffer in the upper

circles®
He goes on to list the dozens of occupations with which Filya deals every day, and
remarks with surprise that certain poor customers seemed to receilaricerits, while
other well-to-do patrons were sharply turned away. Smeliansky dravatliee apt
comparison that “Filya sorts them all instantly, allocating each his plabe gallery...
that would do credit to St. Peter himseft."In this way, Bulgakov further obfuscates the
line between the diabolical and divine: Maksudov’s personal hell is his involvement in
the theatre, but to the masses, it is a place of rapturous joy (on the other side of the
curtain), bringing to mind the phrase, “one man’s heaven is another man’s hell”. Much
like Hell and Heaven, there is no surface prerequisite for entry, but ratherdhgabke
knowledge of the (seemingly in Filya’s case) omnipotent gatekeepers.

It is genuinely unfortunate that Bulgakov never got to see this novel through to

completion, as it leaves much of what is discussed above rooted in the hypothetical. This

in no way changes the fact that he has crafted a reality in which neither tlgopistta

3" Bulgakov, Mikhail A.Teatral'nij Roman: Zapiski Pokojnik&loscow: Hudoz estvennaal] Literatura,
1966.bubruomexa Maxcuma Mowrxosa. Web. 20 Apr. 2012. <http://lib.ru/BULGAKOW/teatrxt>.

3 Bulgakov, Mikhail. A Dead Man's Memoir: A Theatrical Nov@lrans. Andrew Bromfield. London:
Penguin, 2007. P.87. Print.

39 Smeljanskij, Anatolij Mironow., and Arch Taitls Comrade Bulgakov Dead?: Mikhail Bulgakov and
the Moscow Art Theatrd.ondon: Methuen, 1993. P. 339 Print.
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nor the reader, are ever fully able to grasp the complete scope of whatrisnggaor
does it ultimately make a difference whether the theatre is a lteltabr more
psychological. By describing the theatre with dark, smoky, and unnerving tesgynol
Bulgakov shows the undeniable degradation of the state of artistic production in the
Stalinist days, be it the work of the Devil himself, or merely a diabolical an@:sgipe

regime.
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CHAPTER IlI

NABOKOV’S QUEST FOR OBJECTIVITY IN A SUBJECTIVE WORLD

Vladimir Nabokov escaped from Russia during the 1917 revolution along with his
family and spent his writing career (prior to coming to America) iregkitoughout
Western Europe. It is no surprise, then, that a prominent theme in his works is the
circuitously frustrating nature of understanding and being understood, both witth t@ga
the self and to others. His nov€hersoamaii, ponders the significance of the influence
one’s actions have on their surroundings and acquaintances and the effect their
perceptions of these actions in turn have on one’s own charatterEyeexplores this
nebulous with the presentation of a character (Smurov) who is defined almostvekglusi
by the perceptions of those around him, all while under the scrutiny of an ominous, ever-
gazing eye that is attempting to discover Smurov’s “true” self. At the e olovel, in
a masterful display of literary estrangement, it is revealed thatdhiating Eye and
Smurov are one and the same. While Nabokov states in his foreword that “the author
disclaims all intention to trick, puzzle, fool, or otherwise deceive the reatat fivhile
events in the novel itself play out in a relatively straightforward manner, inedaély
leaves many aspects of the characters themselves ill-defined osrevetdrmer
perceptions to be the exact opposite. In short, the novel plays out as a meta-textua
puzzle, wherein the reader and the narrator’s goals of discovery begin to caoiinttide a
more as more pieces slide in to place.

The Eyas often referred to as a piece of detective fiction, and while Nabokov

states in the foreword that, “the author disclaims all intention to trick, puzzlepfool
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otherwise deceive the reader,” he does go on to define the work as “the pursuit of an
investigation” wherein “the stress is not on the mystery, but the patfettvhile it may
not fit the literal definition of a detective novel, there are certainly maays in which
The Eyds evocative of one from a stylistic perspective Tl Poetics of Prosd svetan
Todorov elaborates on George Burton’s explanation:

All detective fiction is based on two murders of which the

first, committed by the murderer, is merely the occasion for

the second, in which he is the victim of the pure and

unpunishable murderer, the detecttVe.
The Eyadoes not begin with a murder as such, but rather with a suicide. The narrator
(Smurov, though he is not yet officially named as such) is brutally beatéie by t
cuckolded husband of his mistress (Matilda), and feeling emasculated and cgmpletel
alienated as an émigré in Berlin, he decides to go home and end it all. Heptatgem
getting his affairs in order, but the macabre gravity of his decision outwevginsthe
most basic of preparations and he shoots himself through the heart. While not a literal
murder, the novel does begin with an event that is given very little contexttth#iese
stage for the investigation and subsequent symbolic murder after The Exesrdadt it
is Smurov and the two merge into one. This schism and subsequent rejoining will be
covered in greater detail later on, but for the purposes of demonstrating thiveletec
novel undercurrent, the knowledge of these events transpiring should prove sufficient for

the time being. While Smurov may not be considered “pure and unpunishable”, his

0 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. iv. Print.

“1 Todorov, Tzvetan, and Jonathan D. CullEne Poetics of Pros@rans. Richard Howard. Ithaca: Cornell
UP, 1987. P. 44. Print.
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projected observer (The Eye) spends the majority of the narrative on the sutskirt
absorbing and interpreting as much as he can. Nabokov capitulates that the inmestigati

is indeed centered on Smurov (though this is obvious from the text), so in that sense he is
the criminal. Smurov even admits his crime in his closing lamentations, agcyatirne

has “committed a crime by the mere fact of livifi§.The Eye, then, can be said to play

the role of the detective, as it strives for objective investigation into wnatitutes

Smurov’s character. Nabokov may be quick to cast off the allegations that hisshavel i
detective novel, but versions of the necessary stylistic elements are messmigh of a
capacity that their influence over how the reader processes the informatmtional or

not, is undeniable.

Let us return to the opening portion of the novel, prior to Smurov’s suicide and
subsequent schism. His ultimate humiliation is not having simply having been beaten,
but the fact that the two boys he was tutoring watched with (what seemed to him)
indifference to his plight:

MHC KaXKCTCH, YTO OAHWH M3 HUX CTOsJ, CJIOKHUB PYKU

KpECTOM, IIPUCIIOHUBIIUCH K CTEHE, a APYrOW CUIE Ha

pYUKe Kpecna, 1 002 HEeBO3MYTHMO Ha0JI0Jalu 3a
pacmpaBoil, COBEpIIAaBLICHCS HAN0 mHoit.*?
It seemed to me that one of was standing with folded arms

against the wall, while the other sat on the arm of the chair,

2 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 103 Print.

43 Nabokov, Vladimir VladimirovichSoglilalldatail]l. Ann Arbor: Ardis, 1978bubruomexa Maxcuma
Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW/thespyt>.
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both imperturbably watching the punishment being

administered to m&
Prior to adopting his dual status as participant and observer, Smurov is only clearly
defined by how others around him react to him. To his pupils, he is almost a non-entity;
to Matilda, he is a lover, though their relationship is purely physical in Smuro\ss eye
and given her proclivity towards talking to him about her husband, this is likely the cas
with her; to Matilda’s husband (Kashmarin), he is a good for nothing scoundrel, coward,
and home wrecker. Due to the sudden occurrence of Smurov’s suicide, the reader is only
given a glimpse at each of these masks before he moves on to his next world, but the one
fact that is clearly established is his awareness of being watched. nEhemaidst of a
savage beating, he is able to take note of the children looking on at his disgrace, and even
complains of lack of sleep from feelingctraa oonaxennsiii, Bceraa 3psunii” (always
exposed, always wide-ey&d Upon arriving at his old address (where his former
apartment still lies vacant), his panicked delirium takes hold so strongly tlsaatrst
unable to recognize himself in the mirror:

[Tomwnelil, HECYACTHBIN, APOKALIUN MATEHBKUN YEJIOBEK B

KOTCJIKC CTOSAJI IMOCPCAU KOMHATBI, MOUYCMY-TO IOTUpAAd

pykn.*®

4 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 14 Print.
“IBID, p. 7

46 Nabokov, Vladimir VladimirovichSogliClalldatail]l. Ann Arbor: Ardis, 1978bubruomexa Maxcuma
Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW/thespyt>.
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A vulgar, unhappy, shivering little man in a bowler hat

stood in the middle of the room, for some reason rubbing

his hands’
As he ponders writing a suicide note, he finds y@of'uit kapangamuk” (miserable
pencil stub in his pocket which he takes as a sign that it is a pointless endeavor to do so.
His despair and apathy have not only affected his ability to assign valislife Hbut
even the tool with which he would write has reached the end of its rope. He cannot tell
his story because he has only “drained” objects, devoid of utility and significance

After shooting himself in the chest, Smurov notes thatfe nacrynnenus

CMEpTH dYeJIOBeYecKasi MbICIIb IPOIoJiKaeT kuTh 1o uHepuuu” (After the onset of death,
the human mind lives on by momerit)maAt first, he simply floats in a veil of
blackness, perfectly recalling his past, but unable to make sense of his current
surroundings. Very little time passes before Smurov’s incorporeal mind begins to
construct familiar surroundings.

s C O30pHOH OECTIEeYHOCTHIO BBIBET MPECTABICHUE O

roclnuraie, To cpasy, MOCIYHIHO MOEH BOJIE, BBIPOCIIA

BOKPYT MEHsI IpU3payHas OOJIbHUYHAS NaslaTa, U ObLIH Y

MCHA COCCIU, -- TAKUC )KC MYMUH, KaK 1, -- IO TpU

. 49
MYMHUHU C Ka)XJIOU CTOPOHBI

* Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 17 Print.
“8BID, p. 20.

4% Nabokov, Vladimir VladimirovichSogliClalldatail]l. Ann Arbor: Ardis, 1978bubruomexa Maxcuma
Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW/thespyt>.
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With mischievous and carefree logic, | summoned the

impression of a hospital and at once, obedient to my will, a

spectral hospital ward materialized around me, and | had

neighbors — mummies, like me—three on eitherSide.
It is important to note that Smurov, at this point in the narrative, has still neithrer bee
granted a name or much of a personality. Since we are to assume that matiorags
the driving force behind creating this world, it is appropriate that, despiteohisdyv
having been in his chest rather than his head, he is at first only able to summon bandaged
“mummies” who, for all intents and purposes, are simply copies of himselfradaally
learns to take control of his surroundings, imagining his way to recovery and ewentuall
creating a facsimile of the area of Berlin in which he lived, complete hétiRtissian
émigré bookstore he used to frequent and its owner, Weinstock. Weinstock is the first
truly dynamic character (as opposed to generic doctors and nurses) to be created by
Smurov, who realizes upon seeing him that he has remembered him inaccurately and left
out his familiar mustache. This small error represents the first briitrturov’s (until
now) seemingly omnipotent ability: the creation of fully realized human besngst ias
simple a matter as conjuring forth inanimate items or static locations. tatkns
characterized as a conspiracy fanatic, who regularly warns Smurov abouit{”
(agent$ who he is convinced are communist spies tracking the movements of former
Soviets. Shortly after this conversation, Smurov’s schism occurs:

DTOT pa3roBop ¢ BallHIITOKOM OKa3ancs HayajIoM ISt

0 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 21 Print.
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MEHsI HOBOM XM3HM. S] ObLI Teneph MO OTHOIICHHUIO K

caMoMy cebe mocTOpoHHHM."

This conversation with Weinstock turned out to be the

beginning of a new life for me. With respect to myself, |

was now an onlooké?.
Thus, The Eye emerges as the narrator for the majority of the story onward. The
appearance of The Eye causes a shift in the narrative tone to one entirelyimcake cl
The other inhabitants of Smurov’s world are introduced, including Mariana Nikolaevna
and her two female charges (she is never explicitly referred to as a nibtbenia and
Vanya (who prefers the male diminutive nickname to her full name, Varvana), the
respective husbands and significant others, Khrushchov and Mukhin, the jovial Roman
Bogdanovich (whose origin is never entirely explained), and finally, we acelutted to
Smurov as a character proper. The Eye immediately hones in on Smurov, going into the
most detail and the making the most speculations regarding him. This has atingteres
effect on the relationship between the reader and The Eye. By ever so stiintly gbi
tone from clinical analysis to speculative inquiry, the reader has entéoeal kind of
voyeuristic collusion with The Eye. Karen Jacobs elaborates on this phenomenon:

“Just as the reader of detective fiction attempts to mimic

the detective’s gaze, however ineptly, the detective tries, as

his most valued epistemological technique, to identify with

51 Nabokov, Vladimir VladimirovichSoglillalldataiTl. Ann Arbor: Ardis, 1978bubiuomexa Maxcuma
Mowxkosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW!/thespst>.

2 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 24 Print.

28



the gaze of the criminal, to see what he sees, so that he may

solve the crime>®
We see this almost immediately as Smurov sits in the company of his acqcesnta
the middle of a discussion about war. As Smurov tries to participate in the comversati
he is repeatedly talked over by the others present. The Eye goes on to spwaiutate t
must be so humble becausaésunno, on ObIBIINIT OdHILIEP, CMENBYAK, TTAPTHED
CMEPTH, U TOJILKO U3 CKPOMHOCTH HHYETO HE I'OBOPUT O CBOUX HpI/IK.HIO‘-IeHI/ISIX”54 (he
must be a former officer, a daredevil who flirted with death, and it is only out of modesty
that he says nothing of his adventiPes Because Smurov seems to be the only character
in whom The Eye takes an interest beyond clinical observation, so too is the reader
naturally drawn to him, given The Eye’s status as the sole guide through trdsoivorl
Smurov’s imagination.

Smurov’s world is not the only one encountered in the narrative. Weinstock has
set up a microcosm of his own within his book shop, where he regularly holds séances
and practices mysticism. These are not the swindler’s brand of séances, hawever
Smurov describes a typical iteration of Weinstock’s nightly ritual:

OH K71aJ pyKH, KaK 3aCThIBUIMI MMAHUCT HA JIETOHbKUMN
CTOJIUK O TpEX HOXKaX. CTOJIUK HaYWHAJI HCXKHO

TpCIaTh, LbIKATbL KY3HCUYMKOM U 3aTCM, H216paBH_II/ICb

%3 Jacobs, Karerfhe Eye's Mind: Literary Modernism and Visual Cratuthaca: Cornell UP, 2001. P. 50
Print.

54 Nabokov, Vladimir VladimirovichSoglillalldatai”l. Ann Arbor: Ardis, 1978bubuomexa Maxcuma
Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW!/thespst>.

5 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 35. Print.
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CHJI, MCIUICHHO NOAHHUMAJICA OAHHUM KpacM U

HEYKJII0KE, HO CHJIBHO yIapsil HOXXKOU 00 mo.”°

He would place his hands , like a petrified pianist, upon a

small, light, three-legged table. It would begin to creak

softly, emitting cricket-like chirps, and, having gathered

strength, would rise up on one side, and awkwardly but

forcefully tap a leg against the flaof
Weinstock would recite the alphabet and the table leg would pound when he reached the
corresponding letter, in a manner akin to a Ouija board. Given that this world is either a
hallucinatory product of Smurov’s dying brain, or the a genuine afterlife &, $art the
ultimate nature is inherently meaningless. Immediately aftechism, The Eye

"38 (It is foolish to seek out a

declares, I'myno uckath 3akoHa, elie riyrnee ero HailTu
basic law, even more foolish to findfjt He simply accepts the bizarre nature of the
occurrences around him as a fact of this new reality, describing truly farsizees
such as Weinstock’s table floating and chasing him around the room as if he were
describing him tidying the shop, or reading quietly. It is this precise lack of

acknowledgement towards the genuinely fantastic that unsettles the essithery can no

longer coexist on the same subjective level as The Eye or any of the vabinie's

*5 Nabokov, Vladimir VladimirovichSogliT aCdatai’. Ann Arbor: Ardis, 1978bu6uomexa Makcuma
Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW/thespyt>.

" Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 38 Print.

8 Nabokov, Vladimir VladimirovichSogliTlalldataiTl. Ann Arbor: Ardis, 1978bubauomexa Maxcuma
Mowxkosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW!/thespst>.

%9 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 27 Print.
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inhabitants. In a later séance, the spirit with whom Weinstock communes warsggyof a
in their midst who means to enact great harm to their idyllic lives. When heas@s
to the name of this spy, all the reader is informed of is that the person hagesxiet
their name (Smurov is the only character in the novel with a six letter name thust a
point, the reader has little reason to suspect the entangled nature of him and)The Eye
Weinstock laughs off the spirit’s postulation and apologizes to his gatheringinglaim
that, “OTo nHOrIa HE UCKITFOUEHO Ha ceaHcax, yto HocsaT uymis” (It happens quite often
at séances that spirits spout nonséfse

Throughout all of this, The Eye’s interest in Smurov has been piqued all the more.
He goes only where Smurov goes and makes careful observations about his
acquaintances, while synthesizing this information to postulate theories aboavS
“true” self. From the outset of his internal schism, Smurov’s godlike powers ¢ibcrea
seem to disappear. The world around him becomes more fully realized and vibrant and
the characters become more dynamic, yet Smurov seems to fragment moeaad m
result. We see Smurov, the knowledgeable literature connoisseur, as Thaté&lyesw
him working at Weinstock’s. Then there is Smurov, the sinister spy, extrapolated fr
Weinstock’s séance. The third Smurov is even more troubling: At a dinner at Mariana
Smurov (likely bolstered by The Eye’s earlier assumption that he is arfafficer-
daredevil) tells a wild tale of his service in the White Army, wherein he nbresgapes
execution by the Reds at a train station in Yalta, culminating in an over the top aafcount
setting off to see alone and being rescued by a Greek sloop. As the story concludes and

the women take their leave, Mukhin calmly informs Smurov that he knows Yalta has no

69 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 53 Print.
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train station. Smurov folds almost immediately, and The Eye watches his breakdow
with great embarrassment:
Ho CmypoB He TOJIBKO HE HallleNcsl -- OH CAENall XyALIee,
YTO MOI' CcACJIaTh. Ilonn3us TOJIOC, OH XPHUILIO
IIpOroBOpwJI: “$l Bac OYEHB MPOILY... IyCTh 3TO OCTAHETCS
MEKTY mamu.” %t
Not only did Smurov lose his composure, but he did the
worst thing he could do. Lowering his voice, he said
hoarsely: “Please, | beg of you... let this remain between
us.”%?
And so the third Smurov comes to light: Smurov the lying, cowardly braggart.

The Eye then becomes fixated on divining the true Smurov all the more, yet the
more it strives, the more versions of Smurov appear to it. It begins to pester Smurov’
circle of friends for their thoughts regarding him, but soon finds it to be a futil@eogle
as even The Eye is aware of the perspectival and experiential biasesotimattigir
views, and to which it cannot objectively relate.

“qT0o0BI TOYHO OMPEAETUTE ITOT 00pa3, MHE HYXKHO OBLIO

3HaTh BCIO XW3Hb MapuanHbl HukosmaeBHbI, Bce TO

51 Nabokov, Vladimir VladimirovichSoglillalldatai’l. Ann Arbor: Ardis, 1978bubiuomexa Maxcuma
Mowxkosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW!/thespst>.

%2 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 51 Print.
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HOGO‘-IHOG, YTO OKUBAJIO B €€ AYyILIC, KOIJd OHAa CMOTpCiia
Ha CmyposBa..." 63

To define this image accurately, | would have had to be

familiar with Marianna’s entire life, with all the secondary

associations that came alive inside her when she looked at

Smuro?
At this point, The Eye begins to take matters into its own hands, becoming indseasing
more brazen in his search for any information about the true Smurov. Knowing that
Smurov is in love with Vanya, The Eye breaks in to her apartment when she and her
family are out, hoping to find out if she kept any of the trinkets that Smurov had passed
her way. He finds no trinkets, and the only picture of the two of them together has him
cropped out, save his elbow. Upon the return of the occupants, The Eye is then forced to
skulk in the dark and wait to make its escape, fully assimilating its role §s &sge
desperately clamors for all of the information about Smurov he can find, the nelfel its
begins to read more and more like a secret police file. This is actuadjicall
progression of the novel’s tone, as Vatulescu notes that, “just like the Soviet filest, Sovi
[detective novels] disregarded the particulars of any one crime in ordeusdondhe
overall character of the suspeft."We are still being led through the novel like a
detective’s trusting sidekick, but the detective is getting more and merdlesk and

haphazard. When The Eye learns of a journal being kept by Roman Bogdanovich in

53 Nabokov, Vladimir VladimirovichSoglillalldatai’l. Ann Arbor: Ardis, 1978bubiuomexa Maxcuma
Mowxosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW!/thespst>.
% Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 55 Print.

% vatulescu, CristinaPolice Aesthetics: Literature, Film, and the Se@setice in Soviet timesStanford,
CA: Stanford UP, 2010. P. 32. Print.
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which he records his thoughts about everyone each day, he becomes intenselgdnterest
in its contents. Roman Bogdanovich, however, views writing his diaries as a way to
preserve his entire life and has a rather unorthodox method to prevent tampérinig wit
life record:

Moli peBeNbCKUN TPUATENh CKIABIBACT Y C€0sl pyKOITUCH

[0 MEpe UX IOJy4YeHUs, U KOIUU 1 HAPOUHO HE

OCTaBJISAIO, YTOOBI HE ObLTO co0Ma3Ha MOCTHaKTyM

noAmpaBJIATh, BBIYCPKUBATH U TaK ;[anee.eﬁ

My friend in Tallin stores up my weekly contributions as

they arrive, and | deliberately keep no copies so there will

be no temptation to make changes ex post facto — to cross

things out and so of.
This can even be supported from a meta-textual perspective. Todorov explains that, in
the broadest sense, “narrating equals living” and “absence of narratigedts]'*®
Roman Bogdanovich is essentially playing narrator to his own life, in the hopessthat hi
future self will appreciate the record. The Eye decides that it must jpttéince
communiqué, making it even less detective-like and more like a secret police Hgent
spots Roman Bogdanovich on his way to put his letter in the mail and, after promising to

drop it in the mailbox for him, palms it and makes his escape. In the journal, Roman

56 Nabokov, Vladimir VladimirovichSoglillalldatai’l. Ann Arbor: Ardis, 1978bubiuomexa Maxcuma
Mowxkosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW!/thespst>.

7 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 77 Print.

% Todorov, Tzvetan, and Jonathan D. Cullére Poetics of Prosd&rans. Richard Howard. Ithaca: Cornell
UP, 1987. P. 73, 74. Print.
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describes him as aékcyanpubiit nepmuit” (Sexual left-handgr citing Smurov’s
unrequited love for Vanya (more on this below) as a convenient excuse, as well as
theorizing that he may be a kleptomaniac because of a snuff box that went missing.
Roman says all of this in a piteous tone, concluding with the statememéxpento ero
coXaliero, Kak 3T0 HU Kaxkercs mapanokcansHo” (I am sincerely sorry for him,

paradoxical as it may se€@ This particular version of Smurov as a deceptive and
pathetic wretch is so low that he is not even worth resenting in Roman Bogdanovich’s
eyes.

Prior to this incident, however, an event transpires that, from a narrative
perspective, bears significantly heavier weight. When The Eye overhaaya’¥ senile
Uncle Pasha talking about her love for a man named “Smurov”, he is elated. Almost
immediately upon returning to the apartments, he is crushed to learn that Pasha simpl
confused Smurov with Mukhin. After Smurov excuses himself out of embarrassment,
The Eye takes the following digression:

“Jlanee cieayer KOpoTKas 1opa, Korjaa s mepectai
HaOJIIOIaTh 3a CMypOBBIM: OTSKETIEN, OACIICS MPEeXHEN
IIJIOTHRO, CJIOBHO ,Z[GﬁCTBHTCJII:HO BC 9Ta )KU3Hb BOKPYT
MeHsI OblIa He UITPOH MOEro BOOOpaKeHUs, a caM s B HeH

70
y4acTBOBAJ TCJIIOM U AYUIOU

%9 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. Pp. 84-85. Print.

" Nabokov, Vladimir VladimirovichSoglillalldatai”l. Ann Arbor: Ardis, 1978bubauomexa Maxcuma
Mowxkosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW!/thespst>.
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There follows a brief period when | stopped watching

Smurov: | grew heavy, donned anew my former flesh, as if

all this life around me was not the play of my imagination,

but was real, and that | participated in it body and s@ul.
This, in my opinion, is the first genuinely concrete clue given to the reader of Tise Eye
real nature as Smurov’s projected self. Following his “re-donning d&f’fldse narrator
mourns and wails over the minute details of Vanya that will not be his, and afteal seve
pages of ardent lamentation, the reader begins to question whether this is not, in fact,
Smurov’s inner dialogue as he resolves his inner turmoil. After reading Roman
Bogdanovich'’s letter, The Eye has a series of increasingly bizaams@out Smurov
as he attempts to make amends, though no one seems to take him particularly seriously.
Upon fully awakening from this haze, however, all mention of Smurov disappears from
the novel, with the style once again reverting to first person. This time, though, we are
definitively in Smurov’s head, as he goes to confess his love to Vanya only to be
repeatedly rejected, despite his needy insistence. Smurov and The Eye do met achie
full synthesis until after he leaves Vanya’s apartment and buys a bouqueterflow
Upon leaving, he has the following experience:

B3sBiucek 3a 1BepHYIO CKOOKY, 1 yBUAET, Kak COOKy B

3C¢pKajIC MMOCHCHINIO KO MHC MO€ OTPAXXCHHEC! MOJIOAO0M

" Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 69. Print.
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YeJIOBEeK B KOTEJKe, ¢ OykeToM. OTpakeHHe CO MHOM

CJINJIOCH, g BBIIICII Ha yJII/ILIy.72

As | pushed on the door, | saw the reflection in the side

mirror hurrying toward me: a young man in a derby hat,

carrying a bouquet. The reflection and | merged into one,

and | walked out onto the strefét.
This reflection, while not necessarily the true Smurov, is the first instandeich we
watch him observe himself and accept it. He concludes the narrative marvélovg a
happy he is that he can “gaze upon himself’, thus rendering him invulnerable to the
world.

Nabokov masterfully utilizes the motifs of detective novels, the methodology of
secret police agents, and even a detached narrative observer in this questtioe objec
truth. What is ultimately demonstrated, however, is that subjective biase$oace that
is nearly impossible to overcome as “with every acquaintance [one] makes, the nimbe
specters resembling [him] increas€4"By juxtaposing these subjective accounts with an
attempt at a bias free narrative framework, the reader is constantliaie afsflux as to

whether it is ever truly possible to understand the forces that drive those around them

2 Nabokov, Vladimir VladimirovichSoglillalldatai’l. Ann Arbor: Ardis, 1978bubuomexa Maxcuma
Mowxkosa. Web. 20 Apr. 2012. <http://lib.ru/NABOKOW/thespst>.

3 Nabokov, Vladimir V.The EyeNew York, NY: Penguin, 1992. P. 97 Print.
74
IBID, p. 103
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CHAPTER IV

ABRAM TERTZ AND THE CONFLATED SELF

While Bulgakov and Nabokov were both active in the earlier portions of the 20
century (with respect to the works examined herein), by the 1960’s, the publication of
Soviet authors abroad was keeping a steady momentum. Edward Brown notes that while
there was a healthy flow of literature making its way out of the US&iRh"work [was]
uneven, and often not very good.”An author who is denoted as a particular standout
was Abram Tertz, whose work first appeared on the literary scene in 1959. He wrote
fantastic and surreal tales, all serving to lambast the artistic notioniafiStdeealism,
which had been the state sanctioned artistic production method for nearly 30 years
(though it was certainly around prior to tHe @vriter's Conference, simply not as a
direct organ of the staf8. Obviously, this caused the Soviet establishment significant
grief, yet it was not until 6 years after his emergence into the jiterarld that the
authorities caught up with him, only to discover that Abram Tertz never existed in the
literal sense. Tertz was the pseudonym employed by Andrey Sinyavskgvaned
literary critic and scholar of the time. Sinyavsky was convicted ofexiagainst the
Soviet state and sent to a hard labor camp. He served his time and made it out of the

Soviet Union, but his literary career never got quite back on track.

> Brown, Edward JRussian Literature since the Revoluti@ambridge, MA: Harvard UP, 1982. P. 307
Print.

® Vickery, Walter N.The Cult of Optimism; Political and Ideological Rilems of Recent Soviet
Literature Bloomington: Indiana UP, 1963. Pp. 105-106. Print
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While Tertz’s most infamous work is his dual coupling’ed 2oem (The Trial
Beging and his satirical essay seri&o Takoe Coyuanrucmuueckuii Peanuzm (On
Socialst Realisinit is his somewhat overlooked short storffpi“u 517 (“You and I”) that
bears more relevance to the subject of narrative reliability, in thadliisst completely
devoid thereof. While the novels examined thus far have all had consistent nareators, b
it in the form of Maksudov’s journal or Smurov/The Eye’s alternating subjective and
objective views, Tertz goes out of his way to ensure that the two central crachd¢he
story remain as hazy and unclear as possible.

The action of the story follows a paranoiac by the name of Nikolai Vastigvi
and the actions of an unnamed observer who is carefully recording everythiognkee f
does, until the two begin to get psychically entangled and the question of who is
observing whom for what reason becomes all the murkier. While this may seem to
mirror the structure of he Eyegrom this simple summary, the two stories could not
possibly be more different. The most striking feature of “You and I” is thelfatt t
while portions of the narrative are fairly typical first-person fare (ané, lrecomparison
to The Eyds more apt), whenever the observer is documenting Nikolai Vasilievich’s
actions, he conveys them to the reader irseondperson. Take this excerpt from the
story’s introductory chapter, in which Nikolai Vasilievich arrives at a dipaety hosted
by his colleague, Genrikh Ivanovich Graube:

JleCTBUTENbHO: €/1Ba ThI BOIIIEJ — FOCTU MOBCKAKAIIUA CO
CTYJIbCB, Ha KOTOPBIX OHU IMPUTAUIIUCH B OKUJAaHNUU TBOCTO

IIOABJICHUS.
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Sure enough, as soon as you came in, the guests leaped

from their chairs to which they had been rooted while

waiting for you to appeaf’
The obfuscation inherent in this narrative technique can be quite unsettlingsatrtone
only does the reader have almost no familiarity with the source of this infomadout
Nikolai Vasilievich, but for over half of the story, the observer presents ther ngdlde
his owninterpretations of the reasoning behind Nikolai Vasilievich’s increasinglyg
and self-destructive actions. Add to this the fact that the reader is piadigial
dragged into the story itself by this observer to fill the shoes of its eccemttagpnist,
and it makes for a very surreal experience.

But let us return to the dinner party at the novel’s outset. To attempt to make the
narrative sources clearer, all instances of second person narration attltittnéted to
Nikolai Vasilievich, in spite of the fact that technically, the observer Fhenvéry start,
the observer conveys Nikolai Vasilievich’s perceptions as incredibly soigpsi&hen
reflecting on his decision to accept Graube’s invitation, it is noted that Graube’s
insistence gave the impressiorak 6yaTo TBoe MPUCYTCTBHE OBLIO IIaBHO# 3a00TOM

"8 (as if your presence was the main object of the get-todéthét first, he

cobopua
seems to have simply a general sense of unease, but as the scene is degrebest i
detail, things get very strange, very fast. When remarking on the women piesent, t

following bizarre hypothesis is posited:

" Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 4. Print.

8 Tertz, Abram Tt u 5. 1959.9nexmponnas 6ubmuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.

® Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 3. Print.
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B DTOM KOMIIAHHUY KEHA U XO034iKa JJoMa ObLlIa HA TEM U HU
ApyTUM, a oAcTaBHOU (urypoii. Ckopee BCero 3To ObLI

[IepeoeThIN MyxchHa.BO

The wife and hostess at this gathering was neither one nor

the other, but an imposter. As likely as not, it was a man in

disguise®™
Bear in mind that this takes place before the reader has even become acquainked with t
characters present, yet from the outset, the narrative perspective ¢l shevards the
surreal. He goes on to conjecture that the rest of the women are also likely e in dr
and factoring in the cost of high end women'’s clothing and makeup to his tally of what
the party itself likely cost, he arrives at the conclusion that 15,000 rublespesite s
“panu Tebs onnoro” (all because of ygu

It is quickly made evident that Nikolai Vasilievich believes himself to libeat

root of some conspiracy centered on him, yet its nature is never explored. The only
elements of interest to Nikolai Vasilievich are the possible signifratsvtould validate
this theory, but even his certitude towards these vague signifiers is enoung dog
pause. As the guests begin to eat, he swears that the tapping noises theirsilgerwa
making is a secret means of communication, like Morse code. When a guest ta&es a bit
out of a leg of duck, Nikolai immediately assumes that this is a threateningaectikis

CBOHMM IIOCTYIIKOM, YTO aHaAJIOTUYHBIM KOHCII B MHOCKAa3aTCJIbHOM CMBICJIC IIOCTUTHECT U

8 Tertz, Abram Tt u 5. 1959.9nexmponnas 6ubmuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.

81 Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 4. Print.
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"82 (Indicating that, metaphorically speaking, a similar fate was in store fot’you

TeOs
At the end of the dinner, this same guest “hisses” through a broken tooth, which Nikolai
Vasilievich interprets as afiak k orctymienuto” (A signal to retregt Every interaction

he has at this dinner has some element that convinces him of a deeper subtext towards an
ineffable conspiracy.

When the perspective shifts to the first person account of the observer himself, the
tone becomes less paranoia tinged, with more emphasis on the observation of minute
details. He begins by noting the snow, but his perspective quickly expands to near
omniscient as he describes banal daily activities of largely nameles$sSdveeleaps
from non-sequitur to non-sequitur (going from death, to childbirth, to putting on pants, to
playing the piano, to preparing food etc.) until they collide in a frenzied, nonsensme
of overlapping elements:

“B Ta3y nepen BCcTpedel Oekall phICION ¢ Y4eMOIaHOM.
OTBUHYMBAJI IIEKU U3 PYKbsI, CMESACH POXKAJI CTAPYyXY:
«Bor Te na!l Ilpuexamu!»” 84

Racing with a suitcase in a basin in readiness for the

meeting. Unscrewing cheeks from a gun, giving birth to an

8 Tertz, Abram Tt u 5. 1959.9nexmponnas 6unuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.

8 Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 6. Print.

8 Tertz, Abram Tt u 5. 1959.9nexmponnas 6ubmuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.
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old woman and laughing: “Here they are! They've

come!™®
He goes on to note the synchronicity of these actions as the element of primary
importance, as they are unaware thedxipiii mrar ux GUKCHUPYETCS U TIOJICKHT B

"8 (Their every move was under observation,

M00YI0 MUHYTY TIIATEIHHOMY U3YUEHHUIO
and liable to careful investigation at any moniént The observer is snapped from his
reverie as he sees Nikolai Vasilievich make his way in to the dinner partye thiee
reader is treated to a more realistic interpretation of the events of that filge observer
notes his shifty and conspicuous mannerisms and remarksexan cedst CJI0BHO
MPECTYIHUK, KOTOpOro BOT-BOT cxBatat U ynudar’ (he behaved like a criminal who
might be caught and unmasked at any mofflenthis behavior both puzzles and
amuses the observer as he almost smugly procldimg Xaszanock, 4To 3a HUM KTO-TO
MEPCOHAIBHO CIEAUT, U 3TO OBLI - 51, a OH AyMall - OHH, U 3TO MEHS paCCMemHno”89 (It
seemed to him that he was being watched by someonewaseavhatching him, but he
thought it waghey. | found this very funfi§). While the observer puts forth a much

more reasonable scenario than Ivan Nikolaevich, his seeming omniscience and

omnipresence, combined with lack of any particular character definition coaseyse

8 Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 8. Print.

8 Tertz, AbramTer u 5. 1959.2nexmponnas 6ubnuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.

8 Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 10. Print
8 Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 11. Print

8 Tertz, Abram Tt u 5. 1959.9nexmponnas 6ubmuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.

% Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 12. Print
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of the foreboding and unknown. Even in the most benign interpretation, the observer is
at least in synchronization with secret police methodology (detailed in theyse
chapter), and this is assuming we are taking it as a given that he is an dndimary
being.
Back at the dinner party, Nikolai Vasilievich causes a scene by prajdssilove

to Lida, one of the women present (and apparently the only one he does not suspect of
being a man in disguise), followed by throwing out wild accusations at alemdatice
that “[he] can see right through them.” While he and Lida make their way back to hi
apartment, he puts on airs and plays the role of a drunk buffoon, having suddenly been
gripped with another wave of paranoia that Graube (who he believes to be the
orchestrator of this great conspiracy) has sent agents to pursue him to enswee that
reallywasinvolved in a “whirlwind romace” or if he was going to commit more
unspecified misdeeds. Nikolai Vasilievich cares nothing for Lida in anygessle of the
word, but by the end of the chapter, he concludes that she could provide him with a
suitable alibi against his enemies:

Ho xots TBI He MOT Kak CJICAYCT YJIOBUTH BBIPAKCHUC 7143,

OTOBCIO/1y Ha T€0sl YCTPEMIIEHHBIX, TeO€ XOTEeN0Ch TOPI0

CKa3aTb Iepes BceM MUpoM: “YTo Xk, CMOTPUTE, s - HE

60IOCB! Br1 ke BUOUTE - A 3aHAT ACIIOM, s .HIOG.HIO CBOIO

91
Jlnuny ¥ ¢ MEHsI B3SITKH TJIAJKH. ..

I Tertz, Abram Tt u 5. 1959.9nexmponnas 6umuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.
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Although you could not quite make out the expression in the
eyes fixed on you from all sides, you were tempted to shout
proudly to the whole world: “Look, I'm not afraid! You can
see that | am busy making love to my Lida, and you've got
nothing on me.*

Upon returning to the observer’s perspective, he informs the reader that he has
been watching Nikolai Vasilievich for four days, and even though the observer finds his
baseless paranoia to be garbage, he admits to a certain inextricabilggihéihe two of
them: ‘Me1 00a momanu B 1iieH, HE B CUJIaX OTOPBATh APYT OT APYra 3aCTEKICHEBIINE
B3rsas’ - (We are both prisoners; we are unable to take our glazed eyes off of each
other?). As he continues to watch Nikolai, he makes particular note of his habits in the
bathroom, wherein he would strain and groan to no excretory avail out of the crippling
fear of his being observed. The observer sees this as pathetic, but cannot help, but sta
“s1 MyumnIics BMeCTe ¢ HuUM u3-3a ero oecraktHoctu” (I suffered with him for all of his
clumsines¥). Even the observer is becoming wary of his quarry as he begins to
recognize a psychic and/or physical bond forming between them. Shortly following his

scatological espionage, the observer finds himself in a crowd, and the reader is once

again treated to a flurry of images and dialogue devoid of context. The difference

between this occurrence and its predecessor in the second chapter, however, is that upon

92 Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 18. Print

% Tertz, Abram Tt u 5. 1959.9nexkmponnas 6ubmuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.

9 Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 19. Print
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emerging, the perspective of the narrative has changed from the observer’'s mor
traditional view to the second person delusional insanity as Nikolai Vasilievich warks
way through the streets. This is a noteworthy occurrence, as the persgeftsveas

only been happening at chapter breaks until this point.

As he continues through the street, Nikolai Vasilievich encounters Graube, who
tries to pass off the events at the dinner party as a hilarious drunken joke, and ven get
down on his knees to demonstrate his sincerity. Looking at Graube’s expression of what
seems to be genuine remorse, he has a brief “wild” thoughtofiny cexynny Tede B
TOJIOBY IPHUIIUTA JUKAask MBICIT, OBITh MOXeT, [ eHpux MBaHoBUY cam TeOs omacaercst...”

(For a second, a wild idea came in to your head treanight be frightened gfou...”).

This “wild” thought could well be the influence of the observer, demonstrating the
reciprocal nature of the bond being formed between the watcher and the watched. The
bond has not taken full hold at this point, so Nikolai regains his usual paranoid and manic
demeanor and promptly punches in the face the man kneeling before him in apology.

The final chapter of the story reads like a fever dream. The established
perspective shifts now begin to happen from paragraph, and even sometimes from
sentence to sentence. The chapter begins with Nikolai Vasilievich refusihgnd mla
in to his apartment following his encounter with Graube, who he now believes sest her a
an agent to watch him all along. She gives up outside his apartment, but waits giligentl
by the building entrance as Nikolai paces back and forth in increastagj@yi The

observer begins to notice that he is changing physically, adopting hissasgktiair (for

% Tertz, Abram Tt u 5. 1959.9nexkmponnas 6ubmuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.

% Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 22. Print
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which he expressed extreme distaste earlier in the novel) and freckleserdeally
decides to lure Lida away from the building essentially to use her for hisuowsement.
Given that he has observed her a fair amount, he feels he knows her ins and outs, but gets
flustered and angry when she continually compares him to Nikolai Vashiévased
largely on the red hair that he keeps insisting he does not have). Soon, the observer’s
consciousness and Nikolai Vasilievich’s have merged completely, and the &dii®n s
very rapidly back and forth between the observer’s carnal mission, and Nikolai
Vasilievich singing off nursery rhymes as he contemplates killing himaethe
moment of climax between the observer and Lida (wherein she repeatibuta
“Kolya, Kolya!” much to the observer’s chagrin) Nikolai slashes his throidu avrazor
and their connection is severed.

As he concludes the tale, the observer once again examines the tableau of banal
tasks which he had mentioned in chapter two, laconically remark#eg,6bu10 m0-
crapomy” (everything was as it had béenvet it is his final statement that truly cuts to
the core of this story:Ts1 ymien, a st octaiics. S He *xanero o TBoeit cMepTu. MHe KaJb,

"98 (You have gone and | am left. | do not regret your death.

9TO 51 HE MOTY TeOs 3a0bITh
| am sorry that | cannot forget yoi). He speaks this out deliberately with simple words,
and unlike virtually any other point in the novel, there is no level of subjective
interpretation applied to the subject in question. He states his feelings tomeandatter

and reiterates the reality, demonstrating that it is in our attempts forettene another

% Tertz, Abram Tt u 5. 1959.9nexmponnas 6ubmuomexa Anexcanopa Benoycenxo. The Library of
Aleksander Belousenko, 10 Sept. 2002. Web. 20 2qit2. <http://www.belousenko.com/wr_Tertz.htm>.

% Tertz, AbramFantastic StoriesEvanston, IL: Northwestern UP, 1987. P. 28. Print
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at all, be it with manic paranoia or mild and detached disdain, that we not only run the

risk of losing sight of who those around us are, but even ourselves.
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CHAPTER V

CONCLUSION: WHAT IS TO BE GAINED?

The methodologies employed by Bulgakov, Nabokov, and Tertz likely have more
differences than similarities when examined on a surface level. Bulga&ps ke
entire world shrouded in a mire of the diabolical and the disingenuous, ensuring that no
matter which reality Maksudov or the reader encounters, there will alveags
unknowable or inexplicable variable keeping the reality from coinciding with one to
which the reader would be accustomed to or familiar with. Nabokov removes the rules of
the physical world entirely, yet the only result seems to be that therevatbatanany
more ways in which the characters can misunderstand one another. Tertz irsfueak hi
world with a tinge of the magical and the uncanny, in addition to frequently eimgplary
unorthodox second person narration so that for the majority of the story, the protagonist
is simply referred to as “you”, making it all the harder to extricate onesel one’s
own biases when the time comes to make interpretations regarding charaistationst
or their often bizarre actions.

What these three works all drive at with arguably equal mastery is thefitea
incommunicability, not only of art, but of the self (for which art is arguably &meion
anyway). Maksudov cannot make the alleged greats of his day understand how they are
destroying his vision before his very eyes. Smurov uses The Eye in an attemgthis fi
true, prototypical self, only to come away with more confusion than that with which he
began as the number of (per)versions of himself multiply out of control in the minds of

those around him, thus affecting his own reality. Nikolai Vasilievich and his olbserve
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both attempt to remain at the far end of their respective spectrums of mania and
detachment, yet in doing so, get their psychic and physical selves conflatéaaihyt

Nikolai cannot bear his perceived persecution and severs their tie, removing his
tarnishing influence from his now grateful observer. This is certainly not thatagrt
cannot contain objective truths, but rather to encourage the reader to delve pastlthe ba
the inexplicable, and the terrifying, and by doing so, come out the other side with a
broader sense of enlightened perspective, taking into account as little of their ow
experience as possible, so as to approach the true form as close as one carz pis Tert
it in the conclusion oOn Socialist RealisnfRight now | put my hope in the
phantasmagoric art, with hypotheses instead of a Purpose, an art in which the grotesque
will replace realistic descriptions of ordinary life. Such an art wouldespond best to

the spirit of our time **°

19 Tertz, Abram. "On Socialist Realism." The Trialgdes and On Socialist Realism. Berkeley: University
of California, 1982. 131-219. P. 219. Print
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