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Abstract

This dissertation analyzes the physical characteristics of the mental institution and its
function in nineteenth- and twentieth-century Russian literature. To analyze this
subject, this dissertation examines four prose works from Russian authors—two short
stories and two novels—including Vsevolod Garshin’s “The Red Flower,” Anton
Chekhov’s “Ward No. 6,” Mikhail Bulgakov’s The Master and Margarita, and Viktor
Pelevin’s Chapaev and Void. This study provides a novel approach to the interpretation
of these works by shifting the focus from the diagnoses of the patients, or the
relationship between the institutions and broader society, and analyzing the physical
characteristics of the mental institutions depicted in these works, and the effects of
these physical spaces upon those within. By privileging the depiction of the physical
space of the institutions, especially the colors, glass, light, cleanliness, and technology,
as well as the medical practices that occur in these spaces, this dissertation argues that
the authors use these spaces as medium of enlightenment and transformation. In these
four works, the mental institutions become for their inhabitants a means of reaching
beyond their mortal limits and accessing the eternal. As a result, | offer new perspective
and interpretive approach to these works, and demonstrate how the mental institution
enables, and at times forces, enlightenment upon its inhabitants, and becomes the
means for these individuals to access their versions of the eternal, should they choose

to accept it.
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The names of characters in the short stories and novels are used as they are written in
the English translations of these works that | chose to use. For example, in the chapter
on The Master and Margarita, lvan’s last name is spelled Bezdomny (instead of
Bezdomnyi) and in the chapter on Chapaev and Void, the narrator’s name is spelled
Pyotr (instead of Petr).
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1 IntrOd UCt|On . Madness and the Mental Institution in Russian

Literature

On his first night in the mental institution, the nameless protagonist of Vsevolod
Garshin’s short story “The Red Flower” lay asleep as the narrator described the

following experience:

Moonlight poured through the window-bars into the room, dipping to the floor

and illuminating part of the bed and the patient’s pale, exhausted face with its

closed eyes, there was not a sign of insanity about him now... For a few moments

he awoke, in full possession of his faculties, as if he were normal.!

On the following day, the protagonist explains the results of this moment of sanity to his
doctor when he declares that “I experience in my own self the great concept that space

and time are mere fiction. | live in every age. | live where space does not exist,

1 Vsevolod Garshin, “The Red Flower,” From the Reminiscences of Private Ivanov and
other stories, translated by Liv Tudge, (Angel Books, 1988), p. 200. Vsevolod Garshin,
“Krasnyi tsvetok,” Sochineniia, (Khudozhestvennaia literatura, 1960), pp.194-209.
“JIyHHbIN cBET Nagan CKBO3b pPeLleTKy OKHA BHYTPb KOMHATbI, Ha NOA, M OCBELL,AN YacTb
nocTenun n nsmydyeHHoe, 61eaHoe Lo 601bHOrO € 3aKPbITbIMKU FNa3amu; TeNepPb B HEM
He 6bln10 HMYyero 6e3ymHoro... Ha HeCKONbKO MFHOBEHUIA OH NPOCHY/ICA B NOIHOM
namaTK, Kak byaTo Obl 340POBbIM, 3aTEM YTOObI YTPOM BCTaTb C NOCTE/IN NPEXKHUM
6esymuem” (226).



everywhere or nowhere, as you will.”2 By focusing on the physical space of the mental
institution to which he has been committed, we can better understand the protagonist
of Garshin’s story, his moment of sanity, and the transcendence beyond the constraints
of time and space that he experiences. The physical space plays a critical role in the
transformative features of Garshin’s tale.

Comparably, after being tricked into becoming a patient in the mental ward he
had overseen for years, Chekhov’s protagonist Andrey Yefimitch Ragin in the short story

“Ward No. 6” experiences a similar moment of illumination:

Andrey Yefimitch walked away to the window and looked out into the open
country. It was getting dark, and on the horizon to the right a cold crimson moon
was mounting upwards. Not far from the hospital fence, not much more than
two hundred yards away, stood a tall white house shut in by a stone wall. This
was the prison.

"So this is real life," thought Andrey Yefimitch, and he felt frightened.3

2 “The Red” 201 | “AA nepexunsao cammm coboto BeIMK1e Maen o TOM, YTO
NPOCTPAHCTBO U Bpema—CcyTb GUKLUMU. fl }KMBY BO BCeX BeKax. fl uBy be3
NPOCTPAHCTBA, BE34e UK HUrAe, Kak xoTtuTte” (“Krasnyi” 226-227).

3 Anton Pavlovich Chekhov, “Ward No. 6,” Chekhov's Doctors: A Collection of Chekhov's
Medical Tales, edited by John L Coulehan, (Kent State University Press, 2003), pp. 131.
Anton Pavlovich Chekhov, “Palata No. 6,” Polnoe sobranie sochinenii i pisem v tridtsati
tomakh, tom 8, (Nauka, 1977), pp. 121-122.

“AHapei EGUMbIY OTOLEN K OKHY U MOCMOTpPE B NoJie. Y:Ke CTaHOBUIOCb TEMHO, U Ha
ropu3oHTe C NPaBOM CTOPOHbI BOCXOAM1a XonoaHas, barposas nyHa. Heganeko ot
60nbHUYHOrO 3a60pa, B CTa caXKkeHsx, He 6o/bLue, CTOAN BbICOKMI Benblit aom,
0bHeceHHbI1 KAMEHHOI CTEHON. IX0 bbina TOPbMa.

«BoOT oHa geicTBUTENbHOCTL!» — noayman AHgpein Edumbiy, n emy cTano cTpawwHo.”



As with Garshin, Chekhov’s institution forces a new perspective upon its inhabitants,
and this becomes clearer when our focus expands to include the physical space and its
characteristics, rather than dwelling on individual psychoses or diagnoses. Unlike
Garshin’s protagonist, however, Ragin’s time spent in the institution, and the insight he

gains produced a very different result, as the narrator explained shortly thereafter:

Then all was still, the faint moonlight came through the grating, and a shadow
like a net lay on the floor. It was terrible. [...] How could it have happened that
for more than twenty years he had not known it and had refused to know it? He
knew nothing of pain, had no conception of it, so he was not to blame, but his
conscience, as inexorable and as rough as Nikita, made him turn cold from the

crown of his head to his heels.*

Both protagonists experience moments of revelation, caused and framed by the mental
institutions in which they reside. Nevertheless, they both retain the agency to act upon

their enlightenment in their own ways.

4 “Ward” 133 | “3atem BCE CTUXN0. UAKNIA NYHHDBIN CBET LIEN CKBO3b PELIETKU, U Ha
MOy NEXKana TeHb, MOXOXaA HA ceTb. bbino cTpawwHo. [...] Kak morno cayunTbea, 4To B
npoAo/iKeHne bonblle YemM ABAALATU NET OH HE 3HAN U He XOTe 3HaTb 3Toro? OH He
3HaN, He Men NOHATMA 0 60NN, 3HAUUT, OH HE BUHOBAT, HO COBECTb, TaKas e
HecroBop4ymnBana u rpybasn, kKak HUKuTa, 3actaBmia ero NOXonoA4eTb OT 3aTbl/IKa 40 NAT”
(“Krasnyi” 125).



Such moments of enlightenment, and their dependence upon the physical space
of the mental institutions, can be found in later Russian literature as well. In Mikhail
Bulgakov’s The Master and Margarita, after the poet lvan Bezdomny, a new resident in
the mental institution, learns from The Master that he had truly met the devil at
Patriarch’s Ponds in Moscow, he “fell into a state of befuddled silence for a while, gazing
out at the moon floating beyond the window grille, and then he said, ‘So that means he
really could have been with Pontius Pilate, doesn’t it? Since he was already born then,
right? And they call me a madman!” Ivan added, pointing in outrage at the door.”> For
Bulgakov, the institution remains connected to the enlightenment of its inhabitants. In
Ivan’s case, however, what he learns causes him to question his own madness, and the
madness of Moscow beyond the walls of the hospital.

Similarly, in Viktor Pelevin’s novel Chapaev and Void, the same connection is

present as the patient, Pyotr, tries to find the psychiatrist’s office, which he

vaguely remembered... was located beside a tall semi-circular window, which
looked straight out on to the crown of a huge tree. Far ahead of me, at the point

where the corridor in which | was standing turned to the right, | could see bright

> Mikhail Bulgakov, The Master and Margarita, translated by Diana Burgin and Katherine
Tiernan O’Connor, edited by Ellendea Proffer, (Vintage Books, 1996), p. 113.

Mikhail Bulgakov, Master i Margarita, Sobranie sochinenii v piati tomakh, tom piatyi,
(Khudozhestvennaia Literatura, 1990), p. 133.

“OH Nnomonyan HEKOTOPOE BPeMS B CMATEHUM, BCMATPUBAACH B IYHY, N/bIBYLLYHO 33
peLIEeTKON, U 3aroBOPUA: — TaK OH, CTaNo BbiTb, AENCTBUTENBHO MOT BbITb Y MOHTUA
MunaTa? Beab OH YK TOrga poamaca? a MeHa cymaclwealwmm HasbiatoT! — npmubasun
MBaH, B BO3MYLLLEHWM YKa3blBas Ha ABepb.”



patches of daylight on the linoleum. Crouching down, | crept as far as the corner
and saw the window. | immediately recognized the door of the office by its

magnificent gilt handle.®

With the light of the window illuminating his way, he finds his medical file in the office
and learns that he “Does not find placement in a psychiatric hospital oppressive, since
he is confident that his ‘self-development’ will proceed by ‘the right path’ no matter
where he lives.””” The reported text from Pyotr’s medical file included in the novel
presents the reader with one of the few statements not filtered through the unreliable
narrator—Pyotr. What he learns recalls the transcendent perspective of Garshin’s
protagonist and prefigures Pyotr’s eventual attainment of his version of nirvana. As
before, the physical space plays an integral role in Pyotr’s enlightenment and enables
him to access the eternal.

Each of these authors, from Garshin to Pelevin, presents a constellation of
features within their literary mental institutions, a constellation that forms the primary

focus of this dissertation: the physical space of the mental institution and its function as

6 Viktor Pelevin, Buddha’s Little Finger, translated by Andrew Bromfield, (Penguin Books,
2001), p. 102.

Viktor Pelevin, Chapaev i Pustota, (Eksmo, 2011), p. 134. “AA cMyTHO NOMHWA, YTO
KabuHeT Tumypa TMypoBMYa pacnosiaraeTca Bo3/1e KaKOro-To BbICOKOro NoayKpyrioro
OKHa, Cpa3y 3a KOTOPbIM BUAHA KPOHA OrpoMHOro aepesa. Kopmuaop, B KOTOpom s
CTOS/1, AA/IEKO BNepean noBopayMsan BNpPaBo, U HAa IMHONEYME B STOM MECTE J1eXKanu
ApKue 61nKn aHeBHoro ceeTa. Mpurmubanch, A 4obpanca [0 NOBOPOTA M YBUAEN OKHO.
[Bepb B KAODMHET A TOXKe cpasy y3Han NO POCKOLIHOM 30/104€HOM pyyKe.”

7 Buddha’s 104 | “NMomelL,eHnem B NCUXMATPUYECKYIO BONbHULLYY HE TATOTUTCA, TaK KaK
YBEPEH, UTO ero «cCamopasBuUTME» ByaeT UATU «KMPaBU/IbHbIM NYTEM» HE3AaBUCUMO OT
mecTta obutanua” (Chapaev 137).



a medium of enlightenment and transformation. Furthermore, these mental institutions
become for their inhabitants a means of reaching beyond their mortal limits and
accessing the eternal. Without a close reading of the physical features of these literary

mental institutions, critical themes within these works cannot be understood fully.

The Physical Space of the Mental Institution

Referring to Chekhov’s “Ward No. 6,” Nikolai Leskov famously stated, “In ‘Ward
No. 6’ all of our customs and characters are portrayed in miniature. Ward No. 6 is
everywhere. It is Russia.”® In Chekhov’s story, as in other works of Russian literature, the
mental institution is a space often teeming with meaning and powerful societal
commentary. Such institutions are often depicted as negative spaces for those who fall
outside of societally acceptable norms. Russian literature, particularly in the nineteenth
century reflected these depictions, but some works of twentieth-century literature
presented a new, more favorable view of mental institutions, distinguishing them from
the asylums of the past, despite the regular use of these facilities to imprison dissidents
in this era.

While mental institutions changed greatly from the nineteenth to the twentieth

centuries in Russia and in Russian literature, these spaces remained unique in their

8 "Manate N 6" B MMHMaTIOpe M306paxeHbl 0bLLMe HaLLK NOPAAKM U XapaKTepbl.
Bciogy—nanata N 6. 9To—Poccus... YexoB cam He aymar, 4To Hanucan (oH mHe
roBOPWU/ 3T0), @ MexKay Tem 3To Tak. MNanata ero—ato Pycb!" taken from Il'ia Vinitskii,
"Dukhovnyi Kartser: N. S. Leskov | 'Palata No 6' Chekhova," (Voprosy Literatury, vol. 4,
2006), 310.



capacity to transform those within them, promising the opportunity for profound insight
and transformation to their inhabitants. Regardless of the author's contemporary
society's view point, or the negative or positive attributes of a work's particular hospital,
literary mental institutions prove to be unique spaces that enable illumination and cause
their inhabitants to transcend the boundaries of their mortal existence and limited
experience. In this dissertation, | will explore how the physical space of the mental
institution becomes the medium of enlightenment and offers access to the eternal
through close reading and attention to the physical attributes of these spaces and the
effects they have on those within them.

In order to demonstrate this connection between the physical space of the
mental institution and the eternal in Russian literature, | will specifically explore four
prose works whose narratives set in mental institutions intersect significantly: Vsevolod
Garshin’s “The Red Flower,” Anton Chekhov’s “Ward No. 6,” Mikhail Bulgakov’s The
Master and Margarita, and Viktor Pelevin’s Chapaev and Void. By analyzing and
comparing the physical spaces of the mental institutions in these works and their
respective relationships to the eternal, | will illuminate the continuity of this connection
throughout nineteenth- and twentieth-century Russian literature, and draw attention to
the abilities of the authors to reflect, and at times subvert, the work of their
predecessors in this area. This connection reinforces the value of literary education and
tradition in the creation of new art, as well as the importance of the writers’ personal
experiences and the eras in which they live. While the earliest example in this

dissertation, “The Red Flower,” continues to speak to the reader today, the final work



examined, Chapaev and Void, offers a similar message but using characters and a space
with novel features specific to the 1990s. This focused examination of these literary
works and the illumination of the uniqueness of the space of the mental institution
contributes a view of even the bleakest mental ward as a space that enables
transcendence, thereby requiring the reader to reexamine these texts and add new
value to these, largely already canonical, works of literature and to the physical space of

the mental institution itself.

Madness in Russian Literature

Madness and the institutions designed to deal with those considered mad have
long interested writers, artists, and scholars around the world. Russia and its writers are
no exception. The theme of madness has a long history in Russian literature, beginning
with the early historical and literary presence of the “Holy Fool” (topoausbiit), a religious
individual who may exhibit a myriad of characteristics, many diametrically opposed to
one another, which make this person appear mad. Beginning with stories of Isaac the
Cave Dweller in the Russian Primary Chronicle, there is a long history of madness in
Russian literature.® Stories of holy foolery became popular in Russia as early as the
fifteenth century. Madness reappears in Russian folktales with the character, Ivan the

Fool, who is simple minded, yet often lucky. Although their characteristics change, the

% On Isaac, see Natalie Challis and Horace W. Dewey, “Divine Folly in Old Kievan
Literature: The Tale of Isaac the Cave Dweller,” The Slavic and East European Journal,
vol. 22, no. 3 (Autumn, 1978), p. 255-264.



inclusion of mad characters continues in the most popular centuries of Russian
literature—the nineteenth and twentieth centuries.

The nineteenth century is full of characters who exhibit madness. For example,
madness is a recurrent them in the work of Alexander Pushkin, such as his three works
from 1833, the short story, “Queen of Spades” (“MukoBasa Aama”), the poem, “God
grant that | don’t lose my mind...” (“He gai mHe 6or contn ¢ yma...”), and his narrative
poem, The Bronze Horseman (MedHelili ecadHukK). Nikolai Gogol’s short story written two
years later contains not only a mad character, but madness is present in the title, “Diary
of a Madman” (“3anuckm cymacweauero”). Fyodor Dostoevsky continues the tradition
of the mad character in works such as The Double (JsoliHukK) (1846) and “The Weak
Heart” (“Cnhaboe Cepaue”) (1846). The late nineteenth century sees Vsevolod Garshin’s
“The Red Flower” (“KpacHbin usetok”) (1883), which is included in this project. Closer to
the turn of the century, Anton Chekhov’s “Ward No. 6” (“ManaTta No. 6”) (1892) and
“The Black Monk” (“YepHbii MoHax"”) (1894) appear in print, the former of which will be
examined in detail.

Madness does not disappear in the literature of the twentieth century, but adapts.
From the first half of the century, this project will study Mikhail Bulgakov’s The Master
and Margarita (Macmep u Mapzapuma) (1928—-1940), and from the second half of the
century it will analyze Viktor Pelevin’s Chapaev and Void (Yanaes u lMycmoma) (1996).
There are many further instances of madness and mental illness in twentieth-century
Russian literature. For example, theme can be found in losef Brodsky’s “Gorbunov and

Gorchakov” (“lopbyHos 1 Nopuyakos”) (1965—-1968, p. 1970), Sasha Sokolov’s A School
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for Fools (LLUkona 0ns dypakos) (p. 1976), and Venedikt Erofeev’s Walpurgis Night, or

the Steps of the Commander (Banbnyprmuesa Houb unu LLlarn KomaHaopa) (1985).

Structure and Scholarship

This dissertation focuses on literature from the late nineteenth century and the
twentieth century, with primary interest in the latter. As such, | dedicate a chapter each
to Garshin’s “The Red Flower,” Chekhov’s “Ward No. 6,” Bulgakov’s The Master and
Margarita, and Pelevin’s Chapaev and Void. While each of these authors and their works
deal with madness in varying ways, because of my primary interest in the function of the
physical space of the institution as a medium of enlightenment and transcendence, |
selected the four works in which the mental institution figured the most prominently.
Each of these texts are composed in prose, and include substantial narration in addition
to dialogue. These qualities provide more access to the physical attributes of the spaces,
while also providing insight into the minds of those characters contained within them.
Not only do these works include the most time in, and specific details about, the mental
institutions themselves, but they also are clearly linked to one another as the Garshin,
Chekhov, Bulgakov, and Pelevin have been studied alongside one or more of the others
by other scholars before | began this project.

Three of these scholars, Bogdanova, Kubal’nik, and Safronova in their book
Literaturnye strategii Viktora Pelevina, argued that Pelevin’s Chapaev and Void is

essentially a modernization of The Master and Margarita. While the link between these
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novels is undeniable, | will demonstrate that their mental institutions cannot be truly
understood without acknowledging their debt to, and engagement with, the institutions
depicted by Garshin and Chekhov. In addition to the sheer amount of time spent in the
mental institution in these stories, Garshin created a direct link between the asylum and
the eternal, through the martyrdom of the main character, and Chekhov elaborated on
the enlightening and philosophically challenging influences of the institution, developing
a more complex connection between time spent inside the mental ward (as opposed to
outside of it) and the existence of the eternal. Furthermore, Garshin spent time in
mental asylums as a patient, Chekhov worked as a physician for years, and Bulgakov
went to medical school and worked as a physician, and all of these experiences shaped
their writing. Each of these authors reflect uniquely personal sets of knowledge and
skills in regards to the experience of the people who inhabit these spaces (both medical
professionals and patients alike) and the characteristics of the spaces themselves.
Although Pelevin lacks the personal connection of his predecessors to the institution, his
work operates firmly within the tradition they established, all while subverting that
tradition thoroughly.

Scholarship the theme of madness as a whole is extensive. Michel Foucault’s
1961 work, finally translated unabridged into English as History of Madness in 2006, has
proven particularly influential, especially through his interpretation of the mental

institution and its function within society more broadly.'® While Foucault’s theoretical

10 Michel Foucault, History of Madness, translated by Jonathan Murphy and Jean Khalfa,
(Routledge, 2006).
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approach focuses on the shifting understandings of what causes madness, and how
society developed the mental institution to respond to these shifting understandings,
my interest focuses instead on physical characteristics of the space, and the subsequent
impact on the literary figures such institutions confine rather than the broader societal
function of the institutions.!!

Scholarship on each of these works and the theme of madness as a whole in
Russian literature is extensive, and in the interests of concision, | will not attempt to
provide review of this voluminous scholarship in this dissertation, but will focus on the
works that bear most directly on the authors and works under discussion. | will discuss
scholarship relevant to each work in its respective chapter. Recent studies of the
broader theme of madness in Russian literature that are worthy of note include Irina
Sirotkina’s Diagnosing Literary Genius: A Cultural History of Psychiatry in Russia, 1880—
1930, Angela Brintlinger’s and Ilya Vinitsky’s Madness and the Mad in Russian Culture,

and Rebecca Reich’s State of Madness: Psychiatry, Literature, and Dissent After Stalin.'?

11 Addressing Foucault’s work as a whole would not only move the focus of this
dissertation in a very different direction, but also would require far more time and space
than a dissertation provides. Nevertheless, | must point out that despite the superficial
similarities between my use of the word transcendence in connection with the mental
institution, and Foucault’s chapter titled “The Transcendence of Delirium,” the
similarities are primarily linguistic. Foucault’s emphasis is on the developing
understanding of the causes of madness, while | focus on the influence of the physical
space of the institution on those confined in it. See Michel Foucault, History of Madness,
208-250.

12 Irina Sirotkina, Diagnosing Literary Genius: A Cultural History of Psychiatry in Russia,
1880-1930, (The Johns Hopkins University Press, 2002); Angela Brintlinger and llya
Vinitsky (editors), Madness and the Mad in Russian Culture, (University of Toronto Press,
2007); Rebecca Reich, State of Madness: Psychiatry, Literature, and Dissent After Stalin,
(Northern lllinois University Press, 2018).
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These recent studies have turned to the science of psychiatry, the history of its use in
Russia, and the reflection of these topics in literature. It must be stressed, however, that
none of these works focused their analysis on the physical features of the institutions as
| have done here. While this project is, in some ways, inspired by the work of these, and
other, scholars, it does not use psychiatry or historiography as a primary tool for
investigation. Instead, it focuses on close reading of the text themselves, their
intertextuality with each other, and the unique qualities of the mental institutions in
each. As a result, | offer new perspective and interpretive approach to these works, and
demonstrate how the mental institution enables, and at times forces, enlightenment
upon its inhabitants, and becomes the means for these individuals to access their

versions of the eternal, should they so choose.
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2 SaCFIfICE The Asylum in Vsevolod Garshin’s “The Red Flower”

Introduction

In his 1883 short story, “The Red Flower,” Vsevolod Garshin paints one of the
most detailed portraits of a madhouse in Russian literary fiction. Writing in the late
nineteenth century, he uses the unique physical space of a mental institution as a
setting in which time and space supersede their specific dimensions and are permitted
to intersect freely. Through this intersection, the protagonist of Garshin’s narrative, a
patient in the asylum, is able to transcend the boundaries of time and space and to gain
access to eternity, achieving a sort of salvation. Garshin imbues his madhouse with this
transcendent value by using a detailed description of its physical space and by creating a
symbolic relationship between the madhouse and the cross on which Christ suffered.

In order to support this claim, | will first analyze the protagonist of the narrative.
Once acquainted with the protagonist, | will examine the physical attributes of Garshin’s
madhouse in order to demonstrate the symbolic relationship between the madhouse
and the cross and the ways in which the physical space enables and shapes the
protagonist’s suffering and his transcendence. Because of Garshin’s influence on
subsequent authors, this close examination will also provide a basic framework for my
analyses of literary mental institutions throughout the rest of this dissertation. My
analysis will provide specific attention to three things: his use of color—particularly the

color red; glass—with emphasis on where it forms a transparent boundary; and light—
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especially the most prevalent source of natural light within the story, moonlight.
Following the study of the description of physical space, | will evaluate its symbolic
value, including the identification of parallels between the madhouse and the crucifix on
which Christ died. Finally, | will explain how the physical and the symbolic aspects of
Garshin’s madhouse intertwine to enable the protagonist’s transcendence and thereby

become for him a gateway to eternity.

Biography of Garshin

Before we begin a close study of “The Red Flower” and its scholarly reception,
and given the important autobiographical features of the story, it is important to be
somewhat familiar with Garshin’s life, particularly his own struggles with mental
health.® Vsevolod Garshin was born in 1855 near Kharkov, Ukraine in the Russian
Empire to a family with a history of mental instability on both sides that included
alcoholism and suicides. During his adult life, Garshin experienced three mental
breakdowns — one in 1872, one in 1880, and a final one in 1887 which led to his death.

His first breakdown occurred during his studies at a gymnasium in St. Petersburg.

This episode resulted in a stay at a local hospital, and then, after a brief period of

13 This brief survey of Garshin’s life relies primarily upon the following sources.

G.A. Bialyi, Vsevolod Mikhailovich Garshin, (Prosveshch Leningradskoe otdelenie, 1969);
Peter Henry, A Hamlet of His Time: Vsevolod Garshin: the Man, His Works, and His
Milieu, (Willem A. Meeuws, 1983); Edmund Yarwood. Vsevolod Garshin, (Twayne
Publishers, 1981).
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release, time at a private institution run by Dr. Alexander Frey. By the summer of 1873
he was deemed healthy and in the fall he returned to his studies. During the period of
Garshin’s recovery, his older brother Victor had committed suicide. The Garshin family’s
hereditary illness was brought into Garshin’s generation.

Upon finishing the gymnasium, Garshin was unable to attend university and
instead enrolled in the Mining Institute. He would have preferred to study the natural
sciences and rather than focus on his studies, he spent his time writing and in literary
circles. His first story was published in 1876 in the journal Molva. In 1877 he enlisted in
the military and went to fight in the Russo-Turkish War. During this year, he was shot in
the leg and left his military service. His literary work (especially the short story “YeTbipe
aHa” [Four Days, 1877]) was influenced by his experience at war, and when he returned
to St. Petersburg in 1878, he was considered a new literary star. That same year, during
his recuperation from the military wound, he met Nadezhda Zolotilova, a medical
student who would later become his wife. Unfortunately, by spring, he had begun to
experience intermittent depression.

In 1880, Garshin experienced his most well documented mental breakdown,
resulting in a stay in an insane asylum. After traveling around on horseback preaching
about forgiveness, he was found by his brother Evgeny and taken to his family in
Kharkov. A few weeks later, Garshin left and was found in an asylum in the Oryol
province. He was taken back to Kharkov where he was admitted to a mental institution.
The institution was Saburova Dacha, and it was known for having more in common with

a prison than a hospital. Many patients at Saburova Dacha were kept behind bars and
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were treated violently by largely untrained staff. The doctor had little knowledge of
psychiatry, Garshin was kept primarily in solitary confinement, and he did not receive
any therapy. After four months at Saburova Dacha, Garshin was moved to the private
hospital of Dr. Frey, where he had been during his episode in 1872.

Upon his release from Dr. Frey’s care, Garshin went to stay with an uncle on the
coast of the Black Sea. He spent eighteen months recovering there. In 1882, he returned
to St. Petersburg. There, after two years of estrangement, he reunited with Nadezhda
Zolotilova and the two wed the next year. Although Garshin worked for the Central
Administration of Russian Associated Railways for four years, after Zolotilova graduated
medical school in 1885, she supported him financially. She is reported to have cared for
him deeply and meticulously as both a wife and doctor.

Garshin’s third, and final, recorded mental breakdown occurred early in 1888. By
March, Garshin and Zolotilova sought treatment from Dr. Frey, asking him to admit
Garshin to his institution. Dr. Frey refused, and Zolotilova later discovered that he had
not wished to risk the incident of a suicide at his facility. Just weeks later, on March 18,
Garshin threw himself over a banister and down a stairwell, landing on a stove on the
ground floor, breaking his leg and causing a severe concussion. He was taken to the Red
Cross hospital where he entered a coma and died on March 24", Some claim that his
death was due to an accidental fall and was not an instance of suicide. The accounts of
the incident vary, so the true cause of death remains uncertain.

“The Red Flower” is directly influenced by Garshin’s experience at Saburova Dacha.

He called the narrative one that “relates to my stay at Saburova Dacha; it’s a fantastic
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sort of thing, though in fact it’s strictly realistic.”'* As such, there are many parallels
between Garshin’s experience and the conditions of the asylum in “The Red Flower.”
Garshin’s room had a window with iron bars that overlooked a garden with a lilac bush
where on “moonlit nights” he would “stand for long periods with” his “face pressed
against the bars.”*> Garshin had visited Saburova Dacha a year before he was admitted
in order to observe the patients because he was interested in psychiatry. He recalled
being transported to the asylum by train, constrained by a straitjacket. He was violently
mistreated in a bathroom that had only one window and no other light. These, among
other details of his time at Saburova Dacha, are reflected in the experience of the

protagonist of “The Red Flower”.

Narrative Summary

In “The Red Flower,” an unnamed patient, clad in a straitjacket, is brought and
admitted to a mental asylum. He is aware of his surroundings but does not believe

himself to be ill. Shortly after his admittance to the asylum, he notices a red flower in

14 “OpnH oTHOCUTCA K BpeMeHam Moero cuaeHba Ha CabypoBoii Javue: BbIXOAWUT HEUTO
daHTacTMYecKoe, XOTA Ha CAaMOM-TO Aene cTporo peanbHoe...” from V.M Garshin,
“Pis’'mo k Fauseku, July 9, 1883”, Tom tretii, Polnoe sobranie sochinenii: v trekh tomakh,
V.M. Garshin, (Academiia, 1930), 297.

15 “U B yypecHble NyHHble Houn — rosopua B.M. — l nogonry npoctansan Ha OKHe,
NPWUAbHYB IMLLOM K peléTKe. B cupeHeBom KycT MHOrAa nes CON0BEN, UK, MOXKET
6bITb, MHE TaK Ka3a/oCb; A0 MEHA AOHOCU/ICA apoOMaT LIBETOB, IyHa CMOTpPe/ia MHe B
MU0, U HEMYAPEHO, €CN FPe3bl MOW MMENIN TaKoe HanpaBaeHMe, KaK 3TO PacCKasaHo B
«KpacHom uBeTke». Kpome KoHLa, Tam Bce NpaBaa, s HUYero oT cebsa He npubasmn.”
from Bibikov, V.1., “Vospominaniia V.. Bibikova,” Polnoe sobranie sochinenii V.M.

Garshina, (Marks, 1910), 68—69.
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the courtyard garden. The patient becomes obsessed with the red flower, believing that
it, and subsequently two more that bloom, contain all the evil in the world. He embarks
on a quest to destroy these flowers, and therefore all evil. During this time, he
continually loses weight and exhibits signs of mental illness. Although he successfully
completes his quest by picking and destroying all three red flowers, he loses his life in

the process.

Critical Reception

More people—critics, scholars, fans, and even psychiatrists—have responded to
Garshin’s “The Red Flower” than most of his other works. From the date of its
publication onward, it has received largely positive reviews. Robert Wessling, discusses
the sheer popularity of Garshin during his life and the resulting treatment of his work,
identifying a cult of Garshin that applied a mix of Romantic spirituality and psychiatric
positivism to the reader’s relationship with the author and his work.'® Many
contemporary responses treat the work as primarily autobiographical, but after
Garshin’s time many have seen it as art more than autobiography. Given Garshin’s
personal experience as a patient in the asylum, Saburova Dacha, it is impossible not to
see the autobiographical elements within the story. When one intersects with the

narrative, it is equally as unlikely not to see its artistic and symbolic value.

16 Robert D. Wessling, “Vsevolod Garshin, the Russian Intelligentsia, and Fan Hysteria,”
Madness and the Mad in Russian Culture, edited by Angela Brintlinger and llya Vinitsky,
(Toronto: University of Toronto Press, 2007), pp. 75—-89.
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In her book, Vsevolod Garshin: Work and Fate,'” Alla Nikolaevna Latynina
acknowledges that “The Red Flower” is largely autobiographical, citing Garshin’s own
words, “I myself was the object of my psychiatric observations.”*8 In addition to
autobiographical parallels, Latynina explores Garshin’s claim that his time in the asylum,
and the story connected to it, was “something fantastic.”*® G.A. Bialyi saw Garshin’s
short story as symbolizing the failure of the political revolutionaries of the 1870s. S.
Stepniak emphasized that in “The Red Flower,” Garshin’s protagonist’s “feelings and
moral impulses — his moral man — are perfectly sane” despite his illness, and interpreted
in him a political character.?’ G. Uspensky treated the tale as an allegory that reveals the
injustice of life and as depicting the collective suffering of Russia.?* V. D. Skvoznikov saw
an element of romanticism in the narrative.?? In contrast with these approaches, valid as
they all are in one respect or another, my focus remains on the interaction between the
physical space of the mental institution and the patient within the narrative, an

interaction that speaks to the very human and spiritual character at the story’s heart.

17 Alla Nikolaevna Latynina, Vsevolod Garshin: Tvorchestvo i Sud’ba, (Khudozhestvennaia
Literatura), 1986.

18 “Q cam BbIN O6BEKTOM MOMX NCMXMATPUUECKUX HabntoaeHnin.” taken from a
conversation between F.F. Fidler and Garshin (Latynina 157).

19 Garshin wrote in a letter to his friend V.A. Fausek that “The Red Flower” “relates to
my stay at Saburova Dacha; it’s a fantastic sort of thing, though in fact it’s strictly
realistic...” | OANH OTHOCKTCA K BpemeHam Moero BuaeHbs Ha CabypoBsoi aave:
BbIXOAMT HEYTO paHTaCTUYECKOe, XOTA Ha CAaMOM-TO Ziefie CTPoro peanbHoe... (“Pis’'mo k
Fauseku,” 297).

20 Stepniak, S. “Introduction,” Stories from Garshin, (T. Fisher Unwin, 1893), p. 21.

21 Gleb Ivanovich Uspenskii, Smert’ V.M. Garshina, Kindle Books.

22 | atynina, 163.
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Psychiatrists contemporary with Garshin saw the story as an accurate portrait of
the symptoms of psychiatric illness. Henry Havelock Ellis called it “the most perfect story
of madness.”?® I.A. Sikorskii was particularly impressed that someone who was not a
psychiatrist had created such a clear picture of manic illness. He wrote about the story
in a clinical journal. Sikorskii and Garshin met after the publication of “The Red Flower”
and Garshin respected him as a great psychiatrist.>* N.N. Bazhenov largely agreed with
Sirotskii, but also focused on how the story correctly depicts the fact that an individual is
still recognizable even at the height of madness.?

In contrast to those contemporaries praising Garshin’s accuracy, modern
scholars have since focused more directly on the literary qualities of the piece. For
example, Harry Weber disputes Edmund Yarwood’s claim that the protagonist in “The
Red Flower” is a Christ figure, arguing that many of the religious or spiritual references
in the tale are not exclusively Christian. Weber argues that the patient’s actions are not
just symptomatic of his illness and that Garshin’s narrative is more art than
autobiography. He identifies and substantiates links between “The Red Flower” and the
death of St. George, Zoroastrianism and Ahriman, and the cult of Mithra.?® While the
evidence he provides to link the narrative to non-Christian religions is convincing, it does

not discount the clear Christian symbolism present in the story. While | agree that the

23 Henry Havelock Ellis, The Genius of Europe, (Williams and Norgate, 1950), p. 179.

24 |rina Sirotkina, Diagnosing Literary Genius: A Cultural History of Psychiatry in Russia,
1880-1930, (The Johns Hopkins University Press, 2002), p. 130.

25 N.N. Bazhenov, “Dushevnaia drama Garshina,” in Psikhiatricheskie besedy na
literaturnye | obshchestvennye temy, (Mamontov, 1903), 122.

26 Harry Weber, “Mithra and St George: Souces of ‘Krasnyj tsvetok,
46, 1987), pp. 281-291.

nm

Slavic Review, (vol.
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protagonist of the story is not a Christ figure, and the success of his quest is not
distinctly Christian, it is Christian imagery and a Christian symbol—the cross—that leads
to the protagonist’s ultimate transcendence of time and space and attainment of the
eternal

Mark Conliffe argues that in “The Red Flower” Garshin claims that “there was
reason to believe in the strength of goodness and the desire for self-expression.”?’ In his
attempt to prove this point, Conliffe discusses the existence of micro and macro worlds
within the narrative. He argues that the act of the patient collecting and destroying the
flowers in the madhouse “transcends the macro world, and the preparation for and
performance of the feat individualize the hero.”?® This idea calls into question the
transcendence of space — specifically the two worlds. | will argue that the hero’s
transcendence of the macro world has greater impact than individualizing the
protagonist. The patient’s suffering and eventual destruction of the flowers enables him
to transcend the confines of time and space altogether. By completing his quest to
destroy the flowers—and the world’s evil contained therein—the patient achieves the
status of a savior (at least in his own mind), thereby gaining access to eternity.

While critics mention the mental institution and its role in their assessments of
“The Red Flower,” an extensive treatment of this setting has not yet been done. Conliffe

claims that Garshin’s asylum represents a system that limits “conscious individual

27 Mark Conliffe, “The fictional world of Garshin and Borchert: 'The Red Flower' and 'The
Dandelion',” Germano-Slavica, (vol. 14, 2003), p. 98.
28 Conliffe, p. 97.
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expression.”?® He also states that the mental institution “guards the protagonist who
seeks the flower” and “looks out for the patients’ well-being.”3° Latynina discusses the
importance of rethinking of all of the objects in the mental institution.3! To do that, |
propose a thorough examination of the physical space of the madhouse in Garshin’s
“The Red Flower.” Each detail should be considered to unpack its impact on the patient,
its value as an enabler of the patient’s quest, and its symbolic role as an instrument of

transcendence.

Identity

From the opening section through the conclusion of the narrative, the
protagonist of “The Red Flower” is referred to as “the ill-one” (6onbHoW). At no point in
the story is this character given a name. As such, he is able to represent any individual in
society. This anonymity provides the story with a level of universality that is constrained

only by a few details.3? Since these types of details are used sparingly, they largely do

2 Conliffe, p. 91.

30 Conliffe, pp. 88, 92.

31 “Mup «KpacHOro uBeTka» —Mup, B KOTOPOM BCE NPeAMETbI IKCMPECCUBHO
NepeombIC/IEHbI, U NYCKal CyLLEeCcTBYeT peasnbHasi MOTUBMPOBKA TAaKOro
nepeocmbicieHnn (60bHOE CO3HAHME), TEM HE MEHee CABUHYTOCTb, CrYyLLEHHOCTb,
APKas 3KCNPECCUBHOCTb NPUHAANEKMUT aBTOPY W NPOU3BOAUT MOLLHOE SMOLMOHAIbHOE
Bo3aeictemne” (158).

32 ysevolod Mikhailovich Garshin, “Krasnyi Tsvetok,” Sochineniia, (Khudozhestvennaia
Literatura, 1938), 222-238.; Vsevolod Mikhailovich Garshin, “The Red Flower,” From the
Reminiscences of Private Ivanov and Other Stories, translated by Liv Tudge, (Angel
Books, 1988), pp. 197-211. All further citations from the English translation will be
noted with in-text, parenthetical citation using the abbreviation “The Red” and the page
number. The equivalent Russian original will be provided in a footnote using the
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not restrict the time and location in which this mental ward and this patient could have
existed and allow the reader to recognize him(her)self or someone else in the patient.
In an examination of the madhouse as a physical space in “The Red Flower”, it is
important to note that the setting of the story, the madhouse, is introduced in the first
line of the text. The story opens with words from the patient’s mouth, “In the name of
His Imperial Majesty, the Sovereign Emperor Peter the First, | hereby proclaim an
inspection of this lunatic asylum!” (“The Red” 197).33 This line brings to mind the

delusion of Poprishchin, in Nikolai Gogol’s “Diary of a Madman”.3* This reference to

abbreviation “Krasnyi” and the page number. If no secondary source is used between
instances of the primary source, the abbreviation will be left out and only page number
will be provided.

These details include: The story is written in Russian and the dialogue is given in Russian,
at times with markers of a Ukrainian accent. The protagonist mentions the emperor
Peter | twice. The flowers in the garden are referred to as “all the flowers that might
ever be encountered in a Ukrainian [Little Russian] garden” (204).| “BceBo3moOXHbie
LBEeTbl, BCTPevatoLmeca B Maiopoccninckmx cagnkax”(230). The protagonist and his
escorts use a train to travel to the hospital (The first train was opened in Russia in 1837
and they continued to be widely used today). The doctor uses morphine and chloral on
the patient (NB: These medications are both still in use in 2019). Seasons pass —it is
winter when the patient arrives because the windows are closed, but it is spring during
the main action because the flowers are in bloom. There is transition between day and
night. The patient is male — he is on the men’s floor of the hospital and the pronouns
and adjectives describing him are masculine.

Many of these details will be further discussed in the subsequent text of the chapter.
The doctor mentions the time and date on the morning after the patient’s arrival in the
asylum indicating that it is May 6, 18-something: “—Bbl ckazanu,—nepebun ero
AOKTOP,—YTO Bbl }KUBETE BHE BPEMEHM U NPOCTPaHCTBA. O4HAKO HeNb3sA He
COrNAcUTbCA, YTO Mbl C BAMM B 3TOM KOMHATE M YTO Tenepb, —A0KTOP BbIHY/ Yacbl,—
M0s108UHA 00UHHAOUAMo20 6-20 maA 18** 2o0a. Yto Bbl AymaeTe 06 aTom?” (227).

3 “UmeHem ero MMNepaTopPCKOro BeINYecTBa, rocyaaps nmnepatopa MNetpa Nepsoro,
obbaABnA peBusmnio cemy cymacweawemy gomy!” (“Krasnyi” 222).

34 poprishchin claims to be the King of Spain and when he is transported to an insane
asylum, he believes that he has arrived in Spain to claim the throne. In Gogol’s text, see
diary entries dated, “The year 2000: April 43rd | Fog 2000 anpens 43 ynucna” and
“Madrid, February 30t | Maapua,. ®espyapuii Tpuauatbiin.”
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Gogol’s work, along with another later in the story, provides evidence that Garshin’s
narrative is part in a growing body of Russian literature dealing with mental instability.
While the reference to Gogol is also the first revelation of the ill-one’s madness, its
somber tone also announces that, unlike Gogol’s treatment of the asylum and madness,
Garshin’s will not be farcical, but on the contrary, quite serious.

For just a moment, the protagonist’s claim about inspecting the asylum under
the authority of Peter I, sets the time period of the story during his reign. However, this
delusion is discredited in the following paragraph where it is revealed that the speaker of
these words is being checked into the hospital and he and his escorts arrived by train,
but there were no trains during the age of Peter I.3°> The mention of a train restricts the
time of the narrative to the mid nineteenth century or later and presents the reader
with a mentally unstable protagonist.3® From the outset of Garshin’s story, the notion of
time is challenged through a juxtaposition of perspectives, of the ill-one’s dialogue and
the narration.

After confronting the reader with two competing perspectives on the time period
of the events in the story—the protagonist’s and the narrator’s—attention is turned to
the physical attributes of the madhouse and its contents. The appearance of the patient

first focuses on a piece of clothing that has been used as an instrument of medical

35« after two sleepless days and nights closeted with the lunatic whom they had just
brought in by train...” (“The Red” 197). | “...nocne AByx CyTOK NpoBeAeHHbIX 6€3 CHa,
HaeAnHe ¢ 6e3yMHbIM, KOTOPOro OHW TONIbKO YTO NPUBE3/IM NO Kene3Hou gopore...”
(“Krasnyi” 222).

36 “|storiia zheleznykh dorog Rossii,” Rosiiskie zheleznye dorogi, 2003—2020.
http://history.rzd.ru/history/public/ru?STRUCTURE_ID=5032

The first train in Russia was built in 1834 and the first line in Russia was opened in 1837.
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intervention and control. During the train journey to the hospital, the protagonist’s
escorts “had procured a straitjacket from somewhere and, calling the guards and a
policeman to help, got the patient into it. And thus they brought him to the town; and
thus they delivered him to the hospital” (“The Red” 197).3” This jacket, which was used
to subdue the patient from his fits demonstrates that maintaining normalcy and
protecting the public were prioritized over helping the ill man. He is presented to the
hospital clerk as “frightful to behold. Over his grey garment that he had ripped to shreds
during his attacks, a course canvas jacket, slashed deeply at the neck, clipped his frame,
and the long sleeves trussed his arms crosswise to his breast and were tied behind”
(197).28 This initial use of a physical object to constrain presents a protagonist whose
freedom has been curtailed.

Having lost his autonomy, the man confined by the straitjacket paces, his

madness bubbling to the surface.

His inflamed, widely dilated eyes (he had not slept in ten days) burned with a
torrid, fixed glister; the edge of his lower lip twitched nervously; his tangled,
curly hair fell in a mane over his forehead; with rapid, heavy strides he paced

from one corner of the office to the other, casting probing looks at the old

374 . rpe-To focTanu cymacliellyto pybaxy 1, No3Bas KOHAYKTOPOB U XaH4apMa,
Hagenun Ha 6onbHoro. Tak NPMBE3N €ro B ropoA, Tak A40CTaBUAM U B 60nbHULY”
(“Krasnyi” 222).

38 “OH 6bIn cTpaleH. CBepx M30pBaHHOrO BO BPEMA NPUNa/iKa B KN0UYbA CEPOro naaTba
KYPTKa 13 rpyboii napycmHbl C LUMPOKUM Bbipe30om 06TArMBaNa ero CTaH; AJIMHHble
PYyKaBa NpuXXuUmanum ero pyku K rpyam HakpecT n bbiiuv 3aBAsaHbl c3agn” (222).
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cupboards full of papers and the oil-cloth chairs, and giving his traveling

companions an occasional glance (197).°

This sketch of the protagonist is a vivid depiction of madness. His instability is seen in his
physical features, particularly his eyes, and his seemingly involuntary actions—a
twitching lip and pacing feet. It is apparent that this man should be checked into a
mental hospital. While his condition may incite sympathy, it leaves little room to doubt
whether or not the man is ill. It is important to note that this character is easily accepted
as mad from his introduction in Garshin’s narrative. The features of this patient are
echoed in and contrasted with characters in the literary works investigated in the
subsequent chapters of this dissertation.*°

Despite the patient’s disheveled and mad external appearance, the ill man
believes that he is perfectly lucid and decisive, and within the reality in which he
believes he exists, the ill man acts consistently. After the two young men who brought
the patient to the hospital are given instructions on where to take him once he has been
checked in, the ill-man attempts to take charge, “l know, | know. | was here with you last

year. We inspected the hospital. | know everything and you’ll be hard put to outwit me”

39 “BocnaneHHble, LMPOKO PacKpbITble rnasa (OH He cnan AecATb CYyTOK) ropenu
HEenoABUXHbIM ropAYMM 6/1€CKOM; HEPBHAA Cy40pOra NnoAeprusana Kpam HUXKHel ryool;
CNyTaHHbIE KypyaBble BOAOCHI NaAany rpuBoM Ha 106; OH BbICTPbIMM TAXKENbIMU Laramu
XOAWAN U3 yraa B Yron KOHTOPbI, NbITIMBO OCMATPMBAA CTapble WKanbl ¢ Bymaramu u
KNeeH4aTble CTY/1bs U U3peaKa B3rnsaabiBas Ha CBOMX CNyTHUKOB” (222).

40 See, for example, in Master and Margarita, the moment when Riukhin, after escorting
Ivan to the mental institution, focuses on Ivan’s eyes and notices not a trace of madness
in them.



28

(“The Red” 197).% In addition to speaking in clear and seemingly knowledgeable words,
the protagonist walks into the hospital ward with purpose moments after he was pacing
in the waiting room.*? The protagonist believes that he is familiar with the property and
has inspected it in the past. While he could not have served as an inspector for Peter |, it
is possible that it is not his first time in the hospital. He may have been there as a patient
previously. His first steps into the mental ward are similar to his pacing in the entry
because they are also decisive (pewmntenbHbiii).** He is purposeful even in his madness.
The protagonist is confident in his actions and the reason for his presence in the
hospital, regardless of the impossibility of his stated purpose.

Not only the protagonist of the story is referred to as “ill-one.” All of the
inhabitants of the hospital are called “ill-ones” (6onbHbie). The word patient (nauuneHT) is
not used once, while ill-one (6onbHoW) appears sixty-two times within the fifteen pages
of prose.** Instead of a more neutral term, like patient, Garshin chooses a word that
indicates more directly the ill, sick, and invalid qualities of those occupying this space.

While patients receive treatment and have a reciprocal relationship with their medical

41 “—4q 3Hato, 3Hal0. A BbIN yXKe 34ecb C BaMK B NPOLLIOM rogy. Mbl ocmaTpusanm

60nbHULY. Al BCe 3HAlO, U MeHA byaeT TpyaHo obMaHyTb, —CKasan 6onbHol.” (“Krasnyi”
223).

42 “He turned towards the door. A warder opened it for him; with the same rapid, heavy,
purposeful step, his demented head held high, he walked out of the office and all but
ran off to the right, in the direction of the mental section” (197-198). | “OH nosepHycA
K ABepun. CTOpoXK pacTBOpPUA ee nepes HUM; TOLO XKe BbICTPOIO, TAMKENOH U
PeLNTENbHOI NMOXOAKO, BbICOKO NOAHAB 6€3YMHYI0 ro/108Y, OH BbILEN U3 KOHTOPbI U
no4ytn 6erom notuen Hanpaso, B OTAe/ieHne AyweBHoboNbHbIX” (223).

43 % .OH BbICTPLIMM TAXKENbIMW LIAraMu XOAM...TOKO e BbICTPOIO, TAXKENOI0 U
peLlmnTenbHOo noxoakow” (222-223).

4 The word nomewaHHsiii is also used to describe the patients. It could be translated as
mad or lunatic (228).
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staff, by naming them exclusively as “ill,” Garshin suggests that they are defined by their
conditions and thus condemned to live out their lives in sickness. The term “ill-one”
underscores their deviation from the societal norm by emphasizing their sickness over
any other identifying quality, and this label universalizes them to the point where none
of the ill-ones (6onbHble) are given names. They are all suffering, nameless individuals
occupying a space that has wretched effects on them. This lack of identification creates
distance between the readers and the patients and either lessens awareness of the
suffering and dismal conditions to which they are subjected, or provides a blank canvas
on which readers can better imagine themselves in the patients’ place. The only way in
which the protagonist stands out by name from the other ill-ones is the use of the
phrase “our ill-one” (Haw 6onbHoM).*> The use of the word our to modify ill-one places
the reader into a direct relationship with the protagonist. By creating this relationship,
Garshin invests the reader in the outcome of the patient’s quest. If he is one of ours, we

ought to identify with him and be sympathetic to his plight and fate.

Physical Space

4 “Our patient gobbled down the portion brought to him by the warder, who had called
him to his room, but was not satisfied with that and went into the dining-room” (206). |
“Haw 60nbHOU, BbICTPO NPOrOTUB CBOK NMOPLUIO, MPUHECEHHYIO CTOPOXKEM, KOTOPbIN
NoO3Ba/l ero B ero KOMHaTy, He yA0BOAbCTBOBAICA 3STUM M Nnowen B 06Lyto cTtonosyto”
(232).

“That’s enough, now, that’s enough,’ the supervisor said at last, when all the others had
finished their supper but our patient was still sitting over a bowl, scooping up gruel with
one hadn’t and clasping the other tightly to his breast. ‘You’ll turn your stomach’” (206).
| “—Hy, AoBONbHO, AOBONLHO, —CKa3a/, HAKOHEL, HaA3npaTeNb, KOr4a BCe KOHYUAM
YXUHaTb, @ Haw 60s1bHOU elle NPoaoKan CMAETb HaZ YalLKoOM, Yepnasa ns Hee O4HOM
PYKOW Kallly, a APpYroi Kpenko AeprKacb 3a rpyab. —O6veautecs” (234).
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In “The Red Flower” Garshin highlights the fact that the space is central to the
narrative by referencing it in the opening sentence.?® Although misguided by his
delusion, the protagonist believes he is present to perform an inspection of the space.
Thus, from the start, space is not separate from, but is integral to the experience of the
ill-one. As an inspector of property, the ill-one places importance on physical space
above other issues. Following his lead, as Garshin would have us do, if we adopt the
perspective of a government property inspector, we should turn to the details given in
the story about the hospital. In an effort to illuminate how the space of the madhouse
affects the individuals inside its walls, as well as to uncover the symbolic function of the
space, we must begin with the surface details. After all, these details offer much deeper
meaning, to the reader as well as to the ill-one, who, when gazing through the window
of his room, “read in the walls, in the crumbling stucco, in the fragments of brick and tile
that he found in the garden; all the history of that house and its garden was inscribed on
them” (203-204).%” Just as he did, we too must read the space in order to understand it

and its function.

46 “UmeHem ero MMNepaToPCKOro BeInYecTBa, rocyaapsa nmneparopa MNetpa Mepsoro,
06bABNAID PeBU3NIO ceMy cymacweawemy aomy!” (222). | “In the name of His Imperial
Majesty, the Sovereign Emperor Peter the First, | hereby proclaim an inspection of this
lunatic asylum!” (197).

474 .BMAen B BeLLax BCIO UX MCTOPMIO; 6o/blune BA3bl B HONbHUYHOM caay
paccKasblBanu eMy Lenble fIereHabl U3 NepexkmToro; 3a4aHme, AeUNCcTBUTENbHO
NOCTPOEHHOE A0BO/ILHO AABHO, OH CYMTan NOCTPOMKoM MNeTpa Benunkoro un 6bin yBepeH,
YTO LLapb KW B Hem B 3noxy MonTaBcKol 6UTBbI. OH NpoYen 3TO Ha CTeHaX, Ha
06BanuBLUENCA LWITYKATYPKE, HAa KYCKaxX KMpNunya u n3pasL,os, HAXOAUMbIX UM B caay; BcA
ncTopus Aoma u caga bblia HanucaHa Ha HUX. OH Hacenun maneHbKoe 3gaHne
MepTBELKON AECATKAMMU U COTHAMM SABHO YMEPLLMX NH0AeN U NPUCTaNbHO BIAAbIBaACA
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The reader is introduced to Garshin’s madhouse in the registration room. This
room is presumably small as the patient quickly paces from wall to wall, there is not
much furniture, and the room’s purpose does not require a large space. The room has
corners, from which one can pace, and a door—the entrance to the hospital.*® Since any
standard room has corners and a door, the environment of the room is created by the
objects within it, illuminating the age and use of the institution. The protagonist is
registered “in a large, ragged ledger that lay on an ink-drenched desk”*® and while
pacing he stares at “old cupboards full of papers and the oil-cloth chairs” (197).%° These
items indicate that this office is either old, has been well-used, or both. If there had not
been many patients admitted, or their registration performed sloppily, there would likely
be much less ink coating the registration desk, fewer papers stuffing the cabinets, and
the registration book would not be so ragged.>! Such an aged or much-used condition
suggests that the institution either provides good treatment—constantly admitting and
releasing people, or is perhaps the only space available to hide away individuals deemed
unfit for life in respectable society.

Upon the ill-one and his escorts exiting the registration room and entering the

hospital ward, the narrator provides a detailed physical description of the institution.

B OKOHLLE, BbIXOAMBLUEE U3 ee NoABaNa B YyrosoK caja, BUAA B HEPOBHOM OTPAXKEHUU
CBETa B CTAaPOM PaZYKHOM U FPA3HOM CTEK/IE 3HAKOMbIE YepTbl, BUAEHHbIE UM KOTAa-TO
B *KM3HW UM Ha nopTpeTax” (229).

48 OH BbICTPbIMM TAXKENbIMU LLIAraMu XOAWA U3 yana 8 Y201 KoHmopsl...” (222-223). |
“...with rapid, heavy strides he paced from one corner of the office to the other...” (197).
49¢ B BOMbLUYIO MCTPENaHHYIO KHUFY Ha 3aUTOM YepHunamu ctone...” (222).

>0 “ _cTapble wKanbl ¢ Bymaramu u KneeHyatble cTyba...” (223).

>l ycrpenaHHbIN = ragged, worn-out, torn
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It was a large stone edifice, built in the old governmental style. Two large
rooms—a dining-hall and a common room for the quieter patients—a wide
corridor with a French window>? that looked out onto a flower-garden, and some
twenty separate rooms allocated to the patients, occupied the ground floor; and
here there were also two dark rooms, one with padded walls and one paneled
with wood, to which violent patients were consigned, and a huge, dismal, vaulted
chamber that was the bathroom. The upper story was for the women. A babble
of sound, broken by howling and wailing, carried down from there. The hospital
had been built to accommodate eighty, but, since it served several neighboring
provinces, the roll could be anything up to three hundred. The small rooms
contained four or five beds each; in winter, when the patients were not allowed
out into the garden and all the windows were locked tight behind their iron bars,

the hospital grew unbearably stuffy (198).%3

>2 This phrase would be better translated as French door or even glass door as the
Russian word is clearly door (aBepb) and not window (okHo) and doors create a
substantially different boundary than windows, even, or perhaps especially, when they
consist of glass.

>3 “370 6bIN10 60/bLIOE KAMEHHOE 3/iaHNe CTaPUHHOM Ka3eHHOM NOoCTPoiKkuK. [1Ba
6onblKX 3ana, OA4MH—CTON0BaA, Apyroi—oblee NomelLeHME AR CIOKOMHbIX
60/1IbHbIX, LUMPOKUIA KOPUAOP CO CTEKNAHHOW ABEPbIO, BbIXOAUBLUEN B Caf, C LLBETHUKOM,
N AeCATKA [Ba OTAE/NbHbIX KOMHAT, F4e XUIK 60NbHbIe, 3aHUMANN HUKHUIM 3TaxK; TyT XKe
6blIN YCTPOEHDI ABE TEMHbIE KOMHATbI, 04Ha 06uTas TiopAKamu, gpyras AOCKamM, B
KOTOpble caxanu ByiHbIX, U OFPOMHAA MPAYHAA KOMHATa CO CBOAAMMU—BAHHas.
BepxHWii aTaXK 3aHMMaNM KeHWmMHbl. HeCTPOMHbIN WYM, NpepbiBAaEMbIN 3aBbIBAHUAMMU U
BONIAMM, HeccA oTTyAa. bonbHMUa HGbina ycTpoeHa Ha BOCEMbAECAT YE/IOBEK, HO TaK Kak
OHa OZlHa C/Y»KMNA Ha HECKO/IbKO OKPECTHbIX r'y6epHWUIA, TO B HEM NOMELLA0Ch 40
TpexcoT. B Heboblwmnx KamopKax HbIN10 NO YeTbipe M NO NATU KpoBaTeW; 3MMON, Koraa
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While there is a theoretical plan for the use of space in this hospital—it was built for
eighty patients—it is subject to overuse due to demand: there were as many as three
hundred patients at any given time.

From this description, it can be inferred that the entirety of the hospital is
reserved for patients suffering from mental health disorders. Male and female patients
are divided by gender, but they are not further divided by illness or condition. The
patients are crammed four or five to a room. However, the encounters shown with the
protagonist in his room do not indicate the presence of additional patients. If the
hospital is that crowded, it seems impossible that he would not have roommates, yet
the narrator makes no mention of them. In fact, little to no information about any other
patients is ever provided. There is much more emphasis on the characteristics of the
physical space and the ways in which the protagonist interacts with this space than on
the ways in which he interacts with people. There is mention of him holding
conversations with other patients in the garden, but there is no indication that any of

them respond to him other than with their own mumblings.>* The only coherent

60/1bHbIX HEe BbIMYCKaN B Caj, U BCE OKHA 3a XKeJie3HbIMM pelleTkamun 6biBann Harnyxo
3anepTbl, B 60/1bHULE CTAHOBMAOCH HEBLIHOCMMO AyLWHO” (223).

Yarwood rightfully comments that this description of the hospital makes us “feel we are
on a guided tour” (70).

>4 “He walked in the garden until evening, making new acquaintances and holding
strange conversations in which each of his interlocutors heard nothing but replies to his
own lunatic thoughts, couched in absurd and cryptic words” (“The Red” 205). | “OH
rynan no cagy 40 CaMoro Beyepa, 3aBoAA 3HaKOMCTBaA M BeAA CTPaHHble pasroBopsbl, B
KOTOPbIX KaXKablii U3 cobecegHMKOB C/bILan TObKO OTBETbI Ha CBOM H6e3yMHble MbICNK,
BblpaykaBLUMecs Heseno-TanHcTBeHHbIMK cnoBamm” (“Krasnyi ” 231).



34

conversations he has are brief ones undertaken with employees of the hospital. The
quantity of words devoted to spatial description compared with character development
is indicative of the importance of the physical space.>®

Almost nothing about this madhouse is inviting. The only exceptions are two
elements that seem misplaced—the French doors and the flower garden. Why, when
relegating ill people to a space filled to almost four times its intended capacity, would
they maintain the features of glass doors and a flower garden? Something about the
very presence of these doors—fragile windows to the partially external, natural world—
is unusual, particularly in a space that also contains rooms with padded and paneled
walls for the containment of “violent” or “impetuous” individuals.>®

Following the broader description of the hospital as a whole, the narrator follows
the protagonist into one of the aforementioned rooms in the building—the bathing

room.

The new patient was led into the room where the baths were. Such a place
would have oppressed even a sane person, but on a distraught, agitated
imagination its effect was all the more oppressive. It was a large room with a
vaulted ceiling and a sticky stone floor, whose sole source of light was a corner
window; the walls and the vaulted ceiling were coated with dark-red oil-paint;

set flush into the grime blackened floor were two stone bath-tubs that

> There are only fifteen pages in all in the story.
>6 |n Russian, 6yiiHble.
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resembled oval pits brim-full with water. A huge copper stove with a cylindrical
boiler for heating the water and a whole system of copper pipes and taps
occupied the corner opposite the window. To the distraught mind, it all had an
uncommonly dismal and bizarre air, and the gloomy expression on the face of the
warder in charge of the baths—a stocky, eternally taciturn Ukrainian—made it

worse still (“The Red” 198).>’

This bathing room is dark, cold, and unclean. It is large and has vaulted ceilings,
indicating that it is spacious, but this size is not felt. The dark-red color of the walls and
ceilings, stickiness and griminess of the stone floor, and the lack of light are encroaching,
causing the patient to feel trapped. A space for treating the ill should not be dirty and
dark, yet this is the precedent set for this hospital from the outset of the story.

Nothing about this physical space provides the protagonist with a sense of calm

or hope for healing. Instead, he begins to feel like a prisoner. Undergoing the bathing

>’ “HoBoro 60/1bLHOrO OTBE/IN B KOMHATY, rAe NOMELLANNCh BaHHbI. W Ha 340p0BOro
YyesioBeKa OHa MOr/la MPOU3BECTU TAXKe10e BNeYaTaeHne, a Ha PacCTPOEHHOE,
BO3OyXAeHHOe BoobpaxeHne AencTBoBana tem 6osee Taxeno. 1o 6bina bonblian
KOMHaTa CO CBOAAMM, C IMMKMUM KaMeHHbIM MOJI0M, OCBELLEHHasA OAHUM, CAE/NaHHbIM B
Yr/ly, OKHOM; CTE€HbI M CBOAbI OblIN BbIKpaLLEeHbl TEMHO-KPACHOK MAC/IAHOK KPacKoto; B
noyepHeBLEM OT rpA3n MOy, B YPOBEHb C HUM, BblIN BAENAHbI ABE KAMEHHble BaHHbI,
KaK [Be OBa/ibHble, HaNO/IHEHHbIE BOAOM AMbl. OrpomMHas MeaHas neyb ¢
UUNMHOPUYECKMM KOTIOM A5 HAarpeBaHWs BOAbl U LLeN10 CUCTEMOM MeAHbIX TPYOOK 1
KpPaHOB 3aHMMana yros NPOTUB OKHa; BCE HOCUI0 HEOBbIKHOBEHHO MPAYHbIN K
daHTaCTUYECKUI ANA PacCTPOEHHOW ro/10Bbl XapaKTep, U 3aBeA,0BaBLUMIA BAHHbIMMU
CTOPOXK, TO/ICTbIA, BEYHO MOJIHABLUMIA XOX0/1, CBOED MpaYvyHoto pU3MoHoOMUED
yBennumBan srnedatnenme” (“Krasnyi” 223-224).
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treatment, he begins to wonder, “What was this? The Inquisition?>® A place of secret
execution, where his enemies had determined to do away with him? Perhaps Hell
itself?” (“The Red” 198).>° The narrator even describes the bathroom as “this fearsome
chamber”®0 (198). It is a space where terrible or frightful events unfold. It is not
conducive to any humane treatment. This space where the patient is inducted into the
madhouse incites fear and reminds him of prison, indicating that the asylum in “The Red
Flower” serves a purpose separate from the task of treating the mad. The frightening
conditions of the prison, described by the narrator and acknowledged by the ill-one,
however, are juxtaposed with the ultimate result of the space on the ill-one, namely his
transcendence and salvation.

Although the hospital is overcrowded, housing four or five patients to a room,
our ill-one appears to be housed in a room of his own. After the ordeal in the bathing
room, he is taken to a bed where he wakes, listens to the sounds around him, and
ponders where he is (200).%* Structural details indicate that the sounds he hears are not
coming from his room. The narrator states, “the breathing of sleeping patients carried
from the large room next door” and “from the women’s section upstairs came a hoarse

contralto singing a wild refrain” (200; emphasis added).®? Walls and ceilings separate the

>8 A passing reference to role of the Grand Inquisitor in Gogol’s “Diary of a Madman”
(1835).

%9 “Y10 370? UHKBU3MUMA? MeCcTo TaillHOM KasHK, rae Bparv ero pewwmam NoKOHYUTb C
HUM? MoeT bbITb, cambli ag?” (“Krasnyi”224).

60 “51y cmpawHyto KomHaty” (224).

61 “"rne a? Yto co mHOM?" npuwno emy B ronosy” (225).

62 “ .u3 cocedHeli 6016WOL KOMHaGMBbI CABILLANOCH AbIXaHWe cnALWMX 6oNbHbIX [...] da
c8epxy, U3 HEeHCKO20 0moesieHUs, XPUNblA KOHTPaNbTO Men KaKyto-To AUKYIO NecHo”
(225).
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patient from the origins of the sounds and presumably from the other inhabitants of the
hospital. How, in such an overcrowded building, is our ill-one allotted his own space?
Such isolation may be explained by his condition or the treatment he is receiving, yet for
the purposes of the narrative, such isolation allows the reader to focus exclusively on
the impact of the physical space on the ill-one.

Once the ill-one has fallen back asleep, the narrator further describes the

physical attributes of the space.

The open window with its iron bars looked out onto a secluded corner between
the big buildings and a stone wall. No one went to that corner, and it was densely
overgrown with uncultivated shrubs and with lilac which was blooming lushly at
that time of year... behind the bushes, directly facing the window, loomed the
high dark wall; the high crowns of trees, bathed and suffused with moonlight,
peered over it from the main grounds. On the right rose the white hospital
building with its iron-barred windows lit from within; on the left, vivid in the
moonlight, was the blank, white mortuary wall. Moonlight poured through the
window-bars into the room, dipping to the floor and illuminating part of the bed

and the patient’s pale, exhausted face... (200).%3

63 “OTKpPbITOE OKHO C >KENe3HbIMU PELLIETKaMM BbIXOAMNO B Ma/IeHbKUIA 3aKOYNOK MeXay
60/1bWNMM 34aHUAMN N KAMEHHOM Orpafoii; B 3TOT 3aKOY/I0K HUKTO HUKOrAa He
3aX04MAN, U OH BECb IyCTO 3aPOC KAKMM-TO AMKMUM KYCTapPHUKOM U CUPEHbIO, MbILLHO
LBETLIEH B TO BPEMA roAa... 3a KycTamu, NPAMO NPOTUB OKHA, TEMHE/1a BbICOKas
orpaga, BbICOKME BEPXYLUKN AepeBbeB 60/1bLIOro caaa, 06a1Tbie U MPOHUKHYTbIE
JIYHHbIM CBETOM, rNsaenu ns-3a Hee. Cnpasa nogbimanoch 6enoe 3gaHme 601bHULDI C
OCBELLEHHBIMW U3HYTPU OKHAMMU C KeNe3HbIMU pelueTkamu; cnesa—6enas, aApkas oT
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A window—a unique kind of barrier as it prevents physical passage, but not light and
vision — is used to transition from the interior to the exterior of the hospital. While there
is a window in the patient’s room, it is blocked by iron bars. The bars are to prevent the
patient from escaping, making the window more oppressive than walls. The window is
designed to keep the patient in, but it is also a structure through which the outside

world can be viewed, as we shall see below.

Color

From this point in the story forward, the patient’s attention is consumed by the
eponymous flower and its redness. As his obsession with the flower takes root, he
attributes a special power not only to the flower, but to the physical world and all that

occupies it. For instance, the narrator states that:

..in any object he saw all its history; the great elms in the hospital garden
recounted to him entire legends from the past; he believed that the building,
which was in fact quite old, had been built by Peter the Great, and he was sure
that the Tsar had lived there at the time of the Battle of Poltava. This he read in

the walls, in the crumbling stucco, in the fragments of brick and tile that he found

NYHbI, FyXan cTeHa MepTBELLKON. JTyHHbI CBET Najan CKBO3b PeLUeTKY OKHa BHYTPb
KOMHaTbl, Ha N0/, U OCBELLaN YacTb NOCTENU U N3MYyYEeHHOe, baegHoe Anuo 6onbHOro”
(225-226).
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in the garden; all the history of that house and its garden was inscribed on them.
He populated the small mortuary building with dozens, with hundreds of the
long-deceased, and would gaze fixedly into its little cellar window that looked
onto the corner of the grounds, seeing in the light glancingly reflected in the
grimy, rainbow-hued old pane familiar features that he had glimpsed once in life

or in portraits (203—204; emphasis added).®*

In order for us to follow the protagonist and to “read” the world around him, |
will now analyze the use of color in the story, a feature that communicates much of the
symbolic content within the story. In “The Red Flower”, there are ten different
adjectives and two participles that attribute color. Of those twelve color words, most fall
into the category of “red”. With red symbolizing the accumulated evil of the world, and
the object of the ill-one’s quest, it is not by accident that Garshin highlights this color in
the title of the piece. The words that indicate a shade of red—red (kpacHbiit), dark-red
(TemHoO-KpacHbIit), and scarlet (anbii1), are used three times as often as any other color.

While white (6enbiit) is the second most frequently used color word, it appears only five

64 “ _.BMAEN B BelLax BCIO UX UCTOPUIO; BonbLuMe BA3bI B 6ONbHUYHOM cady

paccKasbiBaAn eMy Lenible NereHabl U3 NeperKUToro; 3gaHue, AeNCTBUTENbHO
NOCTPOEHHOE A,0BO/IbHO AABHO, OH CYMTAN NOCTPOMKOM MNeTpa Bennkoro n 6bin yBepeH,
YTO LLAaPb XKUN B HEM B 3Moxy MonTasckon 6UTBbI. OH NPOYEN 3TO Ha CTeHaXx, Ha
06BanMBLUENCA LWITYKATYPKE, HAa KyCKax KMpNun4ya 1 n3pasLos, HAX04MMbIX UM B Cady; BCA
ncTopua Aoma u caga bbina HanmcaHa Ha HUX. OH HaceNnn ManeHbKoe 3aaHune
MEPTBELKOM AECATKAMU U COTHAMM 4ABHO YMEPLUUX Nt04eM U NPUCTANbHO BrAAbIBANCA
B OKOHLLe, BbIXOAMBLLEE U3 ee NoABasa B Yro/0K CaZa, BUAA B HEPOBHOM OTPAXKEHUM
CBETA B CTAPOM PafyKHOM W rPA3HOM CTEK/1e 3HAaKOMbIe YepTbl, BUAEHHbIE UM KOr4a-To
B XKM3HU UM Ha nopTpeTtax” (229).
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times in contrast with fifteen instances of red. Not only does no other color appear
more than twice, collectively there are only sixteen uses of color words (adjectives and
participles) other than red. The sheer frequency of the color red in comparison to other
color words is impactful. With fifteen instances of red in a story that spans a mere
fifteen pages, there is enough red to touch every page.

In addition to the frequency of the red, it is also often amplified by the Russian
word iarkii (apkmi). This adjective expresses the meaning bright or vivid, as well as
flaming or blazing. Along with its comparative form, iarche (apue), it is used four times.
Each of these instances refers to the red flower. A further link to fire and thereby its
associated red-orange glow is visible in Garshin’s use of the word ugo/’ki (yronbku) to
identify the two red flowers beginning to grow in the garden.®® The inclusion of the
adjective iarkii and the noun ugol’ki adds intensity to the redness of the flowers. In an
important moment of revelation to the reader, the protagonist even stops to compare
the red of the flower to the red of the cross on his hat and notes, “The flowers were
brighter” (205).%¢ No red in “The Red Flower,” burns as bright as the red of the poppies.

The first mention of red in the narrative stands in contrast to the bright redness

of the flowers. In the aforementioned description of the bathing room, it is noted that

85 “He had almost forgotten about the flowers, but mounting the porch as he left the
garden, in the densely darkening grass that was already touch with early dew, he saw
once again the likeness of the two embers” (205).| “OH nouTn 3abbin 0 UBETKE, HO,
yXxo4A U3 cafa M NoAHMMAACb Ha KPbl/bLLO, CHOBA YBUAEN B I'YCTOM NOTEMHEBLUEN U YKe
HauYMHaBLUEN POCUTBLCA TPaBe TOYHO ABa KPACHbIX y2oabka” (231).

66 “Ho 6oabHOM, camMo coboto pasymeeTca, NpuaasBan STOMYy KpacHOMY Kpecmy ocoboe,
TaUHCTBEHHOe 3HayeHue. OH CHAN ¢ cebAa Koanak MU NOCMOTPEN Ha KPecT, NOTOM Ha
LBeTbl Maka. Leemeoi 6binu apye” (231; emphasis added).
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“the walls and the vaulted ceiling were coated with dark-red oil-paint” (198).%” This dark-
red paint, together with the other features, of the room creates a gloomy or bleak
(mpauHbIlt) environment. In contrast to the flowers, the madhouse, as marked by the
deep-red walls and ceiling of its bathroom is uninviting. Unlike a blaze of color that
attracts the eye and incites the obsession of the protagonist, the color red in relation to
the physical space in which he resides is the bearer of oppression and confinement. It is
used to emphasize the suffocating property of the literal barriers that the protagonist
finds himself restricted by—walls and ceiling.

While the initial introduction of the color red in Garshin’s tale is a part of the
physical structure of the hospital, none of the remaining red elements are attributed to
the physical space itself. Instead, they are physical objects contained, like the
protagonist, within the boundaries of the madhouse. These items that occupy the space
of the hospital steal the attention of the protagonist. As mentioned above and as
evidenced by the title of the narrative, a red flower is the most important of these
objects. The main action of the tale is a quest and its object is the destruction of the red
flowers.

In addition to the patient’s goal focused attention on the flowers, he is
surrounded by other physical, red details. Although these red features do not directly
incite his obsession, he is subject to and affected by them. The clothing that the patient

is given to wear is adorned with “broad red stripes and enormous flowers” (201).%8 The

67 “ . .cTeHbl 1 cBOAbI 6bINN BbIKPaLLEHbl TEMHO-KPaCHOK MacaAHOI Kpackow” (223).
68 “  xanata n3 GyMarkHOW MaTepum C LULMPOKUMWU KPACHbIMU NONOCAMU N KPYMHbIMM
usetamn” (227).
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patient’s attire constantly moves with him throughout the space of the madhouse. An
object that he is physically tied to contains not only the titular color, but also its object—
the flower. Not only does red enshroud the protagonist in his wardrobe, but the only
outside space he is admitted access to—the garden, is also laced with red. In it, there is
a dahlia with red speckling across its yellow petals, which sits at the center of the garden
and is considered to be particularly rare (204).%° While this particular flower draws the
attention of the entire population of the hospital,” it is the solid, bright redness of the
poppies that incites the patient’s mania. Red is an element that the protagonist is
constantly bound to, one that he cannot escape. The color red not only as applied to
walls and ceilings, but in and of itself, becomes a barrier. It confines and controls the
protagonist’s motion, his thoughts, and his desires.

The remaining redness in Garshin’s tale is seen on the patient himself. During his
treatment in the bathroom at the outset of the narrative, when the hospital worker pulls

the Spanish fly off of the patient’s neck, the patient is left with “a raw, red wound” (199;

89 “Yron cafa 3apoc rycTbiM BULLHAKOM; BAOJ/Ib HETO TAHYUCH aNen U3 BA3OB;
nocpegmnHe, Ha He6oNbLIOM MCKYCCTBEHHOM rOpKe, Hbla pa3BeAeH camblii KPacuBbIi
LUBETHMK BO BCEM Cafly; APKME LBETbI POC/IN MO KPasM BEPXHEW MNNOLLAAKM, a B LLEHTpe
ee KpacoBanacb 6onbluan, KpynHas 1 peaKas, }Kentas ¢ KpAcHbIMU KpannHKamun ganma”
(230).

70 “Ona cocTaBiANa LEHTP M BCEro cafa, BO3BbIWAACL HaZ, HUM, U MOXHO 6b110
3aMeTUTb, YTO MHOrMe BonbHbIEe NPUAABANN €M KaKoe-TO TAUHCTBEHHOE 3HAaYeHMe.
HoBomy 60/1bHOMY OHa Ka3anacb TOXe YEM-TO He COBCEM OObIKHOBEHHbIM, KAKUM-TO
nannagmymom caga u 3ganuns” (230). | “This flower really marked the centre of the
whole garden, lifting itself above it, and the fact could not pass unnoticed that the
inmates paid it some mysterious tribute. To the new patient it also seemed out of the
ordinary, as some sort of a palladium of the garden and building” (23).
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emphasis added).”* While this wound is the only one that is described as red, there are
other mentions of injuries to the patient which would appear red as well. The night after
he picks the second poppy, his eyes burn (209), and on the evening of his final quest to
attain the third poppy, he skins his shoulder, elbows, and knees as he moves through his
bedroom window out into the hospital yard (210).”> Once he lands in the yard, it is
noted that he has “torn finger-nails and bloodied hands and knees” (210-211; emphasis
added).”® In the protagonist’s quest to destroy the red poppies, his body is slowly taken
over by painful redness.

Every additional use of red in “The Red Flower” is in a direct reference to the
poppies with which the patient is obsessed. That means that eight of the fifteen
instances of red in the narrative refer to these flowers. It is worth noting that the first
two mentions of the flower make use of the word scarlet (anbii) instead of a more
generic red (KpacHbii). Regardless, more than half of the uses of the color red concern

the patient’s goal—the collection and destruction of the poppies.

71 “Conpart B3 3a ABa KOHLA rpyboe nosoTeHLe M, CUIbHO HaXKMMas, BbICTPO NpoBen
MM MO 3aTbl/IKY, COPBAB C HEFO M MYLLKY M BEPXHUI CIOM KOXKWN N OCTaBUB OBHaXKEHHYIO
KpacHyro ccagnny” (225).

72 “OH NpoTUCKaNCA CKBO3b Hero, ccaams cebe naeun, T0KTU U OBHAKEHHbIE KONEHM,
npobpancsa ckBO3b KYCTbl U OCTaHOBWJ/ICA Nepen cteHon” (237).

73 “OB6opBaBWKCL NOC/E NEPBOI NOMbITKKU, C 060PBAHHbLIMU HOTTAMM, OKPOBaB/IEHHbIMM
PYKaMM U KOJIEHAMM, OH CTa/l UCKaTb yaobHoro mecta” (237).
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The redness of the poppies is referenced when the patient first sees the poppies
through the French doors’* and again when he first enters the garden.”® Throughout his
brief stay in the hospital, both the redness and the power of these flowers intensify. The
ill-one feels physical pain when he tries to pick the first flower.”® After his first attempt to
pick a poppy fails, he almost forgets about them, but is drawn back in by their vivid
redness.”” He begins to believe that his purpose in life is to destroy the flower which, to

him, contains all the evil of the world.”®

74 “His attention had been caught by an extraordinarily vivid scarlet flower, a variety of
poppy” (202). | “Ero BHMMaHMe NPUBNEK HEOObIKHOBEHHO APKWUIA asbili LBETOK, OAUH U3
BMAOB MaKa” (228).

7> “And here too, by the porch, grew three clumps of an unusual kind of poppy which
was much smaller than the familiar variety and differed too, in being an exceptionally
vivid shade of scarlet” (204). | “TyT *Ke, HeaAaneKo OT KPblbLa, POCAU TPU KYCTMKA MaKa
KaKoW-To ocobeHHOoM nopoabl; OH Obl/1 ropasgo MeHblle 06bIKHOBEHHOIO M OT/INYaCs
OT Hero HeobbIKHOBEHHO APKOCTLIO as1020 ugeTa” (230)

76 “He felt heat and a stabbing pain in his outstretched hand and then throughout his
body, as if a powerful current of some force unknown to him were emanating from the
red petals and striking through his entire body” (205). | “OH no4yBCTBOBAA *Kap U
KOJIOTbE B NPOTAHYTOM PyKe, a MOTOM U BO BCEM Tene, Kak byaTo 6bl KAKON-TO CUbHbBIN
TOK HEM3BECTHOW €MY CUJ/Ibl UCXOAMUN OT KPACHbIX NENECTKOB M NPOHU3bIBAN BCE €ro
Teno” (231).

’7 “He had almost forgotten about the flowers, but mounting the porch as he left the
garden, in the densely darkening grass that was already touch with early dew, he saw
once again the likeness of two red embers” (205). | “OH no4yTtK 3abbin 0 LUBETKE, HO,
yxoaA 13 caga M NOAHUMASAC HA KPblibLO, CHOBA YBUAEN B NYCTON MOTEMHEBLLEN U yiKe
HaUYMHaBLUEN POCUTLCA TPABE TOYHO ABa KPACHbIX yronbka” (231).

78 “TIpn NepBOM B3rNAAE CKBO3b CTEKNAHHYIO ABEPb as1ble NenecTKU NPUBNEKAN ero
BHMMaHME, N eMy NOKA3a/10Cb, YTO OH C 3TOM MUHYTbI BMOJIHE NOCTUT, YTO UMEHHO
OOJ/I*KEH OH COBEPLUMTbL Ha 3emM/e. B 3ToT ApKMI KpacHbIli LBETOK cobpanock Bce 310
Mupa. OH 3Ha, YTO M3 MaKa AeNnaeTcs OnNnymM; MOXKeT BbiTb, 3Ta MbIC/b, PA3PaCcTaAch U
NPUHUMAnA YyaoBULLHbIE POPMbI, 3aCTaBUNA €ro CO34aTb CTPALUHbIA GaHTACTUUYECKUN
npu3pak. LBeTok B ero rnasax ocywectsnsn coboto Bce 310; OH BNUTaN B cebs BCO
HEBWHHO MPOAUTYIO KPOBb (OTTOrO OH M Bbl TaK KpaceH), BCe Cae3bl, BCHO Kedb
yenoseyectBa” (233).
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At first glance through the French windows, the scarlet petals had attracted his
attention and from that moment he believed he had comprehended perfectly
what he was to accomplish on earth. In that vivid red flower, all the evil of the
world had accumulated. He knew that opium is derived from poppies; perhaps it
was that thought, ramifying and taking on grotesque forms, which had prompted
the creation of this rightful, bizarre specter. In his eyes the flower embodied all
evil. It had soaked up all the innocent blood ever spilled (which was why it was so

red), all the tears, all the bile of mankind (207).

Ultimately, he suffers his physical death while holding the third and final red poppy in his
hands.”

The patient’s belief that, “in that vivid red flower all the evil of the world had
accumulated... In his eyes the flower embodied all evil” is directly tied to its redness
(207).2° To him, the flower “had soaked up all the innocent blood ever spilled (which was
why it was so red), all the tears, all the bile of mankind” (207).8! Were it not for the
flowers’” emphatic redness, they would not as vividly represent evil to the ill-one. As the

patient collects the flowers, one by one, he feels that he is absorbing their evil.8? His

73 “pAs they laid him on the stretcher, they tried to unclench his hand and remove the red
flower” (211). | “Koraa ero Knanu Ha HOCWUJIKK, NONPOBOBaNM pasxaTb PYKY U BbIHYTb
KpacHbil useTok” (238).

80 “B 310T ApKMUI KpacHbIli LBETOK cobpanock Bce 310 Mupa... LIBeToK B ero rnasax
ocyuecTtsnan coboto Bce 310" (233).

81 “oH BnnTan B cebA BCIO HEBUHHO NPOUTYIO KPOBb (OTTOro OH M BbI/1 TaK KpaceH), Bce
cnesbl, BCIO Xenyb yenosevecrsa” (233).

82 “That was why he had it hidden on his breast. He hoped that by morning the flower
would have lost all its power. Its evil would have passed into his breast, his soul, and
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absorption of their evil is embodied in his physical appearance, as each time he collects
a flower, his skin becomes pale.?3 This paling of his flesh creates the perfect canvas on
which to highlight his aforementioned reddening: his skin pales while his eyes and
wounds shine red.

Garshin’s madhouse, both partially coated in and filled with red, provides a space
in which his protagonist can suffer the end of his physical life, only escaping the space
through transcendence into death. The implications of the symbolism of the color red
and its connection to evil and the death of the protagonist can only successfully be

explored in conjunction with the other physical attributes of Garshin’s madhouse.

there would be conquered or conquer — then he would perish, but perish an
honourable warrior, the foremost warrior of mankind, because no one hitherto had
dared to grapple with all the evil of the world at once” (207-208). | “MoToMy-TO OH K
cnpAaTan ero y ceba Ha rpyamn. OH Hageanca, YTo K yTpy LLBETOK NOTEPAET BCIO CBOO CUAY.
Ero 310 nepenget B ero rpyab, ero aywy, 1 Tam byaet nobexxaeHo nnm nobeant—roraa
CaM OH MOrMbHeT, YyMPET, HO YMPET KaK YecTHbI 6oel, 1 Kak nepsbint boel,
4yenoBeyecTBa, MOTOMY YTO A0 CUX NOP HUKTO HE OCMeNnBancA 6opoTbCA Pasom CO BCEM
310m Mmupa” (234).

8 Flower 1: “When the fresh, dewy leaves touched his body, he turned pale as death
and opened his eyes wide in horror” (206). | “Koraa cBexxue, pocUCTbie TNCTbA
KOCHY/IUCb ero Tena, oH nobiefHen Kak CMepTb M B yXKace LWMPOKO pacKkpbla rnasa”
(232).

Flower 2: “Next day the patient took a turn for the worse. Frightfully pale, with sunken
cheeks and burning eyes receding deep into their sockets, he continued his frenzied
pacing in a faltering gait, stumbling frequently, and talked and talked endlessly” (209). |
“Ha ppyroit geHb 60nbHOMY CTano xyxe. CTpawHo 6aegHbIN, C BBAAUBLLUMMUCSA LLEKAMMU,
€ rnyboKo yweAwnMm BHYTPb r1a3HbIX BNAAWH FOPAWMMM F1a3aMu, OH, YKe
LIATaAOLWEOCA MOXOAKON M HACTO CNOTbIKAACh, MPOAOXKAN CBOIO HelleHyo xoabby u
rosopwu, rosopun 6e3 kKoHua” (235).

Flower 3: “In the morning he was found dead. His face was clear and serence; his
emaciated features, with the thin lips and deep-sunken, cloased eyes, bore an
expression of prideful joy” (211). | “YTpom ero Hawan mepTebIM. J/IUL0 ero 6bi10
CMOKOWMHO U CBET/I0; UCTOLLLEHHbIE YepPTbl C TOHKUMK ry6amun 1 rnyboKo BnaBLLIMMMU
3aKpbITbIMW F/1a3aMK BblpaXKa/n Kakoe-To ropgennsoe cyactoe” (237-8).
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Therefore, this symbolism will be treated more thoroughly in the final section of this

chapter.

Light

Returning to the physical description of bathroom in “The Red Flower”, the
presence and lack of light is introduced. While describing the bathing room, the
narrator indicates that the “sole source of light was a corner window” (198).84 Natural
light illuminates the room, but not sufficiently to cut through the oppressive character of
the space created by the dark-red paint and grime. Light is often seen as a source of life
and associated with safety and with God or the sublime.8> As such, the presence or
absence of light in a hospital otherwise awash in Christian symbolism, a space that
should exist to protect or heal life, warrants exploration.

Despite common associations of light with life and hospitals with healing, the
image Garshin creates of the bathroom is dark. In the midst of this darkness, the
protagonist shouts out words aimed at receiving divine intervention to alleviate his
suffering. While he is held in the water of the bath, “he screeched out a disjointed tirade

unimaginable to anyone who had not actually heard it. It was a jumble of prayers and

84 “ ocBelleHHaA OAHUM, CAENAHHbIM B Yy, OKHOM...” (223).

8 After descending Mount Sinai and speaking with God, Moses’s face shone and he had
to veil it (Exodus 34: 29-35).
8 |n The Master and Margarita, the Master is granted peace instead of light.
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maledictions” (“The Red” 199).8” These prayers invoke Saint George and God. The
protagonist wishes not to die and uses the torment endured by Christ to parallel himself
with God, “Oh my God! Oh you who were tortured before me! Deliver me, | pray you”
(199).28 Although light may be symbolic of the divine, the natural rays that enter the
bathroom fail to cut through the dinginess or ease the patient’s physical and emotional
suffering. While it does not succeed in alleviating the ill-one’s suffering, the single
window that pours light into the room may be the protagonist’s only link to the divine in
this dark and dingy bathing area, and light may be his only access to escape or hope
within the entire institution.

While all natural light seems to offer some connection to the divine, moonlight
appears especially efficacious to the ill-one, seeming to contain a cure, or the essence of
life in other spaces within the madhouse. During his first night in the institution, the
protagonist awakes in his bedroom and he appears sane: “Moonlight poured through
the window-bars into the room, dipping to the floor and illuminating part of the bed and
the patient’s pale, exhausted face with its closed eyes, there was not a sign of insanity
about him now...%° For a few moments he awoke, in full possession of his faculties, as if

he were normal” (“The Red” 200). His sanity is only slips away with the arrival of

87 “ . .BbIKPMKMBAN BECCBA3HYIO peyb, O KOTOPOW HEBO3MOMHO MMETb NPeACTaBNeHus, He
C/bllIaB ee Ha camom gene. TyT 6bian U MmonnTBbl U npoknaTua” (“Krasnyi” 224).

8“0 rocnoaun! O Bbl, MyuyMMble paHblue meHa! Bac monto, nsbasbte...” (224).

8 Compare this moment with Ivan in Master and Margarita—the moment when Riukhin
looks at Ivan in the intake room of the mental institution and sees no madness in his
eyes.
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daytime, “only to rise from his bed in the morning as mad as ever” (200).%° During the
night, there is a healing power present that is unable to exist during daylight. Moonlight
is able to stream directly to the patient’s face, through darkness, uninterrupted by any
barriers or outshone by other types of light.

The positive effect that the moonlight creates is not only present during the
patient’s first night in the hospital. After the patient has been in the hospital for multiple
days,®! it is stated that “Sometimes, as on the first night, he would wake in the hush... in
full possession of his faculties. Perhaps it was the absence of sensations in the nocturnal
calm and the dim light... but at such moments he clearly understood his situation and
seemed to be sane. Then daybreak would come, and with the light and the arousal of
life in the hospital he would again be engulfed in a surge of sensations; his sick brain was
overwhelmed, and he was mad once more” (203).°2 Compared to the harsh light of day,
moonlight has a calming, magical quality.

It is nocturnal light that guides the patient to the final red flower and thereby the

completion of his quest. By following the light, he follows the path to the destruction of

20 “/lyHHbIG ceem Nafan CKBO3b PELLETKY OKHa BHYTPb KOMHaTbI, Ha Mo/, 1 oceewasn
4acTb NOCTENN N U3MyYeHHoe, baegHOe NL0 6ONbHOTO € 3aKPbITbIMM F1a3aMu; Tenepb
B HEM He 6bl10 HMYero 6e3ymHoro... Ha HeCKO/IbKO MFHOBEHWI OH MPOCHY/ICA B NOAHOM
NamaATH, Kak byaTto 6bl 340p0BbIM, 3aTEM YTOObI YTPOM BCTaTb C NOCTENN NMPEXKHUM
6esymuem” (“Krasnyi” 226).

91 “The patient hardly slept and was constantly in motion for days on end” (203). |
“BonbHOM NOYTM HE cnan U Lenble AHW NPOBOAUA B HENPEPbLIBHOM ABUMKeEHUN” (228).
2 “Unorpa, Kak B NepByH HOUYb, OH NPOCLINANCA CPeAM TULLMHbI... B NOTHOM CO3HAHMMN.
MoKeT 6bITb, OTCYTCTBME BNEYATAEHNN B HOYHOWN TULLMHE U MNONYCBETE... B TaKue
MMWHYTbI OH ACHO NOHWMaJ1 CBOE NOI0XKEHME M bbin Kak 6yaTo 6bl 340poB. Ho HacTynan
AEeHb; BMECTe CO CBETOM M NpobyKaeHUeM *KN3HW B 60/1bHULLE €ro CHOBA BOJIHOKO
OXBaTbIBa/IN BreYyaTAeHmMna; 60/IbHOM MO3T HE MOT CMPaBUTbCA C HUMU, M OH CHOBaA bbin
6e3ymHbIM” (229).
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evil. On the patient’s last night in the madhouse, he can see stars shining in the black
sky.? Inspired by this light, he climbs out his bedroom window, after somehow pushing
asunder the iron bars, only to claim the final red flower and, with it, his own death.
Having gained access to the outside world, the protagonist does not choose
escape. This choice can be partially attributed to light. On the night of his final quest, the
light does not provide him with the seeming healing quality it contains during earlier

nights in the narrative. Garshin writes,

It was a quiet, warm, and dark night; the window was open; stars shone in the
black sky. He looked at them, recognizing familiar constellations and rejoicing
that they, it seemed to him, understood him and sympathized with him. Blinking,
he saw the endless rays they sent him, and his mad resolve grew. ... the glimmer
of nightlights weakly threw light from within the window of the huge building...

The stars tenderly blinked, their rays piercing his very heart (emphasis added). ®*

In opposition to the moonlight that has a restorative effect on the protagonist, the light

from the stars intensifies his madness. On this dark night with no mention of the moon

3 “ . the window stood open; the stars glimmered in the black sky” (210) | “...okHo
6b1710 OTKPbITO; 38€3061 BNecTenn Ha YepHom Hebe” (236).

% This translation is mine. “Bblna Tmxas, Tennas U TeMHasa HoYb; OKHO Bbl1I0 OTKPLITO;
38e30bl bnectenu Ha yepHom Hebe. OH CMOTPEN Ha HUX, OT/IMYas 3HAKOMble CO3Be34usA
N pagyAcb TOMY, YTO OHU, KaK eMy Ka3a/iocb, MOHMMAIOT ero 1 CoHyBCTBYIOT emy. Muras,
OH BMAeN 6eCKOHeYHbIe ayYU, KOTOPbIE OHW NOCbINANN eMy, U BE3YMHaA PEeLIMMOCTb
yBe/INUMBANACh... OTHU HOYHUKOB cNabo ocsewasu N3HYTPU OKHA OFPOMHOrO 34aHUS...
38e30bl NAaCKOBO MUTaNU aAy4aMU, NPOHUKABLUMMMK A0 camoro ero cepaua” (236-237).
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and its light, the patient is subject to the power of the stars. For Garshin’s protagonist,
sanity is clearly not found in simply in any light: his insanity grows with both daylight and
starlight. All light in the narrative affects him, just in opposing ways. It follows that the
stars, which are more distant versions of the sun, would function similarly. The moon,
unlike the stars and the sun, does not create its own light, but reflects the light of the
sun. Since moonlight is indirect, the moon acts as a barrier between the patient and the
sun’s light. He is able to access the power of the light without the potential harm of
looking directly into it. Just as man cannot see the face of God, he cannot safely stare
directly into the sun. What sets the stars apart is not a barrier, as with the moon, but
distance. Our patient must gain access to the power of light (the sun) through an
intermediary (the moon), just as one can gain access to God through indirect means

(prayer, saints, or an intercessor in the Orthodox church).

Glass & Windows

Similar to the moon, which creates an intermediary between light and the
protagonist, glass, and particularly windows, form a semi-permeable barrier between
the madhouse and the world beyond its walls. The semi-permeability of glass lies in its
translucent property, and windows possess the further trait of often having the capacity
to open. In “The Red Flower”, the pseudo-barriers are important pieces of the

madhouse’s physical structure due to their relationship with the protagonist.
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On the patient’s floor of the hospital, there is a wide corridor containing glass
doors that enter out into a garden. These doors, along with the remaining windows of
the institution, are locked during winter, creating a stuffy atmosphere. During those cold
months, the door and windows form a barrier between the interior and exterior of the
hospital. Inhabitants of the hospital can see and observe the outside world through
these structural components of the hospital, but they cannot experience or take part in
anything beyond the glass. These windows serve as a feature perhaps more menacing
than the walls because they give a glimpse to the patients of what is outside and remind
each of them that they are locked inside.

It is the translucence of the French doors that allows the patient’s obsession with
the red flower to begin, without him leaving the walls of the madhouse. Were he not
able to stand with “his face pressed against the glass of the glass garden door” he could
not have “fixedly gazed at the flowerbed,” allowing access to an object external to the
hospital and inciting his obsession.® When the weather warms and the season turns to
spring, the protagonist finally encounters the poppy that he had watched begin to
bloom through the glass of the hospital. Here, the narrator emphasizes the role of the
glass doors in developing the obsession with the poppies. Garshin writes, “This was the
flower that had so struck the patient when he had looked through the French windows

onto the garden on the day after his admission to the hospital” (204).°¢ And, as his

% The English translation is mine. | “...oH cTOAN 34€Cb, NPUNBHYBLW IULOM K CMeKsy
CmeKnAaHHOoU cajoBOW ABEPU, U NPUCTANbHO CMOTpPEN Ha LUBeTHUK” (228).

% “310T UBETOK M Nopa3nn 60bHOrO, KOrAa OH B NEPBbIN AEHb NOc/e NOCTYNAEHUA B
60/1bHULY CMOTPEN B cafl, CKBO3b CmMeKAaHHyo asepb” (230).
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obsession grows into a goal—a quest to pick the flowers—the glass door continues to
function as a semi-barrier. It was, “at the first glance through the French windows” that
“the scarlet petals had attracted his attention and from that moment he believed he had
comprehended perfectly what he was to accomplish on earth” (207).°” Yet, these see-
through doors do not provide the patient with a threshold to cross between outside and
inside when it comes time for him to complete his quest and obtain the third and final
flower.

While the protagonist would have preferred to use the French doors in order to
obtain the final poppy, he cannot access it due to the guard sleeping on his bedroom
floor. Instead, his bedroom window serves as a penetrable barrier to the garden
outside.?® Unlike the French doors, the window in his room is barred with iron. In order
to use the window as a passageway between internal and external space, the patient
“twisted the sturdy sleeves of his straitjacket into a rope which he hooked over the
forged spike at the top of the bar and hung on it with his whole weight. After desperate
efforts... the spike bent; a narrow gap opened up” and he was able to slide through the
gap it created in the window (210).%° Here the patient uses the straitjacket—a

mechanism of physical constraint—in order to overcome another physical constraint—

97 “NMpun nepBoOM B3rNAfe CKBO3b CMEK/IAHHYIO ABEPb anble NeNecTKM NPUBAEKIN ero
BHMMAaHWE, N eMy NMOKa3a/10Cb, YTO OH C 3TOM MUHYTbI BNOJIHE NOCTUT, YTO UMEHHO
AO/IKEH OH COBEpLWNUTb Ha 3emne” (233).

% “Not daring to search the man’s pockets for fear of waking him, he decided to leave
the room by the window” (210). | “BoAacb pa3byauTb ero, oH He NocMe 1 06bICKMBaTb
KapMmaHbl M peLlmnaca yuTn ns KomHaTtbl Yepes okHo” (236).

9 “Torpa, CKPYTUB M3 KPEeMKMX PyKaBoB cymaclueiiei pybaxu BepeBsKy, OH 3aLenun e
3a BbIKOBAaHHOE Ha KOHLIE NpYyTa KOoMbe U NOBMC Ha HeM BCeM Te/IoM. [locae oTYasiHHbIX
YCUNIUM... KOTIbe COTHY/I0Cb; Y3KniA npoxod 6bin oTkpbIT” (237).
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the iron bars. Having obtained freedom from the hospital, and gained access to the third
red flower, the protagonist does not stay outside, but returns to his room, through the
window he had used to escape. There, he dies, clutching the red flower, but with a
peaceful and light face that possesses “an expression of prideful joy” (211).1%° While the
protagonist succeeds in making the semi-permeable barrier of the bedroom window
into a crossable boundary, he does not even consider escaping the madhouse. For the ill-
one, his goal is not to transgress the boundaries of the madhouse, but to overcome the
evil of the world and thereby transcend the boundaries of time and space. Windows are
an important physical feature of the madhouse because they provide him access to the
flowers, as well as enabling the effects of moonlight. The flowers, in turn, provide him
access to death, which is the gateway to transcendence.

In the space between the first mention of light in “The Red Flower” and the
narrative’s final action, in which the window serves as a crossable barrier between the
interior and exterior of the hospital, windows and light are often connected in the brief
pages of this story. While windows create physical boundaries that have the potential to
increase the torment of the patients, it is through them that natural light is able to enter
the hospital. Their capacity to let in light has direct effects on the patient’s mental health
and on his quest. These semi-permeable barriers catalyze his ability to recognize, accept,

and undertake his quest to capture and destroy the red flowers.

100 “Muyo ero 6bIN0 CNOKOMHO U C8EM/10; UCTOLLEHHbIE YePTbl C TOHKUMU ry6amu u
rnyboKo BNaBLIMMM 3aKPbITbIMU F/1a3aMK BblpayKaan Kakoe-To ropaesinBoe cyactbe”
(237).
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Transcendence

Having discussed the structural elements of the madhouse in “The Red Flower”,
we can now turn to an examination of the role of space itself as a medium of
transcendence in the narrative. In order to analyze this function of Garshin’s insane
asylum, | will analyze the thoughts professed by the ill-one. The protagonist has only one
conversation with the physician throughout the course of the narrative. When visited by
the doctor, he is asked if he knows where he is. He answers, “Of course doctor! I'm in a
lunatic asylum” (201).1°* While the reader has already been made aware of the type of
space the ill-one occupies, this moment is important because it is when the ill-man
himself shows awareness of the space. His relationship with the space and its effects on
him can be better measured once he is conscious of his confinement. The patient is not
concerned by his institutionalization. Instead, he engages in a brief philosophical
conversation with the doctor about time and space.

It is our patient’s views on time and space that leaves him unconcerned with his
incarceration. He states that it is “all the same” to him that he is in a madhouse because
he understands (201).1% It is his understanding of time and space that produce his

indifference to his confinement to an insane asylum.

101 “—_KoHeyuHo, gokTtop! A B cymacweawem gome” (226).

102«  sce paBHo...” (226).
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“When a man has arrived at the point where his soul harbors a great
thought, a universal thought, it’s all the same to him where he lives, what he
feels. Even whether to live or not to live... Is that not so?”

“Perhaps,” replied the doctor...

“And | have one!” the patient exclaimed. “And when | hit upon it, | felt |
had been reborn. ... | experience in my own self the great concept that space and
time are mere fiction. | live in every age. | live where space does not exist,
everywhere or nowhere, as you will. And therefore it’s all the same to me
whether you confine me here or give me my liberty, whether | am free or bound.

[...]

“You said,” the doctor interrupted him, “that you are living outside time
and space. However, you are bound to admit that you and | are in this room and
that now” —the doctor drew out his watch—"“it is half past ten on the sixth of
May 18--.19 What do you think about that?”

“Not a thing. It’s all the same to me where | am and when | live. If it’s all
the same to me, then doesn’t that mean that | am everywhere and always?”

The doctor grinned.

“A rare turn of logic,” he said, getting to his feet. “You could well be right.

Goodbye. Would you like a cigar?” (“The Red” 201-202; emphasis added).%

103 This “May 18-- means May of the 18-something-something year. Written in a

common style of Russian literature, as to not give an exact date or location.

104 “YenoBeKy, KOTOPbIN AOCTUT TOTO, YTO B AyLUE €ro eCTb BE/IMKaA MbIC/b, 061as

MbIC/Ib, EMY BCE PABHO, F4e *KWUTb, YTO YyBCTBOBATL. [laxKe UTb U HE KUTb... Beab TaK?
—MoKeT 6bITb, —OTBEYAN AOKTOP...
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The abruptness with which the doctor ends the conversation is indicative that he does
not agree with the protagonist’s views and does not see value in philosophical debate
with a madman. Since the doctor does not try to convince the patient that he is wrong,
the patient’s theorizing about his place in time and space could continue. However, his
philosophizing ends just as abruptly as the doctor leaves. Instead of providing
elaboration on the protagonist’s theories about time and space, attention is given to
developing his obsession with the redness and evilness of the poppies that grow in the
hospital garden.

The patient’s conversation with the doctor, which contains philosophical weight,
is the only insight into the protagonist’s mind and views. While it is mentioned that he
mutters to the other patients, the narrator only records snippets of dialogue. For
purposes of this work, the conversation should be considered particularly noteworthy

because it directly universalizes the physical space of the mental institution, in its

—MW y MmeHs oHa ecTb! —BOCKAMKHYN 6onbHON. —W Koraa s Hawen ee, A NOYyBCTBOBAN
cebs nepepogmsliMmca... A nepexcusaro camum coboro senuKue udeu 0 mom, Ymo
MPOCMpPAHCMB0 U 8pemMa—cymso ukyuu. A xusy 80 scex sekax. A wusy be3
npocmpaHcmea, ee30e uau Huaoe, Kak xomume. 1 N0O3TOMy MHe BCe paBHO, AepKUTe
N1 Bbl MEHS 34,eCb UK OTMNYCTUTE HA BOIKO, CBODOAEH A NN CBA3AH...

—Bbl ckazann,—nepebun ero AOKTOP,—YTO Bbl }KUBETE BHE BPEMEHU M MPOCTPAHCTBA.
OAHaKO HeNb3A He COrNacuUTbCA, YTO Mbl C BAMW B 3TOM KOMHATe M YTO Tenepb, —A0KTOpP
BbIHY/1 Yacbl,—MN0ON0BMHA OAMHHAALATOro 6-ro maa 18** roga. Yto Bbl AymaeTe 06
aTOM?

—Hwuyero. MHe Bce paBHO, rae HY 6biTb U KOrAa HU XUTb. EChM MHe Bce paBHO, He
3HAYMT /1K 3TO, YTO A Be3ae M Bcerga?

[OKTOp ycmexHyncA.

—PepaKas nornka, —ckasan oH, BctaBas. —Illoxkanyi, Bbl Npasbl. o cBugaHus. He
xoTuTe nu Bbl curapky?” (“Krasnyi” 226-227; emphasis added).
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physicality and its symbolic meaning. Furthermore, by evoking ideas about the
boundaries and substantiality of time and space, this dialogue solidifies Garshin’s
madhouse as the foundation, as | will demonstrate later in this dissertation, on which
future authors of Russian literature develop the symbolic roles of their mental

institutions.

The Cross

If we keep in mind the patient’s claim that time and space are fiction, we see
that the madhouse serves him by enabling him to more fully transgress their boundaries
and achieve his goal. The protagonist’s life purpose is to collect and destroy three red
poppies thereby eradicating evil from the world and saving mankind. This quest, along
with other details of the narrative, invokes the theme of martyrdom. This theme is key
to understanding the symbolic purpose of the insane asylum in “The Red Flower”. While
the protagonist plays the role of the martyr, saving the world from evil, the asylum
serves as his cross, the instrument of his suffering. It is the place in which he suffers and
dies.

In order to understand the symbolic nature of the asylum as the crucifix,
consider first the religious imagery of Garshin’s tale. The extensive use of the color red

and its link to evil calls to mind blood, and the red cross on the patients’ caps provides a
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one-to-one correlation with the crucifix.%> During his torment in the bathroom, the
protagonist calls out, “Saint George, great martyr! Into your hands | deliver my body.
But my soul, no, oh no!..” (“The Red” 199).1% With these words, the patient identifies
himself as a martyr, joining the ranks of St. George. Even as he is removed from the
bath, he continues to implore divine aid, “Why? why? I’'ve never wished evil on anyone.
Why kill me? Oh—oh—oh! Oh my God! Oh you who were tortured before me! Deliver me,
| pray you...” (199).1%7 In this utterance, the protagonist links himself to Christ. In this
episode, however, the patient is willing to give up his body, but not his soul. Similarly,
when Jesus died on the cross, he surrendered his body to the power of the Roman
executioners, but offered his spirit to God: “And when Jesus had cried with a loud voice,
he said, Father, into thy hands | commend my spirit: and having said thus, he gave up
the ghost.”108

Prior to his crucifixion, Christ suffered in the garden of Gethsemane where he
prayed three times.1® The patient must collect and destroy three flowers in the garden

of the madhouse. Following the completion of their thrice repeated actions, both Christ

105 The red cross on the caps is also a link to 1). The International Red Cross as the caps
were left over from war. 2) St. George who is connected to the symbol of the red cross.
106 “_—CgaToi BennkomyyeHuK Feopruit! B pyku TBOM npeaato Teno moe. A ayx —HeT, o
HeTl..” (“Krasnyi” 224).

107 “—33 yT0? 33 UTO? —KpMYan oH. —f HUKOMY He XoTen 3/1a. 3a YTo ybusaTb MeHa? O-
0-o! O F'ocnoau! O Bbl, MyYynmble paHblue meHa! Bac monto, nsbasbTe...” (224).

108 King James Bible, Luke 23:46

109 And he went a little further, and fell on his face, and prayed, saying, O my Father, if it
be possible, let this cup pass from me: nevertheless, not as | will, but as thou wilt... He
went away again the second time, and prayed, saying, O my Father, if this cup may not
pass away from me, except | drink it, they will be done...And he left them, and went
away again, and prayed the third time, saying the same words (Matthew 26: 39,42, 44).
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and our ill-one, who self-identifies with Christ, perish. In the Bible, the story of Christ
continues after his death with his resurrection. “The Red Flower”, however, ends with
the protagonist’s death. Yet this ending is not limiting. For the patient, death is not the
end, but a transcendence from mortally defined concepts of space and time to eternity.
In death, he can potentially be “everywhere and always” as he claimed in his
conversation with doctor (“The Red” 202).110

The protagonist is able to enter into the reality that he earlier conceived of
because of the parallels between him and Christ. There are three key equivalences
between the ill-one and Christ. First, they are both tasked with a purpose: to sacrifice
their lives to overcome evil in some form. Second, the ill-one collects and destroys the
three flowers (which contain, in the ill-one’s mind, all of the evil of the world) and dies
in the process just as Jesus pays the price for mankind’s sins with his death. Third,
through his sacrificial act, the ill-one eradicates evil from the world. Christ remedies
humanity’s original fall: Adam’s sin, that which infects all mankind, is gone when Christ
becomes the new Adam.!! The protagonist’s battle with the second poppy is closely
tied to Christ. After collecting the second poppy, the patient feels the evil of the flower

“snake-like... impregnating all his body with their terrible contents” and he weeps and

10 “—Hpyero. MHe Bce paBHO, rae HY BbITb U KOrAa HU KUTb. ECI MHe Bce paBHO, He
3HAYUT N 3TO, YTO A 8e30e u sce20a?” (“Krasnyi” 227).| “Nothing; it's all the same to me
where | am and when | live. If it's all the same to me, does it not mean that I'm
everywhere and always?” (“The Red” 202; emphasis added).

111 For since by man came death, by man came also the resurrection of the dead. For as
in Adam all die, even so in Christ shall all be made alive (1 Corinthians 15: 21-22). See
also Romans 5: 12-21.
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prays to God, just as Christ does in Gethsemane.!'? He then crushes “the blackened
flower under his foot”1!3 just as Christ crushes Satan under his feet.'** These parallels,
among others!>, lead to the identification of the symbolism with which Garshin has
imbued his mental institution. For Christ, Gethsemane and the cross are the locations
where he suffers and perishes. For our ill-one, the madhouse is both the means by
which and the location in which he suffers and dies. Garshin’s mental institution,

including its garden, is his protagonist’s cross.

Conclusion

112 “The patient felt the long, snake-like, creeping leaves of the flower coils of evil they
were enwrap him, strangle him; he felt them impregnating all his body with their
terrible contents. He wept, and prayed to God, and cursed his enemy” (“The Red” 208).
| “BonbHOM YyBCTBOBA, YTO M3 LBETKA AJIMHHBIMW, NOXOXMUMM HA 3MEN, NON3YYUMU
NOTOKAaMM U3BMBAETCA 3/10; OHM OMYTbIBA/IN €70, CAUMANN U CAABANBANM YNEHDI U
NPOMNUTbIBaNM BCE TENO CBOMM Y¥KacHbIM coaepkaHmem. OH niakan u monuncs bory B
NPOMEKYTKaX MeXKAY NPOKNATUAMM, obpalLeHHbIMM K cBoemy Bpary” (“Krasnyi” 234—
235).

113 “The ill-one trampled the blackened plant, gathered up the remainder from the floor
and carried it to the bathroom” (208). | “BonbHOI pacTonTan NoyepHesLlee pacTeHue,
nogobpan ocTaTkM € Nona u NoHec B BaHHy” (235).

114 For he must reign, till he hath put all enemies under his feet (1 Corinthians 15: 25);
And the God of peace shall bruise Satan under your feet shortly. The grace of our Lord
Jesus Christ be with you. Amen (Romans 16:20).

115 The protagonist worries that the other patients will touch the hem of his robe. The
bathing ordeal is reminiscent of baptism. Both of these are reminiscent of stories of
Christ, but turn them upside down. People touch the hem of Christ’s garment and they
are healed (Matthew 9:20-22; Matthew 14: 36). The protagonist worries that if another
patient comes in contact with his clothing that the evil of the flower will be transmitted
to him. Christ is baptized by choice and it is a positive encounter (Matthew 3:13-17).
The patient feels as if he is being tortured in the baths. Peter Henry notes, “The Patient’s
forcible bathing in the opening section, for example, is a parody of baptism by total
immersion, of a purification process, an initiation rite, ordeal by torture, preparing him,
like a medieval saint, for an as yet uncomprehended mission” (“Introduction” From the
Reminiscences of Private Ivanov and other stories, 1986).
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The ill-one directly discusses time and space and his perceived ability to be
anywhere and anytime. How does the mental institution aid in transcendence of time
and space? It is the space in which he completes his self-professed life purpose of
eradicating evil from the world. It is where he dies, and his soul is set free to embrace
the eternal and unbound existence he spoke of earlier. Eternity is a concept that mortals
cannot fully understand, yet the concepts of time and space are helpful in constructing a
model of eternity. Man can comprehend eternity as the intersection of limitless time
and space—the when and where that can move in all directions at all time. In his
conversation with the doctor, the patient claims that he is everywhere and always. His
death allows him this privilege—to enter eternity, the act of transcending time and
space, and it is the mental institution that provides his access to death, and frames his
struggle and its outcome: Garshin’s madhouse becomes the instrument by which the
individual is free to enter eternity. When the physical body is confined, particularly in
such gruesome conditions, it requires spiritual escape. In a place where people are
permitted to behave in ways counter to societal norms, the patient is able to greet
death through a quest that is purposeful only to him. The madhouse is a physical space
that is comprehensible to most people, but which allows certain individuals to access

that which the ordinary mortal may not comprehend—eternity itself.
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3 Truth . The Mental Ward in Anton Chekhov’s “Ward No. 6”

In “Ward No. 6” Anton Chekhov builds on the foundational model of the literary
mental institution presented by Vsevolod Garshin in “The Red Flower.” While Garshin
begins with the ill-one declaring that he is doing an inspection of the institution,
Chekhov modifies Garshin by speaking directly to the reader, leading the reader on a
tour of the physical space of the institution at the outset of the story before introducing
any characters. While Garshin only depicted the interior of the institution, as well as an
exterior garden, Chekhov brings the reader into the external garden, then proceeds to
introduce the exterior and interior of the institution, before describing the staff and
patients within. Just as Garshin did before him, Chekhov uses the physicality of the
institution, its colors, and its engagement with light, to show how the asylum can
transcend the bounds of time and space and become for the main character, Andrei
Yefimitch Ragin, a source of transformative suffering, a crucible to purge away his
beliefs that inhibit his comprehension of deeper, spiritual truth. While Garshin uses
religious symbolism to express the eternal and how it is achieved by the ill-one, Chekhov
relies on the contrast between intellectual delusions and the harsh realities of life to
explore how the mental institution imparts to his protagonist a brutal enlightenment.
Although Chekhov’s narrative may provide his protagonist with intimations of
immortality or the eternal, it departs from Garshin’s model in showing how his
protagonist may reject those intimations, preferring instead annihilation and

nothingness.
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This chapter will explore the ways in which Chekhov accomplishes this task in his
narrative. Attention will be turned first to the narrative voice and reader experience as
they relate to the physical space of the institution. Then, a close examination of the
space itself will be undertaken. Focus will be given to the same elements that were
highlighted in Garshin’s story—color, light, and windows. Additionally, the correlation
between the protagonist’s philosophical views and the power of the mental ward will be
explored. | will argue that confinement within the physical space of the mental
institution induces a unique kind of suffering that can only be comprehended by those
who experience it personally. This suffering, enabled by and framed within the
institution, drives Chekhov’s Ragin to break down his philosophical barriers and

comprehend the eternal, although for reasons | will discuss later, he ultimately rejects it.

Biography

While Chekhov is a familiar figure to many, it is worthwhile to include a few
notes on his life. Anton Chekhov was born into a family that placed him only two
generations away from serfdom and with parents who both experienced melancholy
and likely depression. In 1879 he went to Moscow to attend medical school on a
scholarship where he supported his family financially by writing and selling stories.
Despite splitting his time between medicine and writing, he was a very prolific writer.

For him, medicine and writing were necessary for one another.
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Although he officially retired from medicine in 1889, he continued to treat
people free of charge. In 1890, Chekhov went to Sakhalin Island to study the prison
colonies and social conditions. John Coulehan, a physician and professor of medicine,
believes that leading up to his research in Sakhalin, Chekhov may have experienced a
bout of depression due to a passage in a letter Chekhov wrote to Suvorin, “l don’t love
money enough for medicine, and | lack the necessary passion — and therefore talent
— for literature. The fire in me burns with an even, lethargic flame; it never flares up or
roars... | have very little passion. Add to that the following psychopathic trait: for two
years now, seeing my works in print has for some reason given me no pleasure.” 1 It is
after his months in Sakhalin that he wrote “Ward No. 6”, influenced by his experiences
in the penal colonies. Donald Rayfield calls “Ward No. 6” “a culmination of his
[Chekhov’s] Sakhalin experiences.”!’

Chekhov’s experience as a physician gave him the unique ability to write
accurate descriptions of medical practice. He put this specific set of skills to use in many
of his works, including “Ward No. 6” and two stories — “Volodya” and “An Attack of
Nerves” that were tributes to Vsevolod Garshin. The two men had met in December
1887 and Garshin’s stories influenced Chekhov, with “The Red Flower” particularly
exercising a clear influence on Chekhov’s portrayal of insanity in “Ward No. 6”. Many

similarities can be seen between Garshin’s patient and Chekhov’s younger patient, the

116 | etter to Suvorin, May 4, 1889, taken from John L. Coulehan,

“Introduction,” Chekhov's Doctors: A Collection of Chekhov's Medical Tales, (Kent State
University Press, 2003), xv—xvi.

117 Donald Rayfield, Chekhov, the Evolution of His Art, (P. Elek, 1975), 125.
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learned Gromov (pacing, red eyes, incoherent diatribes, etc.). Not unlike Garshin,
Chekhov lived a relatively short life. He died of tuberculosis, which had likely been

affecting him as early as medical school, in 1904.

Narrative Summary

In “Ward No. 6,” doctor Andrey Yefimitch Ragin is assigned to a post as the head
physician at a hospital in a remote Russian town. He finds the hospital lacking in most
necessities and sees it as a place that spreads disease. Disillusioned with his work, he
falls into a routine and turns his attention to reading books and having conversations
with his acquaintance Mihail Averyanitch. He longs for greater intellectual stimulation.
One day, he visits the mental ward on the hospital grounds. Here, he meets and engages
in conversation with a patient, lvan Dimitrich Gromov. Ragin finds a worthy opponent
for conversation and debate in Gromov. He repeatedly visits Gromov in the ward to
participate in these conversations. This act ultimately leads the officials of the hospital
and town to question Ragin’s mental health. Ragin loses his post as physician and is
tricked into being admitted to the mental ward. He experiences a brutal beating by

Nikita, the guard of the ward, and passes away the next day.

Critical Reception
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Much has been written about Chekhov, a significant percentage in response to
“Ward No. 6”. Perhaps the most memorable commentary was made by Nikolai Leskov,
who wrote “In ‘Ward No. 6’ all of our customs and characters are portrayed in
miniature. Ward No. 6 is everywhere. It is Russia.”*'® Literary scholars have largely
written about the philosophical and moral elements of the narrative, often attempting
to uncover Chekhov’s position somewhere amidst the views of the main characters —
the doctor, Andrei Yefimych Ragin and the patient, Ivan Dmitrich Gromov. Many literary
scholars, along with biographers, and doctors, have focused on the theme of medicine
in Chekhov’s works, including “Ward No. 6”. In recent decades, psychiatrists and doctors
have begun to analyze both Chekhov and his characters from a psychiatric standpoint.
As mentioned earlier, John Coulehan argued that “Ward No. 6” was likely influenced by
Chekhov’s own depression, his trip to Sakhalin, and his experiences in the penal colonies
there. He also argues that Ragin is obsessed with the idea that undergoing suffering can
save him.!*® Mark Burno, a Russian psychiatrist, claims that Chekhov and several of his

characters are psychasthenics.'?? Nikolai Mikhailkovsky, a contemporary critic of

118 "Manate N 6" B MnHMaTIOpe M306paxKeHbl obLiMe HaLLM NOPAAKM U XapaKTepbl.
Bciogy—nanata N 6. 9To—Poccus... YexoB cam He aymarn, 4To Hanucan (oH mHe
roBOPWU/ 3T0), a MexKAy Tem 3To Tak. MNanarta ero—3ato Pycb!" taken from Il'ia Vinitskii,
"Dukhovnyi Kartser: N. S. Leskov | 'Palata No 6' Chekhova," (Voprosy Literatury, vol. 4,
2006), 310.

119 Coulehan, xv—xvi, 185.

120 Tagken from Margarita Odesskaya, “‘Let Them Go Crazy’: Madness in the Works of
Chekhov,” Madness and the Mad in Russian Culture (University of Toronto Press, 2007),
193. Odesskaya explains that “Psychasthenics are characterized by a marked lack of
confidence in themselves and their emotions. They compensate for this lack of
confidence by restless mental activity and, if they are creative people, creativity.
Psychasthenics are drawn to noisy groups, but they rapidly tire of them and long to be
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Chekhov’s, directly compared “Ward No. 6” with Garshin’s “The Red Flower” indicating
that Garshin’s work was preferable because it contained “heroism, selfless dedication
and commitment to a higher cause” while in Chekhov’s tale there was “indifferentism”
and a hero who did not “fight”.1?!

Donald Rayfield argues that Ragin’s “stoicism is put to the test and fails, but it is
scarcely purged, so quickly does his apoplexy kill him.”122 The purging of Ragin’s stoicism
is a gradual process, but it is complete by the end of the narrative. The eradication of his
stoicism begins once he is forced into retirement, escalates during his trip with Mikhail
Averyanych, and again when he returns to town and moves to new living quarters. Being
tricked into being a patient in Ward 6 drastically speeds up this transformation. His
ultimate rejection of stoic superiority and immunity from reality and the consequences
of his actions would never have been complete without him being forced inside the
ward walls as a prisoner instead of a doctor. As a patient, he quickly loses his certainty in
his stoic perspective and, consequently, defense mechanisms. The power of the mental
ward and the effects of incarceration in that dirty, abusive space are on full display
when he ought to be helped, but is instead beaten. This beating proves more than
enough to eradicate his stoicism. Once he has finally abandoned his stoicism, as a result

of the institution’s influence on him, Ragin is finally capable of feeling compassion,

alone. People of the psychasthenic type frequently suffer from hypochondria, and they
have a sharpened sense of the inevitability of death.”

121 peter Henry, A Hamlet of His Time: Vsevolod Garshin: the Man, His Works, and His
Milieu. (Oxford: Willem A. Meeuws, 1983), 167-8.

122 Rayfield, 129.
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understanding reality as he never had before, and comprehending the immortality he
once doubted.

Scholarship that considers suffering in “Ward No. 6” is important as a base for
my understanding of the role of the mental ward in the narrative. Sally Wolff argues
that “Ragin finally recognizes their pain as he undergoes the shock of incarceration and
beating in Ward Number Six. Only through his own profound suffering in the ward can
he comprehend the grief of human existence.”*?3 Mark Purves counters her claim by
“seeing Ragin as more than the victim of his own passivity,” focusing on the early efforts
Ragin makes to improve the hospital and the post-retirement scenes in which Purves
tracks Ragin as he abandons bad faith throughout the narrative. Purves even states that
Ragin’s post-travel and forced-retirement life is “characterized by a capacity for fellow-
feeling and responsibility.”*2* This claim is primarily supported by the episode in which
Ragin allows his landlady’s frightened children into his room. While Purves points to
Ragin’s protection of his new landlady’s children as rousing compassion for others’
suffering, this moment does not occur separately from Ragin’s own suffering. His
suffering has already begun: he was forced into retirement, spending all of his money on
a vacation he did not want and did not enjoy, returning to the town he despises broke
and unemployed with no pension and nowhere to live. In this new lodging, protecting

these children, Ragin’s transformative suffering is well underway, only to culminate in

123 5ally Wolff, "The Wisdom of Pain In Chekhov's 'Ward Number Six'," (Literature and
Medicine, vol. 9, 1990), 140.

124 Mark Purves, "The Muted Cri De Coeur of Dr. Ragin: 'Ward No. 6'

Reconsidered," (Australian Slavonic & East European Studies, vol. 27, no. ¥, 2013), 74.
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his institutionalization. Without the transformative effects of the suffering already
taking hold, he could have ignored the children’s need for protection, and dismissed it
the way he has the suffering of his patients for most of his 20+ years as their physician.
John Coulehan claims that Ragin “develops an obsession that only the experience of
suffering can save him” and that the “obsession makes him even more dysfunctional”
which is ultimately what leads to his own incarceration in Ward 6.12> While the focus of
this chapter deals with the suffering that each of these critics highlight in Chekhov’s
narrative, rather than focus on the suffering as Ragin’s goal, his plight, or a critical factor
in his transformation, | will focus on the crucible for Ragin’s suffering and
transformation transformation—the mental ward.

Joost van Baak’s work on “the House as the shape, image, or concept of a man-
made cultural space” (particularly his idea of the “Anti-House”), supports my case for
highlighting the hospital, particularly the mental ward, as a key object of investigation in
ChekhoV’s story.'?¢ According to van Baak’s theory of the House, the “Anti-House” can
be formed when the house, a physical space in which individuals reside, “fails to keep its
archetypal promise of safety.”*?” Ward 6 not only fails to provide safety, but inflicts
physical and mental harm on its inhabitants, ultimately causing death. This property of

the space is key to understanding the importance of Chekhov’s choice of the mental

125 John L Coulehan, 185.

126 Joost van Baak, The House in Russian literature: A Mythopoetic Exploration,
(Amsterdam — New York, NY: Rodopi, 2009), 20.

127 1bid, 60.
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ward to house the philosophical debates of Ragin and Gromov and its role in forcing
Ragin’s transformation.

Peter Henry, in comparing Garshin’s “The Red Flower” and Chekhov’s “Ward No.
6” claims that hospitals in both are “described in purely functional, emotionally neutral
terms, with no chromatic force.”*?8 Henry differentiates the two by claiming that
Garshin’s tale has a “hallucinatory quality” because of the presence and nature of the
glass doors (although even the bathroom is described objectively), while Chekhov’s lacks
any comparable hallucinatory element. While the hospitals in both works are described
functionally, and especially in Chekhov, emotion is not absent. It is simply necessary to
examine more closely the physical properties of the institution in order to uncover their
emotional effects on their inhabitants. When we do so, we see that not only does the
hospital have emotional impacts, but each space directly affects the protagonists’
outcomes—influencing their understandings of life, motivating the intensity or
development of their compassion, and leading to their deaths.

In this chapter, | intend to highlight the importance of the physical space of the
hospital in Ragin’s experience of suffering and his fall from delusions fueled by stoicism,
a fall that forces him to confront the bleak reality of life, particularly in the hospital.
First, | will consider narrative voice, and its adaptation throughout the story, as it relates
to the hospital. Then, | will analyze the physical structure of the space, including the use
of color and windows; these and the absence of light will be observed in order to

understand the influence the space has on those within it, and the symbolic quality of

128 Henry, 149.
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that influence. These elements will then be evaluated collectively to support my claim

that the mental institution itself is a critical component of Ragin’s transformation.

Physical Space

In order to understand how the mental ward enables Ragin’s transformation,
forcing him to experience reality, and even inciting true compassion, it is necessary to
identify the physical features of the space. These attributes contribute to the power of
the space and develop its atmosphere which allows for specific physical and mental
experiences that an individual could not have outside of it. In order to identify these
features, | will begin as Chekhov does, with his introduction of the institution directly to

his readers.

Narration

“Ward No. 6” begins with an invitation directly to the reader to observe and
enter a rural hospital—the space in which the main action of the narrative unfolds. The
narrator not only describes the hospital in detail as he guides the reader through the
grounds and hospital, as in Garshin’s “The Red Flower,” but the narrator goes further in
explicitly inviting the reader on this tour. This narrator uses the second person to
address the reader and even plays at the reader’s ego, saying, “if you are not afraid of

being stung by nettles, come by the narrow footpath that leads to the lodge, and let us
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see what is going on inside,” thereby making the story personal to the reader in just the
second paragraph.'?® Details of both the outside and inside of the hospital are provided

and include attributes that appeals to multiple senses — sight, touch, and smell.

In the hospital yard there stands a small lodge surrounded by a perfect
forest of burdocks, nettles, and wild hemp. Its roof is rusty, the chimney
is tumbling down, the steps at the front door are rotting away and
overgrown with grass, and there are only traces left of the stucco. The
front of the lodge faces the hospital; at the back it looks out into the
open country, from which it is separated by the gray hospital fence with
nails on it. These nails, with their points upward, and the fence, and the
lodge itself, have that peculiar, desolate, God-forsaken look which is only
found in our hospital and prison buildings. If you are not afraid of being
stung by the nettles, come by the narrow footpath that leads to the

lodge, and let us see what is going on inside. Opening the first door, we

129 Anton Pavlovich Chekhov, “Ward No. 6,” Chekhov's Doctors: A Collection of Chekhov's
Medical Tales, edited by John L Coulehan, story translated by Constance Garnett, (Kent
State University Press, 2003), pp. 91.

“Ecnn 8bl He BoMTEChb 0XKeYbCA 0 KpanuBay, TO NOMAEMTE MO Y3KOM TPOMUHKE, BeAYLIEN K
dnurento, 1 NOCMOTPUM, YTO Aenaetcs BHYTpu” (emphasis added).

Anton Pavlovich Chekhov, “Palata No. 6,” Polnoe sobranie sochinenii i pisem v tridtsati
tomakh, tom 8 (Nauka, 1977), 72.

From this point forward, | will use in-text citations for all quotations from the English
translation of “Ward No. 6” using the abbreviation “Ward” and page number. If no
secondary source is cited between instances of the primary source, the abbreviation will
be left out and only page number will be provided. | will include the equivalent original
Russian text in a footnote using the abbreviation “Palata” and page number.
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walk into the entry. Here along the walls and by the stove every sort of
hospital rubbish lies littered about. Mattresses, old tattered dressing-
gowns, trousers, blue striped shirts, boots and shoes no good for
anything—all these remnants are piled up in heaps, mixed up and

crumpled, moldering and giving out a sickly smell (“Ward” 91).130

The reader can visualize the old, filthy condition of the building, the overgrown yard,
and the unwelcoming fence full of upright nails. He can imagine the feeling of nettles
stinging his skin and the smells of piles of moldy waste, smoke, sour cabbage, and
ammonia.

The mental ward takes up an entire section of the hospital, a building that is
separate from the rest of the hospital and therefore easily neglected. The windows are
protected by iron grates and the beds are screwed to the floor, communicating a sense

of inescapability. There is nowhere to sit but the beds and nothing to look at but the

130 “B 60/1bHUYHOM ABOPE CTOUT HEBONBLLON GANUreNb, OKPYKEHHDBIN LEe/IbIM 1eCOM
penenHnKa, Kpanuebl U AMKOW KoHOMAU. Kpbilwa Ha Hem prkaBan, Tpyba HanonoBuHY
06BannNach, CTyneHbKM y KpblabLia CTHUAM U MOPOCAN TPABOW, A OT LUTYKATYPKM
OCTa/INCb OAHM TONIbKO cneapl. NepeaHnm dpacagom obpalleH oH K 6obHULE, 3aAHUM
— FNAJMT B NOAE, OT KOTOPOTrO OTAENAET €ro cepbli 60NbHUYHDBIN 3a60p C rBO3AAMM.
31K reo3am, obpalleHHble OCTPUAMM KBEPXY, U 3ab0p, U camblit danrenb UMetoT TOT
0cob6bIN YHbINbINA, OKAaAHHbIA BUA, KAaKOM Y Hac 6biBaeT TONbKO Y HONbHUYHbBIX U
TIOPEMHbIX NOCTpoeK. Ecnm Bbl He Bontechb 0Xeubca 0 Kpanuay, TO MONAEMTE MO Y3KON
TPOMWHKe, BeayLeln K Gaurento, U NOCMOTPUM, UTO AenaeTca BHYTpU. Ecam Bbl He
H6ounTecb 0XKeybca 0 Kpanuey, TO MOMAEMTE MO Y3KOW TPOMNUHKe, BeAyLleln K dauvrento, n
NOCMOTPUM, YTO Aenaetca BHyTpu. OTBOPMB NepByto ABEPb, Mbl BXOAUM B CEHW. 34eCb Y
CTE€H W OKOJ10 MEeYKMN HaBasfeHbI Liesble ropbl 60/IbHUYHOIO X1lama. MaTpaubl, cTapble
n3o0A4paHHble XaNaTbl, NAHTANOHbI, Py6axm ¢ CMHMMM NONOCKAMM, HUKYAA HE rogHas,
MCTAaCKaHHaA 06yBb—BCA 3Ta PBaHb CBAJIEHA B Ky4M, NepemMATa, CNyTanacb, rHUET U1
n3gaeT yaywnmebii, 3anax” (“Palata” 72-73).
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view out of the unusable, translucent barriers that are the windows. The ward consists
of one spacious room where the five patients live together. The walls are painted a
dirty, light-blue, and the ceiling is coated in soot. There is no semblance of warmth or
comfort in this space.3!

As the narrator turns his attention to the five madmen in the hospital mental
ward, the element of sound is added to the reader’s picture of the hospital. The
residents’ footsteps pacing, and their voices muttering, singing, coughing, and sighing
can be heard. Even the sound of physical blows applied to the madmen by the guard,
Nikita, create an audible image. Only one patient, Moiseika, is permitted to leave the
ward, and even the hospital grounds, but he always returns, despite the routine
beatings he endures upon reentry to the ward. Each of the five men in the mental ward
are trapped, physically, psychologically, or both (92).13?

Further description of the physical space of the hospital appears in “Ward No. 6”
when the doctor assigned to the hospital, Andrei Yefimitch Ragin, is introduced in the
fifth section of the story. The hospital is unsanitary—disease spreads rapidly; it is
overcrowded; the hospital employees and their families live with the patients; it is ill-
equipped—they have just two scalpels and one thermometer; finally, it is staffed by
deceitful and immoral individuals. The doctor recognizes that all of these factors are

problematic for a hospital and deems it “an immoral institution and extremely

prejudicial to the health of the townspeople” (100). Furthermore, Ragin believes that

131 “Ward” 91 | “Palata” 72-73
132 “palata” 73-74
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the place should be shut down altogether. However, he rationalizes against pushing for
such a drastic measure because, “his will alone was not enough to do this, and that it
would be useless; if physical and moral impurity were driven out of one place, they
would only move to another; one must wait for it to wither away of itself. Besides, if
people open a hospital and put up with having it, it must be because they need it” (100).
Instead, “He only asked the attendants and nurses not to sleep in the wards, and had
two cupboards of instruments put up; the superintendent, the housekeeper, the
medical assistant, and the erysipelas remained unchanged” (100). The head doctor of
the hospital is willing to ignore the physical horrors of the institution and go on with his

life, believing that there is nothing he could do to make a significant difference. 33

133 “Korpa AHgpeit Ebumbly npuexan B ropos, YTobbl NPUHATL J0MKHOCTD,
«boroyrogHoe 3aBeeHNE» HAaXOAMOCb B YKaCHOM COCTOAHMK. B nanaTax, Kopmuaopax
n B 60N1bHNYHOM aBOpe TAXKeNo 6blN0 AblwaTb OT cMpaga. BoNbHUYHbBIE MYXKUKK,
CUAENKN N UX AETU CNanu B NasiaTax BMecTe ¢ 601bHbIMU. HKanoBannUCh, YTO KUTbA HET
OT TapaKaHOB, K/IOMOB 1 MblLEl. B xupypruyeckom otaeneHmm He NnepeBogmnach poxa.
Ha Bcto 60/1bHMLY BbIN0 TONLKO ABa CKa/bNena u HM OA4HOro TEPMOMETPA, B BAHHaX
aepxanu Kaptodenb. CMoTpUTeNb, KacTensiHwa U penbaliep rpabuam 60nbHbIX, a NPO
CTaporo A0KTopa, npeawecTBeHHUKa AHapea Edumblua, pacckasbiBanum, 6yaTo oH
3aHMMancA TanHOo npoaarkeit 60bHUYHOIO CNNpPTa U 3aBes cebe U3 CUAENOK U
60NbHbIX EHLUWH Lenbii rapem. B ropoge oTAnMYHO 3HaAKM Npo 3TK Becnopasaku u aaxke
npeyBennMyYnBain ux, HoO OTHOCUAMCb K HUM CMOKOMHO; OAHU ONpPaBAbIBaAM UX TEM, YTO
B HONbHMLY N0XKATCA TO/IbKO MELLAHE U MYXKUKM, KOTOPble He MOryT BbITb HeZ4,0BO/bHbI,
TaK Kak AOMa ¥XUBYT ropasfo Xy»Ke, Yem B 601bHULE; HE PABYMKAMU Ke UX KOPMUTb!
Opyrve e B onpaBgaHne roBopuam, 4To ogHOMY ropoay 6e3 nomoLm 3eMcTBa He NoA,
CUNY COAEpHKaTb XopoLyto 60nbHULY; cnaBa 6ory, YTo XOTb Na0Xan Aa ecTb. A monoaoe
3eMCTBO He OTKPbIBa/I0 Ne4ebHMLbI HM B TOPOAEe, HY BO3/1€, CCbINAACh Ha TO, YTO FrOPOA,
Y}Ke UMEeEeT CBOI 6ONbHULY.

OcmoTpeB 6onbHULy, AHApen EGMmbIY NpULen K 3aK10YEHUIO, YTO 3TO
yupexkaeHue 6e3HpaBCTBEHHOE U B BbICLLUEN CTENEHU BpeaHOoe ANS 340P0BbA
*utenei. Mo ero MHEHUIO, CAMOe YMHOE, YTO MOXHO OblN0 caenaTb, 3TO — BbINYCTUTb
60NbHbIX Ha BO/O, @ 60NbHMLY 3aKpbiTb. HO OH paccyaun, 4TO ANA 3TOrO HEAO0CTAaTOYHO
OAHO TONbKO ero Bo/aM U 4To 3T0 6blN10 6bl 6ecnonesHo; ecan GpUsNYECKylo U
HPaBCTBEHHYIO HEUUCTOTY NPOrHaTh C OAHOrO0 MeCTa, TO OHa NepeiaeT Ha apyroe;
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HaAo XAaTb, KOrga oHa cama BbiBeTputcA. K Tomy ke, ecnm ntoam oTKkpbiBanm
60nbHULY M TepnAaT ee y cebA, TO, 3HAYUT, OHA UM HYKHA; NpeapPacCcyAKnU 1 BCe 3TU
KUTENCKME raf,oCTU U MEP30CTU HYXKHbI, TaK KaK OHW C TEYEHNEM BPEMEHMU
nepepabaTtbiBalOTCA BO YTO-HMOYAb NYTHOE, KaK HAaBO3 B YepHO3em. Ha 3emne HeT
HWUYEero Takoro XopoLlero, YTo B CBOEM NEPBOUCTOYHUKE He uMeno Bbl rafocTu.

MpuHAB AOMXKHOCTb, AHApPeN Eumbly oTHecca K BecnopagKam, No-BMANMOMY,
[0BO/IbHO paBHOAYLWHO. OH NONPOCUA TO/IbKO 60/IbHUYHBIX MYXKUKOB U CUAE/NOK HE
HouYeBaTb B MasaTax U NOCTaBUA ABa LWIKaNa C MHCTPYMEHTAaMU; CMOTPUTEND XKe,
KactenaHwa, penbaliep m xmpypruyeckan porka ocTasamcb Ha cBomx mecrax” (82—-83;
emphasis added to correlate with in-text translated citations). | “When Andrey
Yefimitch came to the town to take up his duties the "institution founded to the glory of
God" was in a terrible condition. One could hardly breathe for the stench in the wards,
in the passages, and in the courtyards of the hospital. The hospital servants, the nurses,
and their children slept in the wards together with the patients. They complained that
there was no living for beetles, bugs, and mice. The surgical wards were never free from
erysipelas. There were only two scalpels and not one thermometer in the whole
hospital; potatoes were kept in the baths. The superintendent, the housekeeper, and
the medical assistant robbed the patients, and of the old doctor, Andrey Yefimitch's
predecessor, people declared that he secretly sold the hospital alcohol, and that he kept
a regular harem consisting of nurses and female patients. These disorderly proceedings
were perfectly well known in the town, and were even exaggerated, but people took
them calmly; some justified them on the ground that there were only peasants and
working men in the hospital, who could not be dissatisfied, since they were much worse
off at home than in the hospital —they couldn't be fed on woodcocks! Others said in
excuse that the town alone, without help from the Zemstvo, was not equal to
maintaining a good hospital; thank God for having one at all, even a poor one. And the
newly formed Zemstvo did not open infirmaries either in the town or the
neighbourhood, relying on the fact that the town already had its hospital.

After looking over the hospital Andrey Yefimitch came to the conclusion that it
was an immoral institution and extremely prejudicial to the health of the townspeople.
In his opinion the most sensible thing that could be done was to let out the patients and
close the hospital. But he reflected that his will alone was not enough to do this, and
that it would be useless; if physical and moral impurity were driven out of one place,
they would only move to another; one must wait for it to wither away of itself. Besides,
if people open a hospital and put up with having it, it must be because they need it;
superstition and all the nastiness and abominations of daily life were necessary, since in
process of time they worked out to something sensible, just as manure turns into black
earth. There was nothing on earth so good that it had not something nasty about its first
origin.

When Andrey Yefimitch undertook his duties he was apparently not greatly
concerned about the irregularities at the hospital. He only asked the attendants and
nurses not to sleep in the wards, and had two cupboards of instruments put up; the
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When considering the achievements of medicine of his time and reflecting on his

experience at the hospital, Ragin acknowledges that

such an abomination as Ward No. 6 was possible only a hundred and fifty miles
from a railway in a little town where the mayor and all the town council were
half-illiterate tradesmen who looked upon the doctor as an oracle who must be
believed without any criticism even if he had poured molten lead into their
mouths; in any other place the public and the newspapers would long ago have

torn this little Bastille to pieces (107).13

The hospital has adopted none of the recent developments such as the antiseptic
system that allowed for safer surgery, the cure for syphilis, the theory of heredity,
hypnotism, hygiene based on statistics, and, despite Ragin’s disgust with the hospital
and his admiration for medical innovation, he does not seek to introduce them. He even
muses over psychiatric medical improvements, “Psychiatry with its modern classification
of mental diseases, methods of diagnosis, and treatment, was a perfect Elbrus in

comparison with what had been in the past. They no longer poured cold water on the

superintendent, the housekeeper, the medical assistant, and the erysipelas remained
unchanged” (100).

134 “Annpeit EQMMBbIY 3HAET, YTO NPU TENEPELLHUX B3rA4aX U BKycax Takas Mep30CTb,
KaK nanarta N2 6, BO3MOXHa pa3Be TONbKO B ABYXCTaxX BEPCTaX OT Ke/e3HOoM A0poru, B
ropojike, rae ropo/CcKoi ronoBa M BCe rnacHble — NoYyrpaMoTHble MelllaHe, BuasLimne
BO Bpaye KpeLa, KOTOPOMY HY>KHO BEpUTb 6e3 BCAKOW KPUTUKMU, XOTA Bbl OH BNMBaN B
POT pacnnaBaeHHOe 0/10BO; B APYrom e mecTe nyb/nKa 1 raseTbl A4aBHO bbl yKe
pacxBaTanu B KN04YbA 3Ty MaseHbKyto bactunumio” (92).
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heads of lunatics nor put strait-waistcoats upon them; they treated them with
humanity, and even, so it was stated in the papers, got up balls and entertainments for
them” (107).%3%

Ragin, even when he comes to value his patient Gromov as his intellectual equal,
does not attempt to improve the physical conditions of the institution or its practices.
Instead, he removes himself further from his duties. The doctor is aware that he has
done nothing to alleviate the suffering of the patients in the hospital during his twenty
years of service: “the whole hospital rested as it had done twenty years ago on thieving,
filth, scandals, gossip, on gross quackery, and, as before, it was an immoral institution
extremely injurious to the health of the inhabitants. He knew that Nikita knocked the
patients about behind the barred windows of Ward No. 6, and that Moiseika went
about the town every day begging alms” (106).13¢ The doctor conceptualizes the physical
space of the hospital as a prison, an immoral institution, and a space that causes harm
to the health of its patients. In order to avoid responsibility for the damages caused by

the hospital, Ragin ascribes to stoic views.

135 “Mecmxmnatpua ¢ ee TenepeluHero Knaccudbukaumein bonesHen, metogamm
pacno3HaBaHUA U NeYeHMUA — 3TO B CPABHEHMM C Tem, 4To OblN10, Lenbin dnbbopyc.
Tenepb NOMELaHHbIM He NbOT HA FON10BY XO/I0AHYHO BOAY M HEe HaZEeBaloT Ha HUX
ropsayeyHbIx pybax; nx cogepat Nno-4eNoBeYeCKM U AaXKe, KaK NULLYT B raseTax,
YCTPaMBaKOT A8 HUX CNEeKTakAM u 6anbl” (92).

136 “gcé BonbHUYHOE Aeno, Kak 1 20 feT Ha3a/, NOCTPOEHO Ha BOPOBCTBE, ApA3rax,
CNNETHAX, KYMOBCTBE, Ha rPyboM LuapaaTaHCTBe, U 6ONbHULA NO-NpeXHeMy
npeacrtasnneT U3 ceba yupexaeHne 6e3HpPaBCTBEHHOE U B BbICLLENM CTENEHU BpeaHOe
Ans 300poBbA Kutenen. OH 3HaeT, 4To B Nanate N2 6, 3a pelwleTkamu HUKUTa KonoTut
60/1bHbIX M 4YTO Molicelika KaxKapbli AeHb XOAUT MO ropoay U cobnpaeT MUIOCTbIHIO”
(91).
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"But, after all, what of it?" Andrey Yefimitch would ask himself, opening his eyes.
"There is the antiseptic system, there is Koch, there is Pasteur, but the essential
reality is not altered a bit; ill-health and mortality are still the same. They get up
balls and entertainments for the mad, but still they don't let them go free; so it's
all nonsense and vanity, and there is no difference in reality between the best
Vienna clinic and my hospital." But depression and a feeling akin to envy
prevented him from feeling indifferent; it must have been owing to exhaustion.
His heavy head sank on to the book, he put his hands under his face to make it
softer, and thought: "l serve in a pernicious institution and receive a salary from
people whom | am deceiving. | am not honest, but then, | of myself am nothing, |
am only part of an inevitable social evil: all local officials are pernicious and
receive their salary for doing nothing. . . . And so for my dishonesty it is not | who
am to blame, but the times.... If | had been born two hundred years later | should

have been different. . ." (107).1%’

137 “«Ho uTo xe? — cnpalumnsaeT ceba AHapei EGumbIY, OTKpbIBaA rnasa. — YTo ke 13

aToro? M aHTucenTuka, u Kox, 1 NMacrep, a CyLWHOCTb AeNa HUCKONbKO HE U3MEHUNACh.
BosiesHEeHHOCTb M CMePTHOCTb BCE Te Ke. Cymacluewmnm ycTpamBatoT 6anbl 1
CMEKTAK/N, a Ha BOJIIO X BCE-TaKM He BbINyCKaloT. 3HaYMT, BCE B340pP U CyeTa, U
Pa3HULbI MEXKAY NYYLIEI BEHCKOK KIMHMKOW M Moeto 60/bHULEN, B CYLLLHOCTH, HET
HUKaKoMn». Ho ckopbb 1 YyBCTBO, NOXOXKEE Ha 3aBMCTb, MELLAIOT eMy BbITb
PaBHOAYLIHbIM. 9TO, AONXKHO BbITb, OT yTOMNEHUA. TAXKeNasn ronoBa CKAOHAETCA K
KHUTe, OH KNaZeT NnoA NL0 PYKK, 4Tobbl Marde 6bino, n AyMaeT: «f cnyxy BpeaHoMy
AeNy U NONYYalo KanoBaHbe OT Nt0Aen, KOTopbiX 06MaHbIBalo; A He YecTeH. Ho Beab
cam no cebe A HMYTO, A TONbKO YacTUL,A HEOBXOAMMOro COLMANbHOrO 3/1a: BCE ye3aHble
YMHOBHMKM BPeHbl U AAaPOM MOYYaIOT }KaNoBaHbeE... 3HAUYUT, B CBOEW HEYECTHOCTM
BMHOBAT He A, a Bpems... Poanck 8 ABymacTtamu ieT nose, A 6bin bbl gpyrum»” (92-93).
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In the midst of his attempt at stoic indifference, there is a glimmer of the transformation
Ragin will undergo once he is no longer a doctor at the hospital, but a patient in it. He
cannot sustain apathy, but feels depression and envy creep in momentarily. These
feelings, however, dissipate and the doctor is able to shift blame from himself to the
time, his circumstances.

Stoicism, a subject of further debate between Ragin and Gromoyv, is a school of
Greek philosophy popularized in the Hellenistic period (roughly 323—-31 BCE), and is
notable for its tenet that a person who achieved moral perfection was no longer subject
to emotions, physical suffering, or even the blows of misfortune.'38 Ragin’s primary
application of stoicism can be discerned from his conversation with Gromov where
Ragin tells Gromov that “The ordinary man looks for good and evil in external things—
that is, in carriages, in studies—but a thinking man looks for it in himself.” (“Ward”
113).139 Subverting the perspective of the ill-one in Garshin’s “The Red Flower,”
especially the his belief that he existed outside of time and space and was thus
indifferent to his residence in the asylum,*° in Chekhov’s narrative, Ragin uses stoicism
to delude himself into a comparable, if false, confidence, letting his philosophy make
him superior and immune to the harsh reality around him. This immunity absolves him

from responsibility for the bad state of the hospital, thereby imparts to him a sense of

138 Dirk Baltzly, "Stoicism", The Stanford Encyclopedia of Philosophy, edited by Edward N.
Zalta (Spring 2019 Edition), URL =
<https://plato.stanford.edu/archives/spr2019/entries/stoicism/>.

139 “OBbIKHOBEHHbIN YENOBEK XAET XOPOLLEro UK AYPHOro M3BHE, TO €CTb OT KONIACKK U
KabuHeTa, a Mbicaawmii — ot camoro ceba” (“Palata” 100).

140 Garshin, “The Red Flower,” 202.
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superiority over others. Unlike Garshin’s ill-one, however, Ragin is no savior figure.
Ultimately, the very mental institution Ragin claimed no responsibility for failing breaks
down his stoic self-assuredness, forcing him to truly experience life, and to comprehend
the spiritual possibilities that exist beyond it.

As was noted, Ragin’s initial contributions to changing the hospital are negligible
— putting up some cabinets for medical instruments and requesting that the medical
staff no longer sleep in the wards with the patients. He resists instituting major changes,
the kind that would make a difference in the health of the patients and the town. Yet,
once he begins to visit the mental ward, he continues to suggest minor alterations.
Upon seeing Moiseika’s cold red ankles after one of his outings, Ragin asks Nikita to
acquire shoes for the patient.}*! When leaving the ward after a conversation with
Gromov, he tells the porter, “You might clear up here, Nikita... there’s an awfully stuffy
smell” (112).1%? Sergei Sergeich, Ragin’s assistant, tends to patients in the hospital after
Ragin leaves for the day. Yet, he does not attempt any changes either. Instead, he

blames poverty and illness on lack of piety.43

141 “And stirred by a feeling akin both to pity and disgust he went into the lodge behind
the Jew, looking now at his bald head, now at his ankles. As the doctor went in, Nikita
jumped up from his heap of litter and stood at attention.
‘Good-day, Nikita,” Andrey Yefimitch said mildly. ‘That Jew should be provided with
boots or something; he will catch cold’ (109). | “U noby:kaaemblit HyBCTBOM, MOXOXKMUM
Ha ¥a/NoCTb M Ha 6pe3rnnMBoCTb, OH nowesn Bo Gaurenb Bces 3a eBpeem, Nornaabisas
TO Ha €ro /IbICUHY, TO Ha WMKOKKU. [pn BXxoae AOKTOPaA C Ky4M XJlamMa BCKOUYMA HUKUTa n
BbITAHYCA.

—3papaBcTByn, HUKUTA, —cKkasan marko AHapein Ednmbiy. —Kak 6bl 3TOMY eBpeto
BblZaTb Camnoru, 4Yto n, a To npoctyautca” (94).
142 “— Kak 6bl 30eckb ybpath, HUKKUTA... YKacHO Taxenblin 3anax!” (98).
143 “p3lata” 86. | “Ward” 102.
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Ragin is not the only doctor aware of the horrifying conditions at the town’s
hospital. There is a younger doctor, Yevgeny Fyodoritch Hobotov, who is assigned to
assist Ragin until a Zemstvo hospital is built.14* He is appalled by the hospital’s condition,
but pushes for no changes either. Hobotov did not want to offend the senior doctor by
introducing a new system, and in this timidity he also avoids responsibility.1#>
Ultimately, this doctor is responsible for placing Ragin into Ward No. 6 as a patient, and

thereby facilitating the abandonment of Ragin’s stoicism and his confrontation with

reality.

144 Thomas Porter and William Gleason explain that “When the zemstva were
introduced into the provinces and counties of European Russia in 1864, the government
hoped that a single, integrated bureaucratic apparatus had been formed which would
enable the regime to provide for the welfare of its subjects. The zemstva were to
administer particular state functions because it was believed that they would simply be
more efficient; there would be no independent activity by the organs of local
government.” See Thomas Porter and William Gleason, “The Zemstvo and Public
Initiative in Late Imperial Russia,” Russian History, vol. 12, no. 4, Winter 1994, 419-437
(esp. 420). Even Chekhov was aware of the shortcomings of the zemstva, as he
explained in “Ward No. 6” that “Others said in excuse that the town alone, without help
from the Zemstvo, was not equal to maintaining a good hospital; thank God for having
one at all, even a poor one. And the newly formed Zemstvo did not open infirmaries
either in the town or the neighborhood, relying on the fact that the town already had its
hospital” (“Ward” 100). | “Apyrue e B onpaBaaHne roBopuaun, 4To ogHoMy ropoay be3
NOMOLLM 3eMCTBA HEe NoA, CUNY COAEPKATb XOpoLyto 6onbHMULY; cnaBa 6ory, 4To XOTb
naoxan Aa ectb. A MON0A0e 3eMCTBO HE OTKPbIBA/IO Ie4ebHULbI HU B TOPOAE, HU BO3NE,
CCbINIAACh Ha TO, YTO FroOpPoJ Y*Ke MmeeT cBoto bonbHuuy” (“Palata” 83).

145 He visited the hospital twice a week, made the round of the wards, and saw out-
patients. The complete absence of antiseptic treatment and the cupping roused his
indignation, but he did not introduce any new system, being afraid of offending Andrey
Yefimitch (“Ward” 108). | B 6onbHMLUE OH 6biBaeT ABa pa3a B HeAento, 06xoaAnT nanatbl
n aenaet npuemky 60nbHbIX. CoBEpLUEHHOE OTCYTCTBME aHTUCENTUKM U KPOBOCOCHbIE
6aHKKM BO3MYLLIAIOT €ro, HO HOBbIX MOPSAKOB OH He BBOAUT, 605Cb OCKOPOUTL 3TUM
AHpapesa Edumbiua (“Palata” 93).
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Knowing the horrors of the hospital as well as anyone other than a patient,
Ragin, in one of his debates with Gromov, equates the ward with a comfortable room
for reading. "There is no real difference between a warm, snug study and this ward,"
said Andrey Yefimitch. "A man's peace and contentment do not lie outside a man, but in
himself” (“Ward” 113).14¢ He argues that the world external to an individual is
insignificant because, as a stoic with a very self-serving interpretation of the philosophy,

all he needed, and all he was responsible for, was within himself.4’

Gromov refers to the ward as a prison that has caused him to forget everything
he had studied: “Here in prison | have forgotten everything | have learned, or else |
could have recalled something else” (115).1% Earlier in the story the narrator also
compares the hospital with a prison as he states that the surrounding fence is “only
found in our hospital and prison buildings” (91).14° Foreshadowing the effect that the
institution would have on Ragin, Gromov’s and the narrator’s interpretation of the
institution as a prison highlights the contradiction inherent in its function in the story: it
confines, abuses, and ultimately kills those within it, while simultaneously—for Ragin—
allowing him to experience reality free of his philosophical excuses, and comprehend

greater spiritual possibilities.

146 “— Meskay TennbiM, YIOTHbIM KaBUHETOM M 3TOIO NaNaTon HET HUKAKOMN pa3HULLbI, —
cKasan AHgpeit Ebumbiy. — MOKOM 1 A0BONLCTBO YE/10BEKA HE BHE €ro, a B Hem camom”
(“Palata” 100).

147 “palata” 100. | “Ward” 114.

148 “Q 336bIn TYT B THOPbME BCE, YTO Y4M, a TO Bbl eLle 4To-HNbyab sBcnomHma” (102).

149« .OKaAHHbIN BMA, KaKOM Y Hac 6bIBaeT TONbKO Y BOIbHUYHbIX U THOPEMHbIX
nocrpoek” (72—73).
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Color

Unlike Garshin’s “The Red Flower” ChekhoV’s title does not focus on a color or an
object, but on the mental ward itself, as “Ward No 6” is the portion of the hospital
where the mad hospital inhabitants live. It is important to note that color does not play
as critical a role in Chekhov’s narrative as in Garshin’s, but the lack of color used in the
description of the hospital or in the remaining narrative of the tale accentuates the vivid
descriptions of the filthy and inhumane conditions of the hospital and mental ward.
When color is used to describe the hospital, it is to emphasize the dirty and insufferable
qualities of the space. More commonly, instead of relying on direct color words,
Chekhov uses other words to describe similar attributes of the space. It is worth closely
considering the introductory paragraphs of the narrative. Each provides new insight into
the conditions of the space.

In the hospital yard there stands a small lodge surrounded by a perfect forest of

burdocks, nettles, and wild hemp. Its roof is rusty, the chimney is tumbling

down, the steps at the front-door are rotting away and overgrown with grass,
and there are only traces left of the stucco. The front of the lodge faces the
hospital; at the back it looks out into the open country, from which it is
separated by the grey hospital fence with nails on it. These nails, with their

points upwards, and the fence, and the lodge itself, have that peculiar, desolate,
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God-forsaken look which is only found in our hospital and prison buildings (91).

150

The first instance of color related to the physical space of the hospital is the indication
that there is a grey (cepsbiit) fence separating the hospital from the countryside. This
fence is off-putting with its muted, cool color and treacherous nails. In place of colors,
there are notes on condition. The building that houses the mental ward is rusty
(p>kaBas), collapsing (o6Banunace), rotting (crumnu), overgrown (nopocau), and very
little plaster remains (octanuco). These words are largely verb forms, a more active
choice than that of attributive color adjectives. The emphasis in this introductory
paragraph is on the run-down and uninviting qualities of the hospital. It is fitting that the

narrator continues the tour of the space with the words, “If you are not afraid”

[...] of being stung by the nettles, come by the narrow footpath that leads to the
lodge, and let us see what is going on inside. Opening the first door, we walk into
the entry. Here along the walls and by the stove every sort of hospital rubbish
lies littered about. Mattresses, old tattered dressing-gowns, trousers, blue

striped shirts, boots and shoes no good for anything — all these remnants are

150 “B 60/1bHUYHOM A,BOPE CTOMT HEBONBLLON GAUreNb, OKPYMKEHHDBIN Le/IbIM 1eCOM
penerHnKa, KpanuBbl U ANKOM KOHONAW. Kpbilwa Ha Hem pxcaeas, Tpyba HanonoBUHY
o6sanunace, CTyNEHbKN Y KPbl/ibLA C2HUAU U MOPOCAU TPABOM, @ OT UTYKATypPKH
ocmasnuce 00HU MOsbKO cnedbl. NepeaHnum dpacagom obpalleH oH K 6onbHuULE,
3a4HUM — TNAAMT B NONE, OT KOTOPOro OTAENAET ero cepbit 60NbHUYHBIN 3a60p ¢
reo3gamu. 3Tn reos3gm, obpalLeHHble OCTPUAMM KBEPXY, U 3abop, 1 camblnt danrens
MMEOT TOT 0COObIM YHbI/IbIN, OKAsHHbIN BUA, KaKOW Y Hac ObIBAaeT TONbKO Y 6O/IbHUYHbIX
N TIOpeMHbIX nocTpoek” (72; emphasis added).
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piled up in heaps, mixed up and crumpled, mouldering and giving out a sickly

smell (91).131

Once inside the building, the emphasis remains on its condition, but highlights how its
contents—instead of its fagade—indicate its decay. Another color appears, this time
blue (cuHuit), indicating the color of stripes on shirts. Why mention the blue and not the
color of anything else? Perhaps it stands out against the rest of the filth, which is
presumably some shade of grey or brown? Regardless, the lack of color puts focus on
the other attributes of the contents of this space. It is filled with rubbish (xnam) that is
old (crapble), torn (u3ogpaHHble), unsuitable (HMKyaa He rogHas), and worn-out
(ncrackaHHas). The items are so entrenched in disorder and decay that they give off a
suffocating smell (u3gaeT yaywnuebin, 3anax). The entrance to a space that is meant to
be a place of healing, should be very different than this entryway. Instead of being
inviting, this space is stomach-turning, and should send anyone in the opposite

direction.

The room that houses the mental patients is no more welcoming than the
exterior or the entryway. Again, Chekhov favors indications of filth — dirt, smoke, stench,

over color.

151 “Ecnun 86l He 6oUTECH OXeYubCca 0 Kpanuey, TO NOMAEeMTEe MO Y3KOW TPOMUHKeE,
BeayLen K Gaurento, 1 MOCMOTPUM, 4YTo Aenaetca BHyTpu. OTBOPMB NEPBYIO ABEPb, Mbl
BXOAMM B CEHU. 34€eCb Yy CTEH W OKOJIO NEYKN HaBaNeHbl Liesble ropbl 60NbHUYHOTO
xnama. MaTpaubl, cmapsie U300paHHbIE XanaTbl, NAaHTaNOHbl, Ppybaxu ¢ cCUuHUMU
NoNIOCKaMU, HUKyOd He 200HAA, UCMACKAHHAA 06yBb—BCA 3Ta PAHb CBa/IeHa B Ky4M,
nepemama, cnymanacs, 2Huem u uzdaem yodyuwinusbiii, 3anax” (72, emphasis added).
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Next you come into a big, spacious room which fills up the whole lodge except
for the entry. Here the walls are painted a dirty blue, the ceiling is as sooty as in
a hut without a chimney—it is evident that in the winter the stove smokes and
the room is full of fumes. The windows are disfigured by iron gratings on the
inside. The floor is dirty and splintery.*>?> There is a stench of sour cabbage, of
smoldering wicks, of bugs, and of ammonia, and for the first minute this stench

gives you the impression of having walked into a menagerie.

There are bedsteads screwed to the floor. Men in blue hospital dressing-gowns,
and wearing nightcaps in the old style, are sitting and lying on them. These are

the lunatics (91-92).%>3

Where he could have chosen blackened (as Garshin did), he wrote “sooty” (3akonueH)
and “grey” (cep). Even the color that is used to describe the institution is linked with
filth—the walls are “dirty-light blue” (rpasHo-rony6oto). The second use of blue in the

mental ward is a darker shade (cuHuit) and is attributed not to the physical space itself,

152 The translation of this sentence is mine. | chose to translate it for clarity and
precision in my analysis. Constance Garnett’s translation reads: “The wooden floor is
grey and full of splinters.”
153 “Nanee Bbl BxoauTe B 60/1bLUYIO, MPOCTOPHYHO KOMHATY, 3aHUMAaIOLLYIO BECb Ganrensb,
€CIM He cumuTaTb ceHel. CTeHbl 34eCb, BbiIMa3aHbl 2pA3H0-20/1y6010 KPacKoM, MNOTONOK
30aKonYeH, Kak B KypHoM n3be,—sACHO, YTO 34eCb 3MMOWM AbIMAT NeyYn u bbiBaeT yrapHo.
OKHa M3HYTpM 0b6e306pakeHbl KenesHbiMu peweTkamu. Mon cep u 3aHo3ucm. BoHAeT
KMCNOI KanycTon, GUTUNBbHOLO rapbto, KN1ONamMm M aMMMWaKOM, M 3Ta BOHb B MNEPBYHO
MWHYTY NPOU3BOAUT Ha Bac TaKoe BrneyaT/ieHne, Kak 6yATo Bbl BXOAUTE B 3BEPUHEL,

B KOMHaTe CTOAT KPoBaTH, NPUBUHYEHHbIE K NOAY. Ha HUX CMAAT U nexat ntoam B
CUHUX 60/IbHUYHbIX Xa/1laTax U NO-CTAPUHHOMY B KOAMaKax. 3To — cymacweawmne” (72—
73).
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but the attire that the patients are forced to wear — blue dressing gowns. Both the ward
and its inhabitants are shrouded in a cool color — blue. Neither color nor light provide
warmth in this space. The relative absence of color, and association of color with
uncleanliness and coolness, create a bleak atmosphere from the moment of
introduction to the mental ward. Not only is the appearance filthy, but the space is filled
to the brim with unpleasant scents, from smoke to mold to ammonia.

After the initial tour of the hospital, Chekhov’s narrator focuses on the
inhabitants of Ward 6. Chekhov uses a wide variety of verbs to indicate colors, and most
colors, regardless of part of speech, are applied to people. These patients turn various
shades of red, mostly in their faces; they appear to be black shadows; they have certain
hair colors or are threatened with graying hair; their faces are yellow or red to indicate
alcoholism. Red is the most frequently used color in Chekhov’s story, but its most
significant use is the one that is the least frequent—in description of the moon. Ragin
sees the moon as he looks out the window of Ward 6 near the end of the narrative and
sees that it is red. There is not a one-to-one symbolic relationship between red and an
object or concept (as there is with red and evil in “The Red Flower”). Instead, there is
differentiation between reds, even the reddening of one’s face. At times, red indicates
embarrassment, at other times shame, and occasionally drunkenness. The use of the
two words for blushing or turning red that are used, to redden or blush
(kpacHeTb/noKpacHeTb) and to turn crimson or purple (6arposeTs), are used to convey a
different quality of the person and his state of mine. The latter only occurs when the

person is angry, while the former is used for a wider variety of emotions or human
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states — shame, drunkenness, disappointment. Overall, Chekhov’s use of color or lack
thereof is nuanced.

The use of color to describe people, objects, and places is divided almost equally
between the portions of the story that occur inside the hospital (19) and outside of the
hospital (17). As the hospital and its function in the narrative is the primary object of
investigation, the use of color inside the hospital holds more value. The most common
color used to describe the hospital and the objects contained in it is blue. The most
common color to describe people in the hospital is red. Red is also the most frequently
appearing color overall. Blue and red, while not exact opposites, nonetheless contrast
with one another. Red is a warm color, while blue is a cool color. The anger, guilt, and
excitement of the patients and the doctor, represented by red, stands out in stark
contrast to the blue of the hospital walls and the patients’ attire. Red is the opposite of
green, and green is the color Ragin sees just before he dies. On one level, the greenness
before his eyes might indicate that he is leaving his guilty and angry existence behind to
enter its opposite. On another level, the green before his eyes recalls the green
lampshade in his home, a filter that paralleled with the philosophical and medical texts
he read and used to protect himself from reality. Despite Ragin’s transformation by the
end of the story, the presence of a “greenness before his eyes” (134)** may suggest
that some of his previously held beliefs continued to affect him until the end.

There are color words used throughout the narrative, but their use is best

studied in the sections in which the hospital is described or the action takes place in the

154 “Noseneneno s rnasax” (126).
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mental ward. What is important in consideration of color in “Ward No. 6” is how colors
intersect with the institution and what effect they have on its inhabitants. Lack of color,
when it is applied to the hospital, is equally telling because it too communicates the
overall oppressive and enlightening effect that the ward exercises on the patients and

the reader and the ways in which the edifice functions.

Light

While Chekhov uses color sparingly, opting for indirect descriptors of the space
of the mental institution (i.e. soot coated instead of grey or black, etc.) in “Ward No. 6”,
he almost completely abstains from mentioning light. There are only three mentioned
objects that give off artificial light. Two are located inside the hospital—the lamp in
front of an icon that belongs to Ragin’s assistant and a candle.'®> Neither the lamp nor
the candle is said to be giving off light. These items are mentioned not to reference
light, as much as they are to emphasize the religiosity of Sergei Sergeich. The other
artificial light source noted in the narrative is outside of the hospital—the lamp, with a

green shade, that Ragin uses to read in his home in the evenings.'®® It is noteworthy that

155 “In the corner of the consulting- room there stood a large ikon in a shrine with a
heavy lamp in front of it, and near it a candle-stand with a white cover on it” (102). | “B
yrny, B NPUeMHoM, cTout 6onbLlioit 06pas B KMOTE, C TAXKENOH TaMMa[oMn, Bo3e —
CTaBHUK B 6e/10M Yexsie; Ha CTeHax BUCAT MOPTPeTbl apxmepees, BUA, CBATOrOPCKOro
MOHAaCTbIPSl U BEHKM U3 CyXnX Bacunbkos” (86).

156 “The stillness of the evening, and afterwards of the night, was not broken by a single
sound, and it seemed as though time were standing still and brooding with the doctor
over the book, and as though there were nothing in existence but the books and the
lamp with the green shade” (106). | “TuwiMHa Beyepa M MOTOM HOYM HE HapyLLAeTca HK
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this lamp is both a source of light and has a shade that is modified by color—green.
Although this object exists outside of the mental ward, it is the light source by which
Ragin develops both his self-serving knowledge of the stoic philosophy to which he
clings and the advancements in medicine that he does not attempt to implement. Both
his philosophical views and his knowledge of medicine reinforce his neglect of the
hospital, particularly the mental ward. Ragin knows, thanks to the light of his lamp, that
the conditions and treatment of the patients in Ward 6 are deplorable and not up to
modern medical standards. Yet, his professed stoic philosophy shields him from any
responsibility for its state, or impulse to act in response to any suffering and
compassion.

The primary reference to natural light is seen by Ragin through a window from
inside Ward 6, near the end of the narrative. While he does mention the sun, it is only in
reference to the passage of time and the orbit of the earth, thus not mentioning it as a

light source. As such, the moon remains the primary source of light mentioned. **’

OZHWUM 3BYKOM, M BPEMSI, Ka*KETCS, OCTAHAB/IMBAETCA M 3aMMUPAET BMECTE C JIOKTOPOM
HaZ, KHUTOM, U KaXKeTCA, YTO HMYEro He CyLLeCcTBYET, KpOMe 3TOM KHUIM U laMnbl C
3eneHbim Konnakom” (90).

157 In order, here are the mentions of the sun: First: He sat in the cellar all day and then
all night, then another day, was fearfully cold, and waiting till dusk, stole secretly like a
thief back to his room. He stood in the middle of the room till daybreak, listening
without stirring. Very early in the morning, before sunrise, some workmen came into
the house (97). | B norpebe npocmaen oH AeHb, MOTOM HOYb U APYrOM Ae€Hb, CUJIbHO
0356 1, 40K OABLUMCL NMOTEMOK, TAMKOM, Kak Bop, Npobpanca K cebe B KomHaTty. [Jo
paccseTa NPOCTOAN OH Cpeam KOMHaTbl, He LWeBefACb U NPUCAYLWINBAACL. PaHo yTpom A0
BOCX0/a COJIHLLA K X03AiKe NpuLLIn nedyHunkn (79-80).

Second: “Oh, why is not man immortal? he thought. What is the good of the brain
centres and convolutions, what is the good of sight, speech, self-consciousness, genius,
if it is all destined to depart into the soil, and in the end to grow cold together with the
earth's crust, and then for millions of years to fly with the earth round the sun with no
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Andrey Yefimitch walked away to the window and looked out into the open
country. It was getting dark, and on the horizon to the right a cold crimson moon
was mounting upwards. Not far from the hospital fence, not much more than
two hundred yards away, stood a tall white house shut in by a stone wall. This

was the prison.

“So this is real life,” thought Andrey Yefimitch, and he felt frightened.

The moon and the prison, and the nails on the fence, and the far-away flames at
the bone-charring factory were all terrible... Andrey Yefimitch assured himself
that there was nothing special about the moon or the prison, that even sane

persons wear orders, and that everything in time will decay and turn to earth,

meaning and no object?” (106). | “O, 3a4uem yenosek He beccMepTeH? — AyMaeT OH. —
3ayem MO3roBble LEHTPbI U U3BUINHDI, 3a4EM 3PEHUE, PeYb, CAMOYYBCTBUE, TEHUIA, ECNU
BCEMY 3TOMY CY}KAEHO YIATW B NOYBY U, B KOHLLE KOHLLOB, OX13a4€Tb BMECTE C 3eMHO0
KOpOM, @ NOTOM MUANMOHbI eT 6e3 cmbicna 1 6e3 uenm HoCcUTbCA € 3eMAEN BOKPYT
conHua?” (90).

Third: “He knew that at the very time when his thoughts were floating together with the
cooling earth round the sun, in the main building beside his abode people were
suffering in sickness and physical impurity: someone perhaps could not sleep and was
making war upon the insects, someone was being infected by erysipelas, or moaning
over too tight a bandage; perhaps the patients were playing cards with the nurses and
drinking vodka (106). | “OH 3HaeT, 4TO B TO BPEMs, KOrZa ero MbiC/in HOCATCA BMeCTe C
OX/IaXKAEHHOI 3eM/Iell BOKPYT COMHLA, PALOM C LOKTOPCKOM KBapTUPOW, B 601bLIOM
Kopnyce TomATca Atoan B 60/1e3HAX U GU3NYECKOM HEYNCTOTE; OblTb MOXKET, KTO-HUOYAb
He CMWUT U BOKET C HACEKOMbIMMU, KTO-HNOYAb 3aparkaeTca poXKen Uan CTOHET OT TYro
NONIOXKEHHOM NOBA3KU; BbITb MOXKET, HONbHbIE UTPAIOT B KAPTbl C CUAENKAMU U NbIOT
BoaKy” (90).
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but he was suddenly overcome with desire; he clutched at the grating with both

hands and shook it with all his might. The strong grating did not yield (131). *°8

The moon appears when Ragin is enlightened, his philosophical barriers gone, and
begins to comprehend reality. The moonlight hits Ragin as comprehension breaks upon
him in the wake of fear, desire, and other emotions from which he had shielded himself.
It shines and highlights his moment of realization. When first locked in the mental ward,
Ragin insists several times that his confinement is a mistake. Then, the moon rises, and
he understand that “this is real life” (29).%>°

The moon, not unlike in Garshin’s “The Red Flower” and, as we will see in
Bulgakov’s The Master and Margarita, possesses a unique power. Its light is capable of
revealing truth that was previously hidden. While the moon has presumably risen each
day of Ragin’s life, he has never, as far as is indicated by the narrator, focused on it
before this moment of transformation. Previously, Ragin spent his evenings inside,

leaving the hospital early in the day (likely when it was still light outside), and returning

158 “Anppeit EQMMbIY OTOLWEN K OKHY M MOCMOTPEN B NoJie. YKe CTaHOBUNOCh TEMHO, U
Ha ropmM3oHTE C NPABOI CTOPOHbI BOCXOAMNA XON04HaA, barposasa nyHa. Hepganeko ot
60/1bHMYHOro 3abopa, B CTa caxKeHsx, He 6osiblie, CTOAN BbICOKUIA Benbiii AoMm,
0bHeceHHbI KAMEHHOI CTEHOM. IX0 bblna TIopbMa.

«BoT oHa gelicTBuTENIbHOCTL!» — Nnoagyman AHapen Ednmbiy, u emy cTano
CTPALWHO. BblAK CTpallHbI M YHA, U TIOPbMA, U FBO3AN Ha 3abope, N AaNeKnin NNameHb B
KocTonanbHOM 3aBoze. C3aau nocabiwanca B3Aox. AHapen Epumbliy ornsHynca mn
yBUAEN YenoBeKa ¢ 6aecTALMMM 3BE34aMU U C OPAEHAMM HA TPYAMU, KOTOPbLIN yablibanca
N NYKaBO NOAMMUIMBAA rNa3om. M 3TO NOKA3anochb CTPaLLHbIM.

AHppeit Edumbiy yBepan ceba, 4To B IYHE U B TIOPbME HET HUYero 0cCobeHHoro,
4TO M NCUXMYECKU 340POBbIE /10N HOCAT OPAEHA U YTO BCE CO BPEMEHEM CTHUET U
06paTUTCA B IIMHY, HO OTYaAHWE BAPYT OBMAAEN0 UM, OH yXBaTUACA obenmmn pykamu 3a
PELLEeTKY U U30 BCel CUNbl NOTPAC ee. Kpenkas pelleTka He noaganacsk” (121-122).

159 “«BoT oHa peicTBuTenbHocTb! »” (121).
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home where he read by artificial light late into the evening. Now, Ragin notices the
moon, lacking any blocking agent, such as the green shade on the lamp. Both his
newfound attention to this light source, and the relative absence of light throughout the
narrative, imply that the moon is critical to Ragin’s ability to experience and accept what
is real. Its light clears the remnants of his stoic philosophy from his mind, leaving him
reformed, but faced with the bleakness of the real world.

Not only is the moon a key source of light and knowledge, it is also attributed
with color, a characteristic that makes it stand out against the largely uncolored or grey-
blue world of the mental world. The moon is cold and crimson, almost purple
(6arposas), a color often associated with royalty, thus offering the moon a potentially
imperious aspect. The moon in its red hue, a color used elsewhere to depict a
character’s anger, shame, drunkenness, or disappointment, now pierces Ragin to his
core. With no filter through which he might dampen the truth, the moon’s light
highlights the true bleakness surrounding him. Looking at out the window at the cold,
crimson moon, Ragin is overcome by a feeling of dread and attempts to escape through
the window by shaking its bars. In this moment, when Ragin completes his fall from the
protection of his stoic beliefs to the reality of suffering and compassion, Chekhov uses
all three key items of analysis — color (crimson/6arposbiit), light (moon/nyHa), and a
window (okHo) to emphasize the transformative moment.

The moonlight reappears after Ragin has been freed of his philosophical
defenses and begins to appreciate the harsh realities of life, casting its light over his

prone form after he is beaten by Nikita.
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Then all was still, the faint moonlight came through the grating, and a
shadow like a net lay on the floor. It was terrible... How could it have
happened that for more than twenty years he had not known it and had
refused to know it? He knew nothing of pain, had no conception of it, so
he was not to blame, but his conscience, as inexorable and as rough as
Nikita, made him turn cold from the crown of his head to his heels.

(133)160

Finally feeling pain and realizing all he had failed to do throughout his life, Ragin finds
his moment of enlightenment accompanied by the moonlight, albeit a moment unlike
that found in Garshin, as this moment is profoundly depressing. Ragin’s conscience,
unprotected by the stoic delusions he had created, found itself fully exposed to his guilt

for years of neglect and excuses. This moment of enlightenment informs Ragin’s

160 “33Tem BCE CTUXNO. MMAKWNIA TYHHBIN CBET LWeN CKBO3b PeLIeTKU, U Ha NOAY SexKana
TeHb, NOX0Xan Ha ceTb. bblno cTpawHo. AHapen EbumbIy ner u NnpuTann AbiXxaHUE; OH C
Y)KaCOM »KAaN, YTO ero yaapsaT ewe pas. TOYHO KTO B3AN Cceprn, BOTKHY/1 B HEFO U
HECKO/IbKO pa3 NOBEPHYA B rpyAan U B KMLWKax. OT 601K OH YKYCUA NOAYLKY WU CTUCHYA
3y6bl, 1 BAPYT B FO/I0BE €ro, CPeAm Xaoca, ACHO Me/lbKHYa CTpaLlHas, HEBbIHOCMMAA
MbIC/1b, YTO TAKYHO e TOYHO 60/1b A0MKHbI ObIIM UCMbITLIBATL FOAAMM, N30 AHA B AE€Hb
3TW NtoAN, KasaBLUMECH Tenepb NPy IYyHHOM CBETe YepHbIMM TEHAMMU. Kak morio
CNY4YUTbCA, YTO B NPOAOINKEHNE BOMbLLE YeM ABAaALATU NIET OH HE 3HA/ U He XOTeN 3HaTb
aToro? OH He 3Ha, He UMes NOHATUA 0 60K, 3HAYUT, OH He BUHOBAT, HO COBECTb, TaKasn
e HecroBopumBas U rpybas, Kak HUKuTa, 3actaBuna ero Nnoxono4eTb OT 3aTbl/IKa 40
naT. OH BCKOYW/I, XOTeN KPUKHYTb M30 BCEX CUN U BerkaTb CKopee, 4yTob youTs Hukuty,
notom XoboToBa, cmoTpuTens u gpenbaliepa, NoTom cebs, Ho U3 rPyaAn He BbIWIO HU
OZIHOrO 3BYKa, M HOTW He NOBMHOBANIUCh; 3a4bIXaACb, OH PBaHY Ha rpyan xanaT u
pybaxy, nopsBan u 6e3 4yBCTB NoBanW/ICA Ha KpoBaTb” (125).
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ultimate choice to do something contrary to what the other protagonists studied in this
dissertation do: he will reject the eternal. While this passage will be discussed in greater
detail later, it must be acknowledged that the symbolic illumination provided by the
moon appears one final time in the story, as it shines its light on Ragin’s body as it lay
dead “on the table, with open eyes, and the moon shed its light upon him at night”
(134.)%%1 Although Ragin ultimately did not want immortality or any of what it offered
him, the moonlight symbolically reminds the audience of the truth of what Ragin

perceived, regardless of his ultimate choice.®?

Windows

Having entered the lodge housing Ward 6, during his introductory tour of the
hospital, the narrator mentions that the “windows are disfigured by iron gratings on the
inside” (91).1%% These windows are barriers that provide illusory access to the outside
world. The patients stand at these windows, with their iron bars, and look out to a world
from which they have been permanently removed. Only Moiseika is permitted to leave

the ward and hospital grounds, but he always returns, and receives a severe beating

161 “Tam OH neXkan Ha cTone C OTKPbITbIMK F1a3aMu, U IyHa HOULIO ocselana ero” (126).
162 “There he lay on the table, with open eyes, and the moon shed its light upon him at
night. In the morning Sergey Sergeyitch came, prayed piously before the crucifix, and
closed his former chief's eyes” (134). | “NMpuWAn My>KUKK, B3AIN €r0 33 PYKU U 33 HOTU U
OTHEC/IN B YaCOBHIO. TaM OH /ieXKan Ha CTo/1e C OTKPbITbIMU F1a3aMu, U IyHa HOYbIO
ocselana ero. Ytpom npuwen Ceprent Ceprend, HaboXKHO NOMOAUNCA Ha PacNATUE U
3aKpbl/l cBOEMY bbiBLIEMY HaYaNbHUKY rasa” (126).

163 “OKHa n3HYTPU 0be306paxeHbl KenesHbiMmmn pewetkamu” (72; emphasis added).



98

each time. Even he, when inside the ward, is confined by the windows, “By day he walks
up and down the ward from window to window” (“Ward No. 6” 92).164

Gromov is particularly disturbed by the presence of the windows. For him, they
are a symbol of oppression, “he speaks of... the window-gratings, which remind him
every minute of the stupidity and cruelty of oppressors” (93).1%° In addition to
oppression, the windows are an indicator of the monotony of life inside the ward walls.
Aside from eating two meager meals, one of the only activities that the inhabitants can
engage in is walking to and looking out the window, “In the intervals they lie down,
sleep, look out of the window, and walk from one corner to the other” (99).16%

The grated windows of Ward 6 form a barrier that not only confines the patients,
but also contains the cruelty that occurs behind them. The events permitted to unfold
inside these windows would be condemned on the other side of them. Ragin knows that
beatings occur in the mental ward, but he does not attempt to stop them: “He knew
that Nikita knocked the patients about behind the barred windows of Ward No. 6, and
that Moiseika went about the town every day begging alms” (106).1¢7 This insight of
Ragin’s indicates that these windows are a one-way barrier. While the patients are
almost constantly pacing between them and looking through them, there is no one on

the outside looking in. There is no one to witness their plight and be turned by

164 “IHem OH NporyavnBaeTca no nanarte oT OKHa K okHy” (73; emphasis added).

165 “FoBOPUT OH O ... 06 OKOHHBIX peLleTKaX, HaNoMMHAKLWMX eMY KaXKayt0 MUHYTY O
TYMNOCTU W }KeCTOKOCTU HacuabHuKos” (75).

166 “B npomekyTKax fexaT, CnAT, MAAAT B OKHa M XoaAaT 13 yrna s yron” (81).

167 “On 3HaeT, uto B Nanate No 6 3a peweTkamm HUKMUTa KONOTUT 60/bHBIX M UTO
MoWcelKa Kaxablii AeHb Xo4MT Mo ropoay U cobupaet munoctbiHo” (91).
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compassion to invoke new measures of psychiatric care. The barrier of the window does
not protect, but rather confines the patients, and instead protects outsiders from
interacting with the inhabitants of Ward 6 and from the knowledge of what goes on
inside.

The bars on the windows are featured in a debate about the future between
Ragin and Gromov. Ragin uses them as an indicator of imprisonment, but they become
the symbol of the reality experienced by Gromov that Ragin has yet to understand.

"So long as prisons and madhouses exist someone must be shut up in them. If

not you, l. If not I, some third person. Wait till in the distant future prisons and

madhouses no longer exist, and there will be neither bars on the windows nor

hospital gowns. Of course, that time will come sooner or later" (110-111).%68

168 “__ Pa3 cywecTByOT TIOPbMbI M CyMmaclleALne 40Ma, TO AO/IKEH e KTO-HNbyab
CUAETb B HMX. He Bbl — TaK A, He 1 — TaK KTo-HUOyab TpeTuit. Morogute, Korga B
Aanekom byayuiem 3aKoHYaT CBOE CyLLEeCTBOBAHWE TIOPbMbI U Cymacllewne 40Ma, TO
He ByaeT HM pelleToK Ha OKHaXx, HM xanaToB. KoHeYyHo, TaKoe BpemMsA paHOo AN NO34HO
HacTaHeT.

MBaH OMUTPUY HAaCMELLMBO YNbIOHYACA.

— Bbl wWyTUTE, — CKasan OH, WypA rnasa. — Takum rocnoaam, Kak Bbl 1 BaLl
NOMOLHMK HUKKTA, HET HMKAKoro aena o byayuiero, HO MoXKeTe 6bITb YyBEPEHDI,
MWNOCTMBbIN rocygapb, HACTaHYT Nyywne BpemeHa! MNMycTb A BbipaXkatocb NOLWO,
CMeNTeCb, HO BOCCUAET 3apA HOBOW KU3HU, BOCTOPXKECTBYET NpaBAa, U — Ha Halwew
ynunue byaet npasaHuk! fl He foXKAYCb, N3,0XHY, HO 3aTO YbM-HUOYAb NPaBHYKM
[oxayTca. NpMBETCTBYIO UX OT BCEM AyLIM U paaytocb, pagytock 3a Hux! Bnepega!
Momoraii Bam 6or, apy3bs!

MBaH OMuUTpUY ¢ 6AecTALLMMM rNa3amm NOSHANCA U, NPOTATUBAA PYKU K OKHY,
NPOAOAXKAN C BOTHEHWEM B rosloce:

— W3-3a aTux peweTok 6aarocnosnato Bac! [la 3apascTeyet npasaal Paaytoch!

— fl He HaxoXXy 0cOb6eHHOM NPUYMHbBI PaaoBaTbCcA, — ckasan AHapen Edumbly,
KOTOopomy ABuKeHWe MBaHa JMUTpUYa NOKa3an0Ch TeaTpasibHbIM M B TO Xe Bpema
O4YeHb NOHPABMNOCL. — THOPEM M Cymacllelmnx 4oMoB He ByaeT, M npaBaa, Kak Bbl
N3BONIU/IN BbIPA3UTbCA, BOCTOPXKECTBYET, HO BeAb CYLLHOCTb Bellen He U3MeHUTCA,
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In response, Gromov rejects Ragin’s claims about the future as a joke, but nevertheless
insists that “better days will come” and “truth and justice will triumph” (110-111). He
then stands up “and stretching his hands towards the window, went on with emotion in
his voice: ‘From behind these bars | bless you! Hurrah for truth and justice! | rejoice!””
(110-111).%%° While Gromov sees the removal of the bars and windows as liberation,
Ragin argues that whether prisons and madhouses exist or not, “People will suffer pain,
grow old, and die” (110-111).%7° For Ragin, still in his stoic mindset, suffering does not

result from physical conditions, but results only from one’s perspective on events.

3aKOHbI NPUPOAbI OCTAaHYTCA BCE Te e. /llogm 6yayT 60neTb, CTapUTbCA U YMUPATb TaK
e, KaK 1 Tenepb. Kakan 6bl BeIMKOEMNHAA 3aps HM OCBELLLaNa Bally *KU3Hb, BCE XKe B
KOHL,E KOHLLOB Bac 3aKON0TAT B rpob 1 6pocAT B Amy.

— A beccmepTme?

— 3, nonHote!

— Bbl He BepuTe, Hy, a A Bepto. Y [JocToeBCKOro naun y Boabtepa KTo-To roBopwurT,
4TO ecnm b6bl He 6biNo Bora, To ero BblAyMann 6bl Noau. A s rnyboKo Bepto, YTO eCn HeT
H6eccmepTusA, TO €ro paHo UAM NO34HO U306peTET BESIMKUIA YETOBEYECKUI YM.

— XopoLwo cka3aHo, — nporosopua AHapen Edumebid, ynbibaach ot
Y4,0BONIbCTBMA. — ITO XOPOLLUO, YTO Bbl BepyeTe. C TaKOK BEPON MOXKHO KUTb
npuneBaroyYn Aaxe 3aMypaBieHHOMY B cTeHe. Bbl n3sonnau rae-Hnbyab nonyumTb
obpasoBaHue?

— [a, A 6bin B yHUBEPCUTETE, HO HE KOHYUJI.

— Bbl MblcAsWMN U BAYMYMBBIN YenoBekK. Mpn BCAKON 06CTaHOBKE Bbl MOXKETE
HaxoauTb ycnokoeHune B camom cebe. CBobogHoe n rnybokoe mbllieHne, KOTopoe
CTPEMUTCA K YPA3yMEHMUIO KU3HU, U NOSIHOE NpPe3peHUE K Fyrnon cyeTe Mmpa — BOT ABa
6nara, Bbllle KOTOPbIX HUKOr4a He 3Han Yyenosek. U Bbl moxkeTe 061a4aTb MMU, XOTA Obl
Bbl XXMM 32 TPEMA pewleTKkamu. JnoreH xun B 604Kke, ogHAKO ke bbla cyacTinBee Bcex
Lapen 3eMHbIX.

— Baw AuoreH 6b1n 60nBaH, — yrptomo nporosopun MeaH Amutpmd. — Y10 Bbl
MHe roBopuTe npo [uoreHa, Aa Npo KaKoe-TO ypasymeHne? — paccepamnacs OH BAPYr U
BCKOUMN. — A N06AI0 KU3Hb, Nt0610 cTPacTHO! Y MeHA MmaHMA npecnefoBaHuA,
MOCTOAHHbIN MYYUTENbHBIN CTPAX, HO ObIBAIOT MUHYTbI, KOTAa MEHS OXBATbIBAET YKaXAaa
U3HU, U TOraa A1 600Cb COUTU C YMa. YXKaCHO X04y XUTb, yxKacHo!” (96-97).

169 See note 51 for Russian text.
170 See note 51 for Russian text.
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Therefore, the barred windows in the mental ward that are so oppressive to its
inhabitants, are irrelevant to Ragin. He believes that by faith, Gromov can “live happily

even shut up within walls” (110-11). Ragin even goes as far as to suggest that:

In any surroundings you can find tranquility in yourself. Free and deep thinking
which strives for the comprehension of life, and complete contempt for the
foolish bustle of the world—those are two blessings beyond any that man has
ever known. And you can possess them even though you lived behind threefold
bars. Diogenes lived in a tub, yet he was happier than all the kings of the earth

(110-111).

Gromov is angered by Ragin’s advice and in their next conversation, he refutes
his philosophy by pointing out that Ragin has never personally suffered. Here too we
might see Chekhov recalling Garshin’s hero, who felt that “l experience in my own self
the great concept that space and time are mere fiction. | live in every age. | live where
space does not exist, everywhere or nowhere, as you will. And therefore it’s all the same
to me whether you confine me here or give me my liberty, whether | am free or bound”
(“The Red” 202).17* Ragin is not the ill-one, however, and in Ward No. 6, he eventually

comes to realize that the grated window is an indicator of his and his fellow patients’

71 “I y meHna oHa ecTb! —BOCKAMKHYN 6ONbHOW. — W Koraa A Halen ee, A NoYyBCTBOBaN
ceba nepepoauBWNMCA... A nepexcusaro camum coboro seauxkue uoeu o mom, Ymo
MpPOCMpPAHCMEB0 U 8pemMa—cyms uKyuu. A #cusy 80 ecex exax. A wusy 6e3
npocmpaHcmea, 8e30e uUau Huzoe, KaK xomume. M No3ToMy MHE BCE PaBHO, AepKuTe
21 Bbl MEHS 34,€Cb UM OTMNYCTUTE Ha BOIIO, CBODOOAEH A UK cBA3aH...” (226—227;
emphasis added).
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confinement, suffering, and their ability to rightly perceive the bleak reality in which

they live. Gromov says,

A young man asks advice, what he is to do, how he is to live; anyone else would
think before answering, but you have got the answer ready: strive for
“comprehension” or for true happiness. And what is that fantastic “true
happiness”? There's no answer, of course. We are kept here behind barred
windows, tortured, left to rot; but that is very good and reasonable, because
there is no difference at all between this ward and a warm, snug study. A
convenient philosophy. You can do nothing, and your conscience is clear, and
you feel you are wise . . . . No, sir, it is not philosophy, it's not thinking, it's not
breadth of vision, but laziness, fakirism, drowsy stupefaction. Yes," cried Ilvan
Dmitritch, getting angry again, "you despise suffering, but I'll be bound if you
pinch your finger in the door you will howl at the top of your voice" (“Ward”

116).172

172 “Monopoi yuenoBeK NPOCUT COBETA, YTO Ae/1aThb, KaK KUTb; MPEXAe YeM OTBETUTD,
Apyroi 6bl 3aaymancs, a TYT YK rOTOB OTBET: CTPEMUCH K YPa3yMEHUIO UIU K UCTUHHOMY
6nary. A 4To Takoe 370 paHTacTUYeckoe «MCTMHHOe 6raro»? OTBeTa HeT, KoHe4yHo. Hac
AEeprKaT 34eCb 33 PeLeTKOoM, THOAT, UCTA3YIOT, HO 3TO NPEKPACHO U pa3yMHO, NOTOMY YTO
MeX Ay 3TO NasiaTon U TEN/IbIM, YIOTHbIM KAOMHETOM HET HUKaKoM pasHuLbl. Yo0bHan
¢unocodums: n genatb HeYyero, U COBECTb YNCTA, U MyapeL,om cebs YyyBCTBYeLb... HerT,
cyaapb, 3To He punocodus, He MbllSIEHNE, HE LUIMPOTA B3rnAaa, a 1eHb, GaknpCTBeo,
COHHas oaypsb... Ja! — onAatb paccepaunca MeaH Amutpuy. — CTpagaHus npesunpaeTe,
a Hebocb NpuLLEMM BaM ABepblo Nanedl, Tak 3aopeTe Bo Bce ropno!” (“Palata” 103).
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In this passage, Gromov attempts to show the doctor that his philosophical ideals are
merely defense mechanisms that Ragin maintains because it is convenient to hide
behind stoicism instead of acting to improve conditions or relieve suffering. This episode
foreshadows the fall the Ragin will take from stoicism to reality at the end of the
narrative. That shift is ultimately caused by the mental ward itself and the light that still
shines through those very barred windows.

After Hobotov leads Ragin to Ward 6 on the guise of needing a consultation, only
to abandon him there as a patient, Ragin quickly begins to experience the effects of the
space and the importance of the windows. He notes, as the narrator did earlier, that

there is not much to do, other than to look out the window.

Here he had been sitting already half an hour, an hour, and he was miserably sick
of it: was it really possible to live here a day, a week, and even years like these
people? Why, he had been sitting here, had walked about and sat down again;
he could get up and look out of window and walk from corner to corner again,
and then what? Sit so all the time, like a post, and think? No, that was scarcely
possible (130).173

When Ragin does look out a window of the ward for the first time as a patient, he sees

reality. Looking through the grate-covered window out into the world, directly at

173 “BoT OH NpocKAaen ysKe nosidaca, 4ac, M eMy Haf0€e10 A0 TOCKU; HeYXenun 34echb
MOXHO NPOXNUTb AEHb, HELENIO U AAXKe rogbl, Kak 3Tu ntoam? Hy, BOT OH cuaen,
npoLlenca u onAaTb Cen; MOXKHO MONTU U NOCMOTPETb B OKHO, M ONATb NPOMUTUCH U3 yrNa
B yros. A notTom uto? TaK 1M cMAaeTb BCE BPemsa, KaK UCTYKaH, U AymaTb? HeT, 3TO eaBa nun
BO3MOKHO"” (120).
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another space of confinement—the prison—he can no longer convince himself that it is
all the same whether he is in the mental ward or elsewhere. He even shakes the bars,
but they do not budge. For the doctor, unlike Garshin’s hero, the barrier of the window

cannot be crossed.

Andrey Yefimitch walked away to the window and looked out into the open
country. It was getting dark, and on the horizon to the right a cold crimson moon
was mounting upwards. Not far from the hospital fence, not much more than
two hundred yards away, stood a tall white house shut in by a stone wall. This

was the prison.

"So this is real life," thought Andrey Yefimitch, and he felt frightened...

Andrey Yefimitch assured himself that there was nothing special about the moon
or the prison, that even sane persons wear orders, and that everything in time
will decay and turn to earth, but he was suddenly overcome with desire; he
clutched at the grating with both hands and shook it with all his might. The

strong grating did not yield (131).174

174 “Ayppert EGUMbIY OTOLWEN K OKHY M MOCMOTPEN B none. Ye cTaHOBUIOCb TEMHO, 1
Ha ropM30HTE C NPaBOI CTOPOHbI BOCXOAMNA X0NoAHanA, barposas nyHa. Heganeko ot
60nbHUYHOro 3abopa, B cTa caxkeHsx, He boblie, CTOS/ BbICOKMIA Benblit AoMm,
06HeCceHHbI KAMEHHOK CTEHOM. IX0 Hblia TIOPbMa.

«BoT oHa gelicTBUTENbHOCTBL!» — nogyman AHapen Ebnmbiy, n emy cTano
CTpaLLHO.

Bblnn cTpalHbl U NyHa, U TIOPbMA, U IBO34M Ha 3abope, U AaNEKUI N1aMeHb B
KocTonanbHOM 3aBoze. C3aau nocnbiwancs B340x. AHApen Epumbiy ornaHynca
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The grated windows let the moonlight into the ward. Despite assuring himself that
nothing was untoward about the moon, as he gazed through the window, he
experienced emotions and began to comprehend reality as he never had before. The
last use of the window is the moonlight shining through the grating as Ragin lay beaten

on the floor. It increases his sense of terror.

Then all was still, the faint moonlight came through the grating and a shadow

like a net lay on the floor. It was terrible (133).17°

With the moonlight shining through the window grating, the narrator describes the
resulting shadow as “a net... on the floor.” The combination of the physical space, and
the enlightenment it offers to Ragin seemingly trap him between his now-failed
philosophical delusions, the compassion he has developed, and his guilt for years of

neglect and bad faith.

Transformation and Symbolism

yBUAEN YeNoBeKa ¢ 61ecTAWLMMM 3BE34aMU M C OPAEHAMM Ha TPYAMU, KOTOPbLIN yablibancs
1 NYKaBO NOAMMUIMBAN rNa3oM. M 3TO NOKa3anoch CTPaLIHbIM.

AHpapeit Ebumbiy yBepsin cebs, 4To B iyHE U B THOPbME HET HUYEero ocobeHHoro,
YTO M NCUXMYECKWN 340PO0BbIE 04N HOCAT OPAEHA M YTO BCE CO BPEMEHEM CTHUET U
06paTUTCA B INHY, HO OTYasiHWE BAPYT OBAaAEe/I0 UM, OH yXBaTUACA 0beMmu pykamu 3a
peLEeTKY 1 130 BCel cunbl NoTpsac ee. Kpenkas peweTka He nogaanack” (121-122).
175 “YnaKnii NYHHBIN CBET LWeN CKBO3b PeLUeTKM, U Ha MOy /1eXana TeHb, NOXOXKas Ha
ceTb. bbino crpawHo” (125).
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Chekhov’s “Ward No. 6” is the clear outlier among the texts containing mental
institutions that | am analyzing. It provides a counter example to the other stories,
emphasizing that there many ways in which a writer can use the physical space and
setting of a mental institution to communicate varying messages or insights.
Nevertheless, Chekhov’'s madhouse remains comparable to and just as valuable as the
other three. It even shares some qualities with the others. However, it stands alone in
that what it offers to the reader is bleaker and less hopeful than the others. In “Ward
No. 6” the protagonist attains a form of enlightenment, developing compassion and
acknowledging the realities of life, particularly of suffering, but it comes too late, and
there is little sense of hope. Still, the mental institution remains a vehicle for
transcendent knowledge and appreciation of the eternal, but unlike the other texts
discussed in this dissertation, Chekhov’s Ragin does not want transcendence and it
overwhelms him.

In “Ward No. 6”, the final two sections (XVIII and XIX) are critical in uncovering
the philosophical role of the mental institution in the narrative. When Ragin is tricked by
Hobotov and brought to the ward on the guise of consulting on a patient case, his entire
perspective shifts. While the doctor had been acquainted with the hospital and the
mental ward for over twenty years, and the mental ward had recently played a daily role
in his life, his relationship during that time had been external and superficial. Ragin saw
patients, avoided patients, and held conversations with Gromov, but after each
encounter, he left the hospital grounds and returned home to inhabit a place to which

he was not physically confined, where his protective and self-serving beliefs are
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reinforced under the green-lamp-shaded light by which he read nightly. He could freely
move into and out of the space of the hospital on his own time. In section XVII, Ragin’s
world starts to change, and by section XVIII, he has undergone a dramatic philosophical
shift — literally overnight.

Suddenly, once confined within the physical space of the institution, Ragin is
experiencing his first brush with real life, or, more precisely, suffering. He spent his life,
particularly the recent period, self-assured and confidently immune to life around him
thanks to his stoicism. He preached the meaninglessness of where one exists and what
one suffers to Gromov, a person already enlightened by true suffering and confinement.
Once Ragin is inside the hospital, locked in Ward 6 with no hope of escape, his view of
life is turned on its head. By being physically confined, Ragin is cast out from the refuge
of his illusions of stoicism. The space in which Ragin exists both literally and symbolically
shrinks. He lives the brief remainder of his life in one room, while the distance created
by his stoicism between him and everyone else is removed. Prior to his forcible
admittance to the hospital, he lived in an imagined, detached world. The mental ward is
the object that forces his transcendence (transgression) from his imagined world to
reality.

A close reading of the physical details of the hospital and the mental ward is
important because becoming part of the space, instead of simply visiting it, is what
forces Ragin to comprehend the reality he had so long avoided. The hospital was always
a negative space—dirty, ill-equipped, abusive, etc., but he was able to dismiss the

problems until he is trapped within its walls. Early on, the narrator notes that Ragin “is
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“absolutely unable to give orders, to forbid things, and to insist” (101).17® He wants to
do good, but is so horrified by the world that he hides in stoic delusions where he does
not have to try, and there he remains safe. It is not until his safety from suffering is
threatened that he begins to change his views and develop compassion. Ultimately,
personal suffering leads Ragin to do what he supposedly could not, as he insists that he
be allowed to leave Ward 6 and walk around the hospital yard: “Open the door,” cried
Andrey Yefimitch, trembling all over; “l insist!” (132).177 Once he attempts the
impossible he is beaten by Nikita. The beating Ragin receives and his subsequent death
imply that even if he had rejected stoicism earlier and been moved by compassion, he
likely would not have accomplished anything for the hospital or its patients. Recalling
Gromov’s warning, that “you despise suffering, but I'll be bound if you pinch your finger
in the door you will howl at the top of your voice” (116), Ragin’s beating completes the
illumination he receives at the hands of the institution.’® Now he has been made fully
aware of what he had long ignored and sought to avoid.

The discussions of immortality that Ragin undertakes with Mihail Averyanitch

and Gromov echo the role of the eternal in Garshin’s story, only here the result is far

176 “MpuKkasbiBaTh, 3anpeLLaTb U HacTanBaTb OH NONOMKUTENLHO He ymeeT” (84).

77 “—0O1Bopun! —KpuKHyn AHapeit Ebumbiu, apoxka Bcem Tenom. —fA Tpebyto!” (124).
178 “Monopaoi 4yenoBeK NPOCUT COBETA, YTO AeNaTb, KaK MUTb; MPeXae Hem OTBETUTD,
Apyron 6bl 3a4yMancs, a TyT YK FOTOB OTBET: CTPEMUCH K YPa3yMeHUIo NN K UCTUHHOMY
6nary. A 4yTo Takoe 3To paHTacTUYeCcKoe «MCTUHHOe baaro»? OTBeTa HeT, KoHeuyHo. Hac
AEpPXKaT 34eCb 32 PELIETKON, THOAT, UCTA3YIOT, HO 3TO NPEKPACHO U PasyMHO, MOTOMY YTO
MEKAY 3TO NanaTon 1 TenbiM, YIOTHbIM KABMHETOM HEeT HMKAKoM pa3Huubl. Ya06HanA
dnnocodusn: n genatb Heyero, M COBECTb YNUCTA, U MyapeL.OM cebsa YyBCcTBYELb... HeT,
cyAapb, 3To He ¢munocoduma, He MbllLNEHUE, He LWMPOTA B3rNA4a, a ieHb, GaKUpPCTBO,
COHHana oaypb... Aa! — onaTtb paccepamnca MeaH Omutpmd. — CTpagaHua npesmpaeTe,
a HeboCb NpuLEeMn Bam ABeEPbLIO Nasiell, Tak 3aopeTe Bo Bce ropso!” (103).



109

bleaker. Until he is a patient in the mental ward, Ragin insists that immortality does not

exist. In an early conversation with Mihail Averyanitch, Ragin confidently asserts that

“You know, of course,” the doctor went on quietly and deliberately, “that
everything in this world is insignificant and uninteresting except the
higher spiritual manifestations of the human mind. Intellect draws a
sharp line between the animals and man, suggests the divinity of the
latter, and to some extent even takes the place of the immortality which
does not exist.”
[...]
“And you do not believe in the immortality of the soul?” he would ask
suddenly. “No, honored Mihail Averyanitch; | do not believe it, and have
no grounds for believing it” (104—105)"17°
After another such conversation, Ragin reiterates his rejection of any sort of
immortality of the soul, as he states that “Only the coward who has more fear of death

than dignity can comfort himself with the fact that his body will in time live again in the

179 " —Bbl cammn U3BOAUTE 3HATb, — MPOAO/IKAET JOKTOP TUXO M C PACCTaHOBKOM, — YTO

Ha 3TOM CBeTe BCE HE3HAYUTENBbHO U HEMHTEPECHO, KPOME BbICLLMX AYXOBHbIX
NPOABAEHWNI YeI0BEYECKOrO YMa. YM NPOBOAMUT PE3KYIO FpaHb MeXAay XMUBOTHbIM U
4eNoBEKOM, HAMEKAeT Ha 60XKeCTBEHHOCTb NOC/IEAHErO U B HEKOTOPOM CTEMEHU AaXKe
3ameHsaeT emy beccmepTme, KOTOPOrO HeT.

[...]

— A Bbl He BepuTe B beccmepTue Aywmn? — BAPYr CnpalnBaeT NoYTMeENCTep.

— Her, yBaxaemblii Muxann ABepbAHbIY, HE BEPIO U HE UMED OCHOBAHWA BepuTb” (88—
90).
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grass, in the stones, in the toad. To find one’s immortality in the transmutation of
substances is as strange as to prophesy a brilliant future for the case after a precious
violin has been broken and become useless” (106). In a conversation with Gromov,
Ragin attempts to incorporate faith in immortality of the soul, rather than its truth,
within his own stoic position as he states that “it’s a good thing you have faith. With
such a belief one may live happily even shut up within walls” (111). Once he is tricked
into becoming a patient in Ward No. 6, however, Ragin’s previous beliefs quickly break
down under the assault of the space.

The moment of transformation comes, as mentioned earlier, after the narrator
describes the moonlight shining through the barred window, seeming to cast a net on
the floor. At this moment of conjunction, between the physical space and the natural

light from beyond it, Ragin asks himself

How could it have happened that for more than twenty years he had not known
it and had refused to know it? He knew nothing of pain, had no conception of it,
so he was not to blame, but his conscience, as inexorable and as rough as Nikita,

made him turn cold from the crown of his head to his heels (133).18°

180 “331em BCE CTUXN0. MMAKMIA NYHHbIN CBET LWEN CKBO3b PELIEeTKM, M Ha NONY NeXKana
TeHb, MOX0XKaA Ha ceTb. bblio cTpawHo. AHapen EumbIY er n npuTamn AbIXaHUE; OH C
Y}KaCoOM }KAan, YTO ero yaapsaT ewe pas. TOYHO KTO B3/ ceprn, BOTKHYN B HEFO U
HECKONIbKO pa3 NoBepPHY B rpyam M B KMLWKax. OT 6011 OH YKYCUA NOAYLKY U CTUCHYA
3y6bl, U BAPYT B FO/I0BE €ro, CPeAm Xaoca, ACHO Me/ibKHYNa CTpallHas, HEBbIHOCMMAAnA
MbIC/lb, YTO TAKYHO e TOYHO 60/1b AOMKHbI BbINM UCMbITLIBATD FOAAMMU, N30 AHA B AEHb
3T NtOAMN, Ka3aBLUMeCs Tenepb NPU IYHHOM CBETE YepPHbIMU TeHAMMU. Kak morno
CNY4YUTbCA, YTO B NPOAOINKEHNE BObLLE YEM ABAaALATU ZIET OH HE 3HA/ U He XOTes 3HaTb
3Toro? OH He 3Han, He UMen NOHATUA 0 60K, 3HAYUT, OH He BUHOBAT, HO COBECTb, TaKas
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Inside the institution, when he is suffering, he is enlightened by learning to truly
comprehend the suffering of others, suffering for which he was partly responsible. As a
result, he considers that the others may have been right; perhaps immortality does
exist. The completion of the transformation is evident as the narrator describes Ragin’s
death, explaining that “There was a greenness before his eyes. Andrey Yefimitch
understood that his end had come, and remembered that Ivan Dmitritch, Mihail
Averyanitch, and millions of people believed in immortality. And what if it really existed?
But he did not want immortality, and he thought of it only for one instant” (134).%8! For
a brief moment, all his barriers reduced, Ragin entertains the thought that immortality
might exist, that all he believed had been wrong, but regardless of what he now
understands, one fact remains definite: Ragin does not want immortality. The answer to
why he felt this way may be suggested in the idiom used to describe him, that “there
was a greenness before his eyes.” Recalling the color of the lampshade that dimmed the
artificial light by which he read philosophy and the medical journals, the invocation of
color here reaffirms how Ragin maintained and reinforced his delusional innocence in

the face of all he failed to do throughout his life. The greenness suggests that although

e HecroBopumBas v rpybas, Kak HMKuKTa, 3acTaBmia ero NoXoa04eTb OT 3aTbl/IKa 4,0
nAaT. OH BCKOYMA, XOTeN KPUKHYTb M30 BCEX CU U BerKaTb cKopee, YTob youTb HUKuTy,
notom Xob60ToBa, cMoTpUTENA U denbaliepa, NOToOM cebs, HO U3 TPyAN He BbILWJIO HU
OZHOrO 3BYKa, M HOTW He NOBMHOBANMCh; 3a4bIXadaCb, OH PBaHYA Ha rpyau XanaT u
pybaxy, nopsan 1 6e3 4yBCTB NOBaANMACA Ha KpoBaTb” (125).

181 “Aynpeit EGMMBIY NOHAN, YTO €My NpULLIEN KOHEL, U BCMOMHWA, YTo MBaH AMuUTpuy,
Muxaunn ABepbAHbIY U MUAIMOHDI t0AEN BEPAT B beccmepTue. A BApyr OHo ecTb? Ho
beccmepTUa emy He XOTesIoCb, U OH ZIyMaJl O HEM TOJIbKO OIHO MrHoBeHue” (126).
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the institution has enlightened him to the realities of life and the possibilities of an
afterlife, such an afterlife would bring no peace to his now guilty soul.

This concession reveals Ragin’s real motive behind his previous stoic views—he
does not want immortality to exist. Ragin wants time and his existence, now that he
understands it, to end. Beginning to feel compassion, and realizing the depth of his
neglect, Ragin cannot bear the thought of having no end to his new found guilt. Earlier,

when Ragin first came to know the sorry state of the hospital, he:

came to the conclusion that it was an immoral institution and extremely
prejudicial to the health of the townspeople. In his opinion the most sensible
thing that could be done was to let out the patients and close the hospital. But
he reflected that his will alone was not enough to do this, and that it would be
useless; if physical and moral impurity were driven out of one place, they would
only move to another; one must wait for it to wither away of itself. Besides, if
people open a hospital and put up with having it, it must be because they need
it; superstition and all the nastiness and abominations of daily life were
necessary, since in process of time they worked out to something sensible, just
as manure turns into black earth. There was nothing on earth so good that it had

not something nasty about its first origin (100).182

182 “OcmoTpes 6onbHMLY, AHAper EGUMbIY NpULLIEN K 3aK1I0YEHUIO, YTO 3TO
yupeskaeHue 6e3HpaBCTBEHHOE U B BbICLIEH CTENEHN BpeAHOE ANA 3[0PO0BbA XUTeNen.
Mo ero MHeHuIo, CaMoe YMHOE, YTO MOXHO bblI0 cAeNaTh, 3TO — BbINYCTUTb 6ONbHbIX
Ha BO/t0, @ 60/IbHULLY 3aKPbITb. HO OH paccyam, 4To A/1A 3TOr0 HeA0CTaTOuYHO OAHOM
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Step by step, he absolved himself of any responsibility by arguing that by his will alone,
he could reasonably change very little. His struggle was against immorality and, as with
all things, the hospital would ultimately fall into dissolution anyway so his meager
efforts would have been wasted. Later, as a patient in the institution and unable to
maintain his stoic and learned delusions, reinforced by years of reading by the artificial
light of the green-shaded lamp, Ragin attempts one more time to recall his former

defense mechanisms:

Andrey Yefimitch assured himself that there was nothing special about the moon
or the prison, that even sane persons wear orders, and that everything in time
will decay and turn to earth, but he was suddenly overcome with desire; he
clutched at the grating with both hands and shook it with all his might. The

strong grating did not yield (131, emphasis added).'®3

TOJIbKO €ro BO/IM M YTO 3T0 6bl10 6bl 6ecnonesHo; ecin GpU3NYECKYIO U HPABCTBEHHYIO
HEeYUCTOTY NPOrHaTb C O4HOr0 MEeCTa, TO OHa NepenaeT Ha Apyroe; HaA0 *KAaTb, Koraa
OHa cama BbIBeTpUTCA. K TOMy Ke, ecnmn ntoam oTKpbIBanu 60abHULY U TepNAT ee y cebs,
TO, 3HAYUT, OHA MM HYKHA; NPeAPaCCYAKM U BCE 3TU XKUTEUCKUE rafoCTU U Mep30CTH
HY¥Hbl, TaK KaK OHW C Te4eHNEM BpeMeHM nepepabaTbiBatOTCA BO YTO-HMOYAb NYTHOE,
KaK HaBO3 B YepHO3eM. Ha 3em/ie HeT HMYEero Takoro XOpoLLEero, YTo B CBOEM
NepPBOUCTOYHMKE HE UMENO Bbl rafocTy.

MpuHAB AoMKHOCTb, AHApen Ebnmbiy oTHecca K becnopsagKkam, NO-BUANMOMY,
[0BO/IbHO paBHOAYLWHO. OH NONPOCUA TONbKO HONbHUYHbIX MY*KMUKOB U CUAENOK HE
Ho4YeBaTb B Na/siaTax M NOCTAaBWA ABa LIKaNAa C UHCTPYMEHTaMU; CMOTPUTENb Ke,
KacTensHwa, penbaep n XMpypruyeckas po¥xka ocTanncb Ha ceomx mectax” (82-83.)
183 “Aynpert EpUMbIY OTOLIEN K OKHY M MOCMOTPEN B Nnone. Ye cTaHOBUIOCb TEMHO, U
Ha ropmM3oHTE C NPABOI CTOPOHbI BOCXOAMANA XonoaHaA, barposasa nyHa. Hepganeko ot
6onbHUYHOro 3abopa, B cTa caxKeHsx, He bosblle, CTOAN BbICOKMI Benblit AoMm,
06HeceHHbI KAMEHHO CTEeHOM. IXx0 bblna TIopbMa.



114

While he attempted to reassure himself that he, his actions, anyone, and anything
impacted by them would ultimately fall into dissolution, that there was nothing special
about the moon (and the new perspective being forced upon him), his attempt fails.
Desire, something anathema to stoic self-reliance, assailed him and he sought to fight
immediately against the prison that condemned him and his years of neglect. After all,
when Ragin lay dying and thought about immortality, only to conclude that “he did not
want immortality, and he thought of it only for one instant” (134),'8 he rejected it
because immortality meant that that everything would not “decay and turn to earth.”
This thought prompts his breakdown, his attempt to leave, and his death.

This rejection of immortality is antithetical to his stance on immortality prior to
his containment in the mental ward. After one of his discussions with Mihail
Averyanitch, Andrei Yefimitch claims to want that man would be immortal, “Oh, why is
not man immortal? he thought. What is the good of the brain centres and convolutions,
what is the good of sight, speech, self-consciousness, genius, if it is all destined to

depart into the soil, and in the end to grow cold together with the earth's crust, and

«BoT oHa gelicTBUTENBHOCTL!» — Nnogyman AHapen Ednmbiy, n emy cTano
CTpaLLHO.

Bblny CTpalWwHbI U IYHA, M TIOPbMA, M IrBO34M Ha 3abope, U JaNeKuii N1aMeHb B
KocTonanbHOM 3aBoze. C3aau nocabiwancs B340x. AHApen Epumbly ornaHynca u
yBUAEN YeNoBeKa ¢ 6aecTAWMMM 3BE34aMU U C OPAEHAMM HA TPYAMU, KOTOPLIN yablbanca
M NYKaBO NOAMMUIMBAA rNa3om. M 3TO NOKA3anochb CTPALLHbIM.

AHppeint Edumbiy yBepan cebs, 4To B IyHE U B THOPbME HET HUYEro 0COHEHHOTO,
YTO U NCUXMYECKM 340POBbIE NHOAN HOCAT OPAEHA M YTO BCE CO BPEMEHEM CTHUET U
06paTUTCA B IINHY, HO OTYaAHWE BAPYT OBMAAEN0 UM, OH yXBaTUACA obenmmn pykamu 3a
PELLETKY U U30 BCel CUNbl NOTPsAC ee. Kpenkas peleTka He nogaanack” (121-122).

184 “Anppeit EQMMbIY NOHAN, YTO eMy NPULLIEN KOHEL, U BCMOMHWI, YTo MBaH AMuUTpuy,
Muxaunn ABepbAHbIY U MUAIMOHDI t0AEN BEPAT B beccmepTue. A BApyr OHo ecTb? Ho
b6eccmepTUa emy He XOTeNIoCb, U OH ZIyMaJl O HEM TO/IbKO 0A4HO MrHoseHune” (126).
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then for millions of years to fly with the earth round the sun with no meaning and no
object?” (106).8 When faced with suffering and death, Andrei Yefimitch no longer
wholly rejects the possibility of immortality, but when confronted with it as a real
possibility, he does not want it.

The physical space of the hospital provides a critical situational rhyme. The
seeming tour of the hospital at the beginning of the narrative is echoed in the end, at
the moment of the crumbling of Ragin’s stoic illusions and his comprehension of reality.
Although Ragin was able to dismiss the conditions of the hospital and continue to live
and work with philosophical distance for years, the narrator emphasizes the horrors of
the hospital and their effects on the inhabitants from the outset of the tale. The
description at the beginning and the repeat description at the end are equally bleak,
only Ragin’s relationship to these conditions has changed. The final three sections (XVII,
XVIII, XIX) all take place inside Ward 6. The narrator reintroduces us to the space
through the eyes of Ragin. The reader is not on a tour of the hospital and the mental
ward as in the opening chapter of the narrative, but is exposed to the space from the
perspective of an inhabitant, one who prior to this moment firmly rejected the power
the space could have on an individual, as he loses his self-assuring defenses and truly

experiences the reality of the institution.

185 %0, 3auem yenoBek He beccmepTeH? — AymaeT OH. — 3a4eM MO3rOBble LEHTPbI 1
W3BUINHbI, 3a4EM 3pEHUE, PeUYb, CAMOYYBCTBUE, TEHUIA, EC/TU BCEMY STOMY CYXKAEHO
YWATM B MOYBY U, B KOHLLE KOHLLOB, OX/1a[leTb BMECTE C 3eMHOK KOPOW, a MOTOM
MUWJIJTMOHbI N1eT 6e3 cmbic/ia U 6e3 eI HOCUTbLCS € 3eMJ1el BOKpYT conHua?” (90).
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Gromov, one who has suffered within the space and has already received its
enlightened perspective as a result, sees through Ragin and points out that he has never
suffered and only because of that can he preach his stoic philosophical principles: “you
are utterly ignorant of reality, and you have never known suffering, but have only like a
leech fed beside the sufferings of others” (117).18° He predicts that Ragin would change
the moment he was forced to suffer. To a certain extent, Gromov is correct that
suffering changes Ragin’s perspective. However, physical suffering alone is not enough
to cause Ragin’s shift from stoic delusion to reality. To fully perceive reality around him,
Ragin must experience the psychological, and physical, impact of the mental institution
before he fully discards his previously held beliefs.

Even before he is admitted as a patient in the hospital, contrary to his professed
stoicism, Ragin shows signs of losing his ability to remain immune to his surroundings
and the emotions that they can cause. Ragin suffers outside of the hospital: he has lost
all his money, cannot pay his lodging or food costs, Daryushka—the chef within the
ward—sells his old books, he lives in a small apartment with Daryushka, and a landlady
and her children. He begins to feel shame at being unable to pay the shopkeeper. 18’
Yet, he still attempts to reject his feelings with philosophical rationalizations: “Of what
consequence was shame in the presence of a shopkeeper, of what consequence was the

insignificant Hobotov or the wearisome friendship of Mihail Averyanitch? It was all

186 “C neMcTBUTENIbHOCTBIO Bbl COBEPLUEHHO HE 3HAKOMbI M HUKOrAa Bbl HE CTpajanu, a
TONbKO, KaK NbsABULA, KOPMWUINCb OKONO YYKMUX CTpagaHmnin” (104—105).
187 “palata” 114-115 | “Ward” 124-125
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trivial and nonsensical” (126).18 For the first time, he experiences true anger and raises
his voice at Hobotov and Mihail Averyanitch for treating him as if he is ill. He
contemplates what is happening to him after his outburst: “Where was his intelligence
and his tact? Where was his comprehension of things and his philosophical
indifference?” (127).18 Throughout all of this, however, Ragin does not fully reject his
beliefs. Even after his outburst, he apologizes to Mihail Averyanitch and philosophizes
about being trapped in an “enchanted circle” (3akongosaHHbIl Kpyr).r*° It is only once
inside the mental ward, with no hope of escape, that Ragin undergoes his transition
from delusion to reality. The hospital, and specifically Ward 6, is the instrument that
completes his transformation.

When Ragin is first abandoned in the ward by Hobotov and faced with dressing
in hospital clothes in which “he looked like a convict”, he attempts to rely on his
philosophical beliefs, stating, “It’'s no matter... It does not matter whether it’s a dress-
coat or a uniform or this dressing-gown” (130).2° Momentarily, he remains convinced
that “there was no difference between his landlady’s house and Ward No. 6,” but now
he references not the stoic philosophers to which had been so loyal, but the Bible,

thinking, “everything in this world was nonsense and vanity of vanities” (130).1%? These

188 “Y10 ye 3HaYaT CTbiA, Nepes 1aBOYHUKOM, HUUTOXHbIN X0BOTOB, TAXenas apy»ba
Mwxanna AsepbsHbl4a? Bcé aTo B3aop u nyctakn” (116).

189 “I'ne »ke ym 1 TakT? [ae ypasymeHue Bewein n punocodpckoe pasHoaywme?” (117).
190 “palata” 117 | “Ward” 128

191 «Bcé paBHO... — ayman AHapelt Ebumbiy, CTbIAIMBO 3aNaxmBanch B XxanaT u
YYBCTBYA, YTO B CBOEM HOBOM KOCTIOME OH MOXOX Ha apecTtaHTa. — Bce paBHo... Bcé
PaBHO, YTO $pakK, YTO MyHAMP, YTO 3TOT Xanart...» (120).

B2 “Ayppeit Epumbly 1 Tenepb 6bin yBexKaeH, YTo MexKay OMOM MeLLaHKu 5enosoit 1
nanatoi N2 6 HET HMKAKOM pa3HuLbl, YTO BCE HA STOM cBeTe B340p U cyeTa cyeT” (120).
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words echo the preacher in Ecclesiastes, who says, “Vanity of vanities, saith the
Preacher, vanity of vanities; all is vanity.”'%3 This reference, along with physical cues
such as his trembling hands, indicates that Ragin’s ability to hold onto his philosophical
beliefs is waning. In Ecclesiastes 1, the preacher concludes, “For in much
wisdom is much grief: and he that increaseth knowledge increaseth sorrow,” indicating
that Ragin’s reliance on intellect to protect him from suffering was a faulty path to
follow, for in knowledge, there is only sorrow. Further, by increasing the knowledge
born of experience and suffering, Ragin’s grief increases as well.

In this state of mind, Ragin turns his attention to the physical attributes of the

ward. He fully notices how they confine him—there is nothing to do.

Here he had been sitting already half an hour, an hour, and he was miserably sick
of it: was it really possible to live here a day, a week, and even years like these
people? Why, he had been sitting here, had walked about and sat down again;
he could get up and look out of window and walk from corner to corner again,
and then what? Sit so all the time, like a post, and think? No, that was scarcely

possible (“Ward” 130).1%

193 Ecclesiastes 1: 2, King James Bible | It is a direct quote from the bible in Russian as
well: “CyeTa cyeT, cka3an EKKknecuacr, cyeTta cyeT,—Bcé cyetal”

194 BoT oH Npocuaen yxe nonyaca, yac, U eMy HaZ0eno A0 TOCKK; HEYKeNu 3aecb
MOHO NPOXUTb AEHb, HEAENIO U AaXKe rofbl, Kak 3Tu Atogun? Hy, BOT OH cuaen,
NPOLIENCA U ONATb CEN; MOXKHO NMOWTM U MOCMOTPETb B OKHO, M ONATb NPOUTUCH U3 YrNa
B yros. A notom uto? TaK U cMAaeTb BCE BPemsa, KaK UCTYKaH, u aAymaTtb? HeT, 3To eaBa n
BO3MOMKHO (“Palata” 120).
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The idea of having nothing to do but think, a pastime he used to enjoy, unsettles him.
The space of the ward suddenly seems smaller—there are no activities to occupy him
other than walking from corner to corner or looking out one of the windows. Now that
he is a patient, the place where he had come to enjoy intellectual conversations with
Gromov is closing in on him. He begins to sweat and reason that there must be “some
misunderstanding” (Kakoe-To Hegopa3symeHue), trying one last time to believe in his
philosophy or that Hobotov will come back to retrieve him for a consultation.

As the effects of the space on Ragin intensify, he moves from his bed to the
window, a barrier that restrains him, but which allows a glimpse into the outside world.

It is here that his fall from delusion to reality finally occurs.'®> After this moment, the

195 See previously quoted section: “Andrey Yefimitch walked away to the window and
looked out into the open country. It was getting dark, and on the horizon to the right a
cold crimson moon was mounting upwards. Not far from the hospital fence, not much
more than two hundred yards away, stood a tall white house shut in by a stone wall.
This was the prison.

‘So this is real life,” thought Andrey Yefimitch, and he felt frightened.

The moon and the prison, and the nails on the fence, and the far-away flames at the
bone-charring factory were all terrible. Behind him there was the sound of a sigh.
Andrey Yefimitch looked round and saw a man with glittering stars and orders on his
breast, who was smiling and slyly winking. And this, too, seemed terrible.

Andrey Yefimitch assured himself that there was nothing special about the moon or the
prison, that even sane persons wear orders, and that everything in time will decay and
turn to earth, but he was suddenly overcome with desire; he clutched at the grating
with both hands and shook it with all his might. The strong grating did not yield” (131). |
“Anapei EGMMbIY OTOWEN K OKHY M NOCMOTPEN B NoJie. YKe CTaHOBWUIOCb TEMHO, U Ha
rOpU30oHTE C MPaBOM CTOPOHbI BOCXOAMAA Xon0o4HaA, barposas nyHa. Heganeko ot
60nbHMYHOrO 3a60pa, B CTa CaxKeHAX, He B6oblue, CTOAN BbICOKUIA Benbiii om,
0b6HeCceHHbI KAMEHHOI CTEHOM. IX0 Hblia TIOpbMa.

«BOT oHa geicTBUTENBHOCTL!» — Noayman AHgpei Edumbiy,  emy ctano
CTPALWHO.bbINM CTPaALWHbI M IYHA, U TIOPbMAa, U IBO3AM Ha 3abope, U faneKuit NaaMmeHb B
KocTonanbHoMm 3aBoge. C3agm nocabiwanca B3fox. AHapert Ebumbly ornaHynca um
yBUAEN YesioBeKa ¢ baecTalmMmmn 38e34amMm U C OpAeHaMK Ha rpyan, KOTOpbIN yablbanca
N NYKaBO NOAMUIUBAN FN1a30M. M 3TO NOKa3anoch CTPaLIHbIM.
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doctor can no longer cling to philosophy or separate his mind from his physical
circumstances. He is suffering, and he will only suffer more up to the end of the
narrative. As Ragin’s philosophical delusions begin to fail him, he goes to sit on
GromovV’s bed, turning to his acquaintance for comfort and alluding to the same chapter
of the Bible, “/I have lost heart, my dear fellow,” he muttered, trembling and wiping
away the cold sweat, ‘I have lost heart’" (131).1% Ragin acknowledges that his
philosophizing was to protect him from feeling dissatisfied with his life. He did not want
to be a doctor in a dirty hospital in a remote town, and he felt trapped. Gromov
dismisses his misery, stating that if he did not want to be a doctor, he should have
chosen a different profession. At this point, Ragin admits to his weakness and his
newfound lack of indifference. Now, trapped in the ward, the doctor is ruled by his
bodily impulses rather than his mind.'®’ His vaunted stoic superiority has utterly failed

him.

AHpapeit Ebumbiy yBepsin cebs, 4To B IyHE U B THOPbME HET HUYero ocobeHHoro,
YTO M NCUXNYECKM 340POBbIE NHOAN HOCAT OPAEHA M YTO BCE CO BPEMEHEM CTHUET U
06paTnUTCA B INIMHY, HO OTYaAHME BAPYT OBNAAEN0 UM, OH yXBaTUACA 06enmn pykamm 3a
peLeTKy 1 130 BCel CUbl NOTPAC ee. KpenKkas pewweTka He nogaanack” (121-122).

1% — 4 nan gyxom, f0pPOroi moi, — NPO6OPMOTanN OH, APOXKA U YTUPAA XONOAHbIN NOT.
— Man gyxom (122). In Ecclesiastes 1, the preacher spends his life seeking and studying
wisdom, and the ultimate result is that he is left with suffering. Ragin does not quote
the Bible directly here, as he does with “vanity of vanities”, but the message is similar.
197 “Then that it might not be so dreadful he went to lvan Dmitritch's bed and sat down.

“I' have lost heart, my dear fellow,” he muttered, trembling and wiping away the
cold sweat, “I have lost heart.”

“You should be philosophical,” said Ivan Dmitritch ironically.

“My God, my God. . .. Yes, yes. ... You were pleased to say once that there was
no philosophy in Russia, but that all people, even the paltriest, talk philosophy. But you
know the philosophizing of the paltriest does not harm anyone,” said Andrey Yefimitch
in a tone as if he wanted to cry and complain. “Why, then, that malignant laugh, my
friend, and how can these paltry creatures help philosophizing if they are not satisfied?
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For an intelligent, educated man, made in God's image, proud and loving freedom, to
have no alternative but to be a doctor in a filthy, stupid, wretched little town, and to
spend his whole life among bottles, leeches, mustard plasters! Quackery, narrowness,
vulgarity! Oh, my God!”

“You are talking nonsense. If you don't like being a doctor you should have gone
in for being a statesman.”

“I could not, I could not do anything. We are weak, my dear friend . ...l used to
be indifferent. | reasoned boldly and soundly, but at the first coarse touch of life upon
me | have lost heart. . . . Prostration. . . .. We are weak, we are poor creatures . .. and

you, too, my dear friend, you are intelligent, generous, you drew in good impulses with
your mother's milk, but you had hardly entered upon life when you were exhausted and
fellill. ... Weak, weak!”

Andrey Yefimitch was all the while at the approach of evening tormented by
another persistent sensation besides terror and the feeling of resentment. At last he
realized that he was longing for a smoke and for beer.

“I am going out, my friend,” he said. “I will tell them to bring a light; | can't put up with
this....lam not equal toit....” ( “Ward” 131-132). | “lNoTtom, 4TObbI HE TaK BbIO
CTpalLHO, OH nowen K nocteny MeaHa OMmutpuya u cen.

— fl man gyxom, AOpPOro Mo, — NPobopPMOTan OH, APOrKa U yTUPAsA XOJI0AHbIN
not. — lMan gyxom.

— A Bbl nopunnocopcTBynTe, — ckasan Hacmewwnanso MeaH Imutpuy.

— Bboxe mol, 6oxke moi... la, Aa... Bbl KaK-TO N3BOAUAM TOBOPUTb, YTO B Poccum
HeT dunocodun, Ho dnNocodCTBYIOT BCE, AarxKe mentosra. Ho Beab ot
¢dumnocodpcTBOBAHUA MENt03rM HUKOMY HET Bpeaa, — CKasan AHgpei Eumbiy Takum
TOHOM, Kak byATo XoTen 3an/akaTb U pasKaiobuTb. — 3a4em e, 0pOoron Mo, aToT
3/10pagHbIn cmex? U Kak He dnnocopCcTBOBATL 3TOM MENLO3re, eC/IM OHA He
yaoBneTsopeHa? YMHomy, obpaszoBaHHOMY, ropaomy, cBo6040/1106MBOMY YE/TOBEKY,
nogo6uto 6010, HET APYroro BbIXo4a, KaK MATU IeKapeM B FPA3HbIN, F1ynbli
ropoAmLLIKO, N BCHO ¥KU3Hb BaHKKU, NUABKK, ropumilHMKK! LLlapnataHcTBO, y30CTb,
nownoctb! O, 6oxke moit!

— Bbl 6onTaete rnynoctu. Ecamn B nekapa NpoTUMBHO, WAKN O6bl B MUHUCTPbI.

— Hukyaa, HUKyaa Henb3a. Cnabbl Mbl, 4OPOroi... bbin A pasBHoayLweH, 604p0 U
3[paBO PACCYy*KAa, a CTOU0 TONbKO }KU3HWU rpybO NPUKOCHYTLCA KO MHEe, KaK s nan
AYXOM... npocTpaums... Cnabbl Mbl, 4PAHHbIE Mbl... M Bbl TOXKE, OPOroi Moi. Bbl yMHbI,
6naropogHbl, C MOZIOKOM MaTepu Bcocanun 6aarve nopbiBbl, HO e4Ba BCTYNUAU B XKU3Hb,
KaK yTomuamnce 1 3abonenu... Cnabeol, cnaboi!

YT10-TO eLe HeOTBA3YMBOE, KPOME CTPaxa M YyBCTBa 06MAbl, TOMWUAO AHApes
Edumblua BCE Bpema c HacTynieHUs Beyepa. HakoHel, oH coobpasnn, 4To 3To emy
XOYETCA NMUBA U KYPUTb.

— fl BbINAY OTCl04a, AOPOro Mo, — ckasan oH. — CKaKy, YToObI cto4a OrHA
nanu... He mory TaK... He B coctosiHum...” (“Palata” 122).
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Ragin, unable to bear the longings of his body and the sufferings of his mind and
heart, attempts to leave the ward. He attempts to escape the space that is responsible
for his fall from apathy to intense feeling. Ragin is met by Nikita, who first uses language
to prevent the doctor from leaving, then when Ragin does not listen, quickly resorts to
his trademark force. Andrei Yefimitch is trapped by the walls of the mental ward, the

rules that govern the space, and the porter who enforces them.'% The beating by Nikita

1%8“Andrey Yefimitch went to the door and opened it, but at once Nikita jumped up and
barred his way.

"Where are you going? You can't, you can't!" he said. "It's bedtime."

"But I'm only going out for a minute to walk about the yard," said Andrey
Yefimitch.

"You can't, you can't; it's forbidden. You know that yourself."

"But what difference will it make to anyone if | do go out?" asked Andrey
Yefimitch, shrugging his shoulders. "l don't understand. Nikita, | must go out!" he said in
a trembling voice. "l must."

"Don't be disorderly, it's not right," Nikita said peremptorily.

"This is beyond everything," Ivan Dmitritch cried suddenly, and he jumped up.
"What right has he not to let you out? How dare they keep us here? | believe it is clearly
laid down in the law that no one can be deprived of freedom without trial! It's an
outrage! It's tyranny!"

"Of course it's tyranny," said Andrey Yefimitch, encouraged by lvan Dmitritch's
outburst. "I must go out, | want to. He has no right! Open, | tell you."

"Do you hear, you dull-witted brute?" cried lvan Dmitritch, and he banged on the
door with his fist. "Open the door, or | will break it open! Torturer!"

"Open the door," cried Andrey Yefimitch, trembling all over; "l insist!"

"Talk away!" Nikita answered through the door, "talk away...."

"Anyhow, go and call Yevgeny Fyodoritch! Say that | beg him to come for a
minute!"

"His honour will come of himself tomorrow."

"They will never let us out," Ivan Dmitritch was going on meanwhile. "They will
leave us to rot here! Oh, Lord, can there really be no hell in the next world, and will
these wretches be forgiven? Where is justice? Open the door, you wretch! | am
choking!" he cried in a hoarse voice, and flung himself upon the door. "I'll dash out my
brains, murderers!"

Nikita opened the door quickly, and roughly with both his hands and his knee
shoved Andrey Yefimitch back, then swung his arm and punched him in the face with his
fist. It seemed to Andrey Yefimitch as though a huge salt wave enveloped him from his
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head downwards and dragged him to the bed; there really was a salt taste in his mouth:
most likely the blood was running from his teeth. He waved his arms as though he were
trying to swim out and clutched at a bedstead, and at the same moment felt Nikita hit
him twice on the back.

Ivan Dmitritch gave a loud scream. He must have been beaten too” (132-133). |
“AHgpen Ednmbly nolwen K gBepun U 0OTBOPUA €€, HO ToTYac e HMKuta Bckounn u
3aropogun emy gopory.

— Kyaa BbI? Henb3sa, Henb3s! — ckazan oH. — [opa cnatb!

— Ho A TonbKo Ha MUHYTY, NO ABOpPY NpoKTUCh! — oToponen AHapen Edumbly.

— Henb3sa, Henb3A, He NpuKasaHo. Camu 3HaeTe. HUKUTa 3ax/10MHYA ABEPb U
NPUCNOHUANCA K HEW CNIUHON.

— Ho ecnu s BblAy OTClOAQ, YTO KOMY CAEMaeTCsA OT 3TOro? — cnpocua AHApen
Edumbiy, noxkumas nne4amu. — He noHumatro! HuKknTta, s gonkeH BbliTM! — ckasan oH
APOrHYBLIMM rof10coM. — MHe HyKHo!

— He 3aBoauTe becnopaaKkos, Hexopolwo! — cKkasan HacTaBuTesibHO HukuTa.

— 70 YEpT 3HaeT YTo Takoe! — BCKpMKHYA BApPYr MBaH AMUTpUY 1 BCKOYUN. —
Kakoe oH MmeeT npaBo He nyckaTb? Kak OHM CMetoT geprKaTb Hac 3geck? B 3aKkoHe,
Ka)KeTcA, ACHO CKa3aHO, YTO HUKTO He MOXeT b6bITb nweH ceoboabl 6e3 cyaa!l 310
Hacunue! Npownsson!

— KoHeuHo, npousson! — ckasan AHgpeit Edmumbiy, nogboapaemblit KOUKOM
MBaHa AmuTpuua. — MHe HyXHO, A gonxeH BbinTn! OH He umeeT npasa! Otnyctu, Tebe
rosopAr!

— CAblWKWb, TyNaa CKOTUHA? — KPUKHYA MBaH MUTPUY M NOCTYy4Yan KyJ1akom B
Asepb. — OTBOpYU, a TO A ABepb Bbinomato! Mnsogep!

— OTtBopu! — KpuKHYA AHapen Eumbliy, apoxka Bcem Tenom. — A tpebyio!

— Morosopwu ewe! — otBeTnA 3a aABepbto HnkMTa. — MNorosopu!

— Mo KpaliHel mepe, noau no3osu ctoga EsreHna ®epopbiyal CKaxku, 4To A
npoLly ero noa/soBaTb... HA MUHYTY!

— 3aBTpa OHM CaMK NPUAYT.

— Hukorga Hac He BbIinycTAT! — npogoakan mexay Tem MeaH Amutpuy. —
CrHoAT Hac 3aecb! O, rocnoam, HeyXKenu e B CaMOM Aefie Ha TOM CBEeTe HeT a4a M 3Tu
Heroasau byayTt npoweHbl? Iae e cnpaBegnmBocTb? OTBOPU, HEroasm, A 3a4bIXatoch!
— KPWKHYA OH CMMNJIbIM FOIOCOM M HAaBaNWUACA Ha ABepb. — fA pa3mo3sky cebe ronosy!
Yéuiupl!

HuKknTta 6bICTPO OTBOPUA ABEpPDb, TPY60, 06eMMM PpyKaMMU N KONEHOM OTMUXHYA
AHppes EdMmbIYa, NOTOM Pa3MaxHYICA U yAAPWUA €r0 KyNaKom no auuy. AHApeto
EdrmbIYy NOKa3anock, YTO rPOMagHAA CONEeHasA BOIHA HAKpPblia ero ¢ roJI0BOM U
noTaluaa K KPOBaTK; B CAMOM fene, BO PTy 6b1s10 CONOHO: BEPOATHO, 13 3yHoB nowna
KpoBb. OH, TOYHO Ke/las BbIMN/IbITb, 3aMaxa/l PyKaMu M yXBATU/ICA 33 YbtO-TO KPOBATb, U B
3TO BpemMs No4yBCTBOBA/I, YTO HMKWUTA ABa pa3a y4apuAa ero B CNUHY.

POMKO BCKPUKHYN MBaH AmuUTpurd. [onKHO 6bITb, U ero bunn” (124-125).
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leaves the doctor broken, suffering, and questioning how he could have ignored the

pain of the patients for over twenty years as their doctor.

Then all was still, the faint moonlight came through the grating, and a shadow
like a net lay on the floor. It was terrible. Andrey Yefimitch lay and held his
breath: he was expecting with horror to be struck again. He felt as though
someone had taken a sickle, thrust it into him, and turned it round several times
in his breast and bowels. He bit the pillow from pain and clenched his teeth, and
all at once through the chaos in his brain there flashed the terrible unbearable
thought that these people, who seemed now like black shadows in the
moonlight, had to endure such pain day by day for years. How could it have
happened that for more than twenty years he had not known it and had refused
to know it? He knew nothing of pain, had no conception of it, so he was not to
blame, but his conscience, as inexorable and as rough as Nikita, made him turn
cold from the crown of his head to his heels. He leaped up, tried to cry out with
all his might, and to run in haste to kill Nikita, and then Hobotov, the
superintendent and the assistant, and then himself; but no sound came from his
chest, and his legs would not obey him. Gasping for breath, he tore at the
dressing-gown and the shirt on his breast, rent them, and fell senseless on the

bed (133; emphasis added).%°

199 “3aTem BCE CTUX10. KMUAKMIA NYHHbIN CBET LWE/ CKBO3b PELLETKM, U Ha NONY Nexana
TeHb, MOX0Xas Ha ceTb. bblo cTpawHo. AHApel EGumbiy ner n npuTann AbiXxaHMe; OH C
Y}KaCoM }an, YTo ero yaapAT ewe pas. TOYHO KTO B3A/ cepn, BOTKHY/1 B HEro u
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Confinement in the mental ward provides a space for Ragin to be struck figuratively by
reality, while being hit literally by Nikita. The doctor’s philosophical defenses are
shattered as his body is broken by Nikita, quickly and violently, aided by one of the few
spaces in which suffering could be so disregarded and treated only with further abuse—
a madhouse.

It is in this space that Ragin’s perspective on immortality changes. The day after
the beating, as he lies in bed, understanding that he is dying, he remembers “that Ivan
Dimitritch, Mihail Averyanitch, and millions of people believed in immortality. And what
if it really existed? But he did not want immortality — and he thought of it only for one
instant” (134).2°° The doctor, now enlightened by what he experienced in Ward No. 6,
realized not only the possibility of immortality, but likely the guilt that he would bear
into such eternity. The institution enables his newfound comprehension while offering

no escape, symbolized by the net shadow cast by the moonlight through the window

HECKO/IbKO pa3 NOBEPHYA B rPyAn U B KMLWKaxX. OT 601K OH YKYCUA NOAYLWKY U CTUCHYA
3y6bl, U BAPYT B r0/10BE €ro, CPeAm Xaoca, ACHO Me/ibKHYa CTpallHas, HEBbIHOCMMASR
MbIC/1b, YTO TAKYIO e TOYHO 60/1b A0/IXKHbI BbIIN UCNbITbIBATL FOAAMMU, U30 AHA B A€Hb
3T Nt0AMN, Ka3aBLUMeCs Tenepb NPU IYHHOM CBETe YepHbIMUM TeHAMU. KaK morno
CNIY4UTLCA, YTO B NPOAOIKEHME BoNblIe YeM ABaALATM JIET OH HEe 3HA/ U He XOTes 3HaTb
aToro? OH He 3Han, He MMen NOHATUSA 0 60K, 3HAYUT, OH He BUHOBAT, HO COBECTb, TaKas
e HecroBopumBas 1 rpybas, Kak HMKUTa, 3acTaBuIa ero Noxos04eTb OT 3aTblKa 4,0
nAaT. OH BCKOYMA, XOTeN KPUKHYTb M30 BCEX CU U BerKaTb cKopee, YTob youTb HUKuTy,
notom Xob60ToBa, cMoTpUTENA U denbaliepa, NOToOM cebs, HO U3 TPyAN He BbILWJIO HU
OZHOrO 3BYKa, M HOTW He NOBUHOBANMNCD; 3a4bIXaACh, OH PBaHY/ Ha FPyAn Xanat u
pybaxy, nopsan v 6e3 4yBCTB NOBaNUACA Ha KpoBaTb” (125).

200 “Apyapeit EGUMbIY NOHAN, YTO MY NPULLEN KOHELL, U BCMOMHWA, 4To MBaH AMmuUtpuy,
Muxaunn ABepbAHbIY U MUAIMOHDI t0AEN BEPAT B beccmepTue. A BApyr OHo ecTb? Ho
b6eccmepTUa emy He XOTeNIoCb, U OH AYyMasl O HEM TOJIbKO 04HO MmrHoBeHune” (126).
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bars. He wants no immortality because he now knows the full extent of his negligence.
The “greenness before his eyes” (134)2°! that colors his vision in the moments before his
death recalls the influence of his philosophical and medically-learned justifications for
his neglect, reinforced by nightly reading with the light of the green-shaded lamp. In this
institution, unable to escape the natural light of the moon and the enlightenment it
signifies, Ragin has neither a desire for immortality nor anything that might enable his

new perspective, and the guilt it brought, to persist beyond his death.

Conclusion

Chekhov’s “Ward No. 6” uses the foundational mental institution created by
Garshin and emphasizes and expands upon the shortcomings of the rural mental ward.
In Chekhov’s narrative, the hospital is filthy, neglected, understaffed and abusive. While
some of these negative traits are notable in Garshin’s tale, they are surpassed by the
somewhat positive conquest of the protagonist. Although he perishes, he does so
believing that he has successfully rid the world of evil, and transcended to immortality.
Chekhov’s characters are steadily rooted in the miserable day-to-day reality of suffering
filth, stench, and abuse. Ragin largely avoids the effects of the ward throughout the
majority of the text, relying upon a belief in his superiority and immunity to such things
because of his learning and philosophical outlook. When he is forced to take an inside

role and become subject to the mental institution, however, instead of sustaining his

201 “Mozenereno B rnasax” (126).
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previously detached and external role, the institution crushes his philosophical fantasy
and forces enlightenment upon him. Instead of the salvation attained by Garshin’s
hero, or the peace or nothingness that we will witness in the chapters dealing with
Bulgakov’s or Pelevin’s protagonists, Chekhov’s Ragin is crushed by the revelation of
reality and his own negligence. Although, as in the other texts | examine within this
dissertation, the mental institution continues in this tale to be a space that enables
transcendence and attainment of the eternal, yet here, given Ragin’s rejection of the
eternal, his death, and his Ecclesiastes revelation, the piece becomes an indictment
more than a message of hope. For Ragin, enlightenment serves to illuminate his own
negligence, and the eternal might only deny him lasting escape from what he has done.
After all, “For in much wisdom js much grief: and he that increaseth knowledge
increaseth sorrow.” 202

Chekhov’s “Ward No. 6” is serves as a counter example to the other three texts
examined in this dissertation in that the hospital in the narrative, as many have noted, is
a microcosm of all Russia. In this way, it is a distilled version of a larger world, of the
reality in which Chekhov and his characters lived. Additionally, unlike the other three
mental institutions, this one is not completely closed off from the world. Moiseika, one
of the insane patients, regularly leaves the ward to walk around the hospital yard, or
even into town where he begs for kopecks and collects various other items. Despite his
ability to leave the space, he always returns to the ward, where his collections are taken

away and he receives a beating. The fact that Moiseika is able to engage with the

202 Ecclesiastes 1: 2.
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outside world is further evidence that the ward is not, at least entirely, an isolated
space, wholly on its own. To a certain degree, then, critics of “Ward No. 6” are accurate
when they see the mental ward as an allegory for all of Russia, a place where all
inhabitants must learn its harsh lessons. That said, a close examination of Ragin’s
suffering, transcendence of his own philosophical defenses, and ultimate rejection of
immortality, reveals that the mental institution continued to be a special place, a
catalyst for enlightenment and access to the eternal. As a distillation of all of the evils of
the broader world beyond its walls, the mental institution only enlightens and
transforms those within its confines, those who suffer within its wards. To this end,
Chekhov invited the reader into the physical space, perhaps as an indictment, and
perhaps as a cautionary tale. As Ragin learns, however, those within the institution
might not like what they learn, and illumination and immortality, enlightenment and the

eternal might not offer the escape for which one hopes.
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4 Pea Ce The Psychiatric Clinic in Mikhail Bulgakov’s The Master and Margarita

Introduction and Biography

Mikhail Bulgakov’s The Master and Margarita is one of the most well-known
novels written in twentieth-century Russia. It has been discussed at length by both
scholars and non-scholars alike. Regarding the author, Mikhail Bulgakov went to medical
school in Ukraine and subsequently worked as a physician.??®> While he did not specialize
in mental healthcare or psychiatry, he studied the subject generally during his education
and likely encountered patients or individuals who presented symptoms of some of the
mental illnesses with which he was familiar. In addition to his experience as a medical
professional, as a writer, Bulgakov was personally affected by the conditions that the
Soviet regime had on the artistic climate of twentieth century Russia. Bulgakov struggled
to publish or stage many of his works due to Soviet policies. Furthermore, he was
prevented from moving, or even visiting his brother abroad. The story of Stalin
personally calling Bulgakov to tell him that his request to leave the country had been

denied is well-known, as are the rumors that Bulgakov was Stalin’s favorite playwright.

Narrative Summary

203 The relevant details regarding BulgakoV’s life have been gleaned from the following
biographies: Edythe C. Haber. Mikhail Bulgakov: A Critical Biography, Harvard University
Press, 1998; Lesley Milne. Mikhail Bulgakov: Life and Work, Cambridge University Press,
1990; Ellendea Proffer, Bulgakov: Life and Work, Ardis, 1984.
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In The Master and Margarita, lvan Bezdomny, a poet and active member of
MASSOLIT, the literary trade union, meets a mysterious stranger named Woland at
Patriarch’s Ponds on a warm spring day. Woland shares the “seventh proof” of God'’s
existence with Ivan and Berlioz, the director of MASSOLIT. Further, he tells a story about
Pontius Pilate and correctly predicts the death of Berlioz, including the specifics of his
beheading by tramcar. The stranger turns out to be Satan who, along with his retinue,
has come to Moscow. In the course of a few days, Woland and his retinue cause
extreme chaos in Moscow through various channels, including a magic show at the
Variety Theater. After his run-in with the devil, lvan is unsettled, which leads him to
show up at the Writers’” Union building wearing nothing but his underwear and carrying
a candle and an icon. He is forcibly taken to a psychiatric clinic where he is diagnosed
with schizophrenia and admitted. The Master, who is the author of the Pontius Pilate
narrative, is Ivan’s neighbor in the clinic and visits him through the hospital’s full-length
balcony. Margarita, who is in love with the Master, makes a deal with Woland and his
gang in order to have the Master returned to her. The events of both the Moscow
narrative and the Master’s embedded novel about Pontius Pilate take place during Holy
Week. The two narratives intersect on Easter Sunday, when the Master and Margarita
leave Moscow and earth behind. The Master frees Pilate from his purgatory and he is
permitted to follow Yeshua into the light. The Master and Margarita are not permitted

to enter the light and instead are granted eternal peace. Ivan is released from the
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psychiatric clinic, but left behind in Moscow, where the citizens have been told that the

supernatural occurrences of Holy Week was the work of a band of hypnotists.

Critical Reception

Scholars have investigated The Master and Margarita for its many allusions to,
and parallels with, Goethe’s Faust,?®* the use of religion and the occult,?® the relevance
of fairy-tale elements, the intended readers of the novel and the use of satire to reach

206 3nd they have attempted to untangle or identify coherence between the

them,
multiple plots in the novel,2” and much more. Most relevant to this project is the work

that has been done on madness and the madhouse in The Master and Margarita. In

1991, Rita Pittman uses Jungian theory to identify the rejection of God by characters as

204 Elisabeth Stenbock-Fermor, “Bulgakov’s The Master and Margarita and Goethe’s
Faust,” The Slavic and East European Journal 13.3 (1969): 309-325. Nikolai Bogdanov,
“Piatoe izmerenie’ bulgakovskogo teksta: Iz nabliudenii nad tvorchestvom Mikhaila
Bulgakova,” Voprosy literatury 2 (2010): 95.

205 Christiane Hausmann, Anderes Denken in der Sowjetunion: Das “Okkulte” Als positive
Utopie bei Bulgakov, (Frankfurt am Main: Haag & Herchen, 1990): 63—66.

A. Zerkalov, Evangelie Mikhaila Bulgakova: Opyt issledovaniia 4-kh glav romana, Master
i Margarita, (Ann Arbor: Ardis, 1984) 3.

206 Maria Kisel, “Feuilletons Don’t Burn: Bulgakov’s The Master and Margarita and the
Imagined ‘Soviet Reader’,” Slavic Review 68.3 (2009): 600.

Carol Avins, “Reaching a Reader: The Master’s Audience in The Master and Margarita,”
Slavic Review 45.2 (1986): 272.

207T,R.N. Edwards, Three Russian Writers and the Irrational: Zamyatin, Pil’nyak and
Bulgakov, (Cambridge, New York: Cambridge University Press, 1982). Lesley Milne, The
Master and Margarita: A Comedy of Victory, (Birmingham: University of Birmingham,
1977).

Ericson, Edward E. "The Satanic Incarnation: Parody in Bulgakov's the Master and
Margarita."

Russian Review 33.1 (1974): 20-36.
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a rejection of the wholeness of the self, which results in madness.?® Ten years later,
Svetlana Kazakova’'s article, “Vlast’ i Sila (Roman Mikhaila Bulgakova Master i Margarita)
(Power and strength (Mikhail Bulgakov’s novel The Master and Margarita)),” at first
glance, promises to delve into the psychiatric elements included in Bulgakov’s work as
she states that her focus is on psychohistory and psycho-culture. She argues that what
Bulgakov portrays through psychosis in his novel is the individual’s need for religion as a
way to suppress the danger of the outside world.?%° However, Kazakova’s work does not
look closely at the insane asylum, or the presence of mass psychosis in the novel, leaving
a hole in the scholarship on The Master and Margarita. Monica Spiridon’s article, “In
Praise of Madness: The Landmarks of a Cultural Pathology,” sees madness in the novel
as a form of resistance to communism (Stalinism), a type of self-awareness or sanity,
and as a creative inclination.?!? She brings attention to the theme of madness by
attempting to define madness and sanity using the political context in which Bulgakov’s
work was written. In this chapter, | will explore how the mental institution in Bulgakov’s
narrative engages, subverts, and transforms the previously-analyzed literary tradition of
the mental institution as a physical space capable of enabling transformation,

transcendence, and enlightenment for those within it.

208 Rita Pittman, The Writer's Divided Self in Bulgakov's the Master and Margarita, (New
York: St. Martin's Press, 1991).

209 Syetlana Kazakova, “Vlast’ i sila (Roman Mikhaila Bulgakova Master i Margarita),”
Russian Literature 49.1 (2001): 71.

210 Monica Spiridon, “In Praise of Madness: The Landmarks of a Cultural Pathology,”
Neohelicon, (vol. 43, 2016), 357-370.
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In their book on Pelevin, published in 2008, O. Bogdanova, C. Kibal'nik, and L.
Safronova include a comparison of Bulgakov’'s The Master and Margarita and Pelevin’s
Chapaev and Void based on the inclusion of madness and institutionalization in both
works. They argue that Pelevin’s work is heavily influenced by Bulgakov, even to the point
of arguing that Pelevin’s work is a modernization of Bulgakov’s. Despite their valuable
comments on Pelevin’s philosophical approach, there is little discussion regarding the
hospitals or diagnoses of the patients. In a work from two years prior, Irina Belobrovtseva
and Svetlana Kul’ius mention that Bulgakov consulted with a psychiatrist, likely S.L.
Tseitlin, in the writing of The Master and Margarita, but include no analysis of the
subject.?!?

In his chapter, “The Role and Meaning of Madness in The Master and Margarita:
The Novel as a Doppelganger Tale,” Matt Oja argues that Ivan is the only mentally
unstable character in the novel and that he and the Master “are two versions of the same
character: the Master is in some sense a dvoinik or Doppelganger, an alter ego who
emerges from Bezdomny’s mind as a consequence of the intense psychological and moral
shock of Woland’s seventh proof.”?'2 While | do not accept this theory in its entirety, it is
the most relevant scholarship to my ultimate argument about the role of the mental
institution in Bulgakov’s novel. Additionally, Oja’s perspective from 1996 continues to ring
true now almost fifty years after the first publication of The Master and Margarita:

“whatever approach one takes to the novel, some riddles may be answered but others

211 |rina Belobrotseva and Svetlana Kul’ius, Roman M. Bulgakova “Master i Margarita”:
Kommentarii, (Tallinn: Argo, 2006) 275.
212 Oja, p. 147.
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remain. Literary critics have been turning the novel this way and that for twenty-five years
now without finding which way is definitely up. Any given approach works in some ways
but fails in others, and that is why none can yet claim to be exclusively ‘correct’.”?!3 Just
as Oja states, | make no claims to answering all of the riddles of The Master and Margarita,
but by focusing on the mental institution in the novel, | aim to shed light on one or two.
Like Bulgakov, the two main characters, who also happen to be the two characters
who spend the bulk of the novel in the psychiatric clinic, are both writers—Ivan
Nikolaevich Bezdomny and the Master. Another important character, the famous
Professor Stravinsky, runs the psychiatric clinic. While Bulgakov’s novel contains thirty-
two chapters plus an epilogue, the clinic itself is featured in only seven of those chapters
(6,8, 11, 13, 15, 27, 30). And, the main events of only three of those six chapters (8, 11,
13) occur exclusively in the institution. Despite the limited time spent in this setting, the
psychiatric clinic, and particularly its physical characteristics, play an important role in the
action of the novel. Further, | would argue, the psychiatric clinic also serves as the catalyst
for the Master’s character progression. In order to analyze the role of the psychiatric
clinic in the broader context of the novel, | have followed the model of inquiry applied to
Garshin and Chekhov’s works — paying attention to the physical attributes of the clinic,
particularly the use of color, glass and windows, and light. Given the length of Bulgakov’s
work and the complexity of the narrative, | have narrowed the scope to focus on the seven

chapters of the novel that contain the clinic as setting.

213 Oja, p. 157.
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The Mental Institution

From the moment it is introduced, the mental institution in Mikhail Bulgakov’s The
Master in Margarita stands in stark contrast to the mental wards of Garshin’s “The Red
Flower” and Chekhov’s “Ward No. 6.” Garshin’s asylum is a liminal space separate from
society, while Chekhov’s is a representation of society. Bulgakov, however, transforms
the late nineteenth century idea of an asylum into a sterile clinic, further reversing the
role of the mental institution as he suggests that only in the clinic will one find order. It is
the outside world of Moscow where one will actually encounter the aberrant and
disturbed.

Bulgakov’s facility is brand new, and this newness is emphasized by the language
used to describe the space. In response to lvan’s outburst that he “a healthy man, was
seized and dragged by force to a madhouse (cymacweawwnn gom),” the admitting
physician responds, “you happen to be in a clinic (knMHuKK), not an asylum (cymacwepgwmii

nom), where no one will keep you if it is unnecessary.”?'* The world of Bulgakov’s

214 Mikhail Bulgakov, The Master and Margarita, translated by Burgin, Diana and
Katherine Tiernan O’Connor; edited by Ellendea Proffer, (Vintage Books, 1996), p. 56.
All further quotations from this text will be noted with in-text citation using the
abbreviation “The Master [translated by Burgin and O’Connor]” followed by the page
number. If no secondary source is used between instances of the primary source, the
abbreviation will be left out and only page number will be provided. Each use of the
translated text will be accompanied by a footnote providing the original Russian from
the following edition of the novel. M. A. Bulgakov, Master i Margarita. Sobranie
sochinenii v piati tomakh, tom piatyi. (Khudozhestvennaia Literatura, 1990), p. 67. The
citation abbreviation for this text is “Master [Khudozhestvennaia Literatura].”

“—Ha T0, YTO MeHsA, 340POBOro Ye/I0BEKA, CXBATUIN U CUNOW NPUBONOKAN B
cymacwegwunii gom! — B rHeBse oTBeTUA MBaH.

[...]
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fantastic, twentieth-century, Soviet Russia cannot contain or support one of the dirty and
ineffective mental hospitals of the past. Instead, Bulgakov unveils an almost utopian
psychiatric clinic, which, throughout the novel proves to be the only organized and
successful portion of society.

The methods of the hospital’s head doctor, Alexander Nikolayevich Stravinsky,
create an atmosphere of perceived respect. When he meets with Ivan, he has a
conversation with Ivan as if he were an equal, but uses reason to convince lvan that there

is no sense leaving the clinic.?’®> The Master’s possession of the medical assistant

— Bbl HaxoauTecb, — CMOKOMHO 3aroBOpPW/ Bpay, MpUcarkmnBaAcb Ha benbivi TabypeT Ha
bnecTawel Hore, — He B CymacluelemM AOME, a B KIMHUKE, FAe Bac HUKTO He CTaHeT
3aepK1BaTb, €CAM B 3STOM HeT HagobHocTn.”

215 “To the police of course,” replied Ivan, but not so firmly as before and losing his
composure a bit beneath the professor’s gaze.

“Straight from here?”

“I guess so.”

“And won’t you stop off at your apartment?” asked Stravinsky quickly.

“No, there’s no time for that! While I'm going to apartments, he’ll get away!”

“I see. And what’s the first thing you will tell the police?”

“About Pontius Pilate,” answered Ivan Nikolayevich, and his eyes clouded over.

“'Well, a splendid idea!” exclaimed Stravinsky agreeably, and turning to the
fellow with the goatee, he gave the order, “Fyodor Vasilyevich, please issue a release for
citizen Bezdomny so that he can return to the city. But leave his room unoccupied and
don’t change the sheets. Citizen Bezdomny will be back here in two hours. Well,” he
turned to the poet, “l won’t wish you success because | don’t for a minute believe you'll
have any. See you soon!” And he stood up while his entourage began to stir.

“Why do you think I'll be back?” lvan asked anxiously.

Stravinsky seemed to be waiting for that question because he resumed his seat
and began talking. “Because as soon as you appear at the police station in your long
underwear and say that you met a man who was personally acquainted with Pontius
Pilate—they’ll have you back here in an instant, and you’ll find yourself in this very same
room.”

“What does my underwear have to do with it?” asked Ivan, looking around in
distress.

“The main problem is Pontius Pilate. But the underwear doesn’t help. We'll have
to remove your hospital clothes and give you back your own. And you were brought



137

here in long underwear. And you had no intention of stopping off at your apartment
although | hinted that you should do so. Then comes Pilate ... and the case is complete!”
At this point something strange happened to Ivan Nikolayevich. His will seemed to give
way, and he felt that he was weak, that he needed advice.

“So what should | do?” he asked, but timidly this time.

“Now that’s splendid!” Stravinsky replied. “A most reasonable question. Now |
shall tell you what really happened to you. Someone gave you a real fright yesterday
and upset you with that story about Pontius Pilate and other things. And so you, a
morbidly sensitive and nervous individual, went around the city talking about Pilate. It’s
completely natural that you should be taken for a madman. Only one thing can save you
now—and that’s complete rest. You definitely need to stay here” (The Master
[translated by Burgin and O’Connor] 76-77).

“— KoHeuHo, B MUANLMIO, — OTBETUA MBaH y)Ke He TaK TBEPAO U HEMHOTO TEPAACH
noA B3rnagom npodeccopa.

— HenocpeacteseHHo oTcoa?

- VYry.

— A Ha KBapTupy K cebe He 3aegeTe? — HbIcTPO cnpocun CTPaBUHCKUN.

— [la Hekorpaa TyT 3ae3atb! MoKa A No KBapTupam byay pasbeskaTb, OH

ynnsHert!

— TaK. a YTO *Ke Bbl CKAXKeETe B MUAULMM B NepByto ovepeab? — Mpo MoHTuA
Munata,—otBeTnn MiBaH HWMKonaeBunY, 1 rnasa ero NogepHyANCb CYyMpPaYHO M AbIMKOW.

— Hy, BOT 1 cnaBHO! — BOCKAIMKHYN NOKOPEHHbIN CTPaBUHCKUI U, 06paTUBLLUCD K
ToMmy, 4TO BbIN ¢ BopoaKon, Npukasan: — Pegop BacunbeBud, BbINULINTE, NOXKANYNCTA,
rpaxgaHunHa besgomHoro B ropos. Ho 3Ty KOMHaTy He 3aHMMaTb, NocTeNbHOe benbe
MOXHO He MeHATb. Yepes ABa Yaca rpaxkgaHuH besgomHbiii onatb byaet 3aeck. Hy uto
e, — 06paTUACA OH K NO3TY, — yCNexa A BaM enaTb He byay, NOTOMY YTO B ycrnex 3ToT
HW Ha MOTY He Bepto. [0 CKOpOro cBngaHuA! — 1 OH BCTa, a CBUTA €ro LWeBeIbHyNaCh.

— Ha Kakom ocHoBaHWUK A onNATb Byay 34ecb? — TPEBOXKHO cnpocun MBaH.

CTpaBMHCKMI Kak ByATo Aan aToro BONpoca, HeMeA/IeHHO ycenca onaTb U
3aroBopun:

— Ha Tom 0CHOBaHMU, 4TO, KaK TO/IbKO Bbl IBUTECH B Ka/IbCOHAX B MUIULLMIO U
CKaXKeTe, YTO BUAENNCH C Ye/IOBEKOM, IMYHO 3HaBLIMM MoHTUA MnunaTa, — Kak
MOMEHTA/IbHO BaC NPMBE3YT ClOAA, U Bbl CHOBA OKAXKETECh B 3TOM e CaMOi KOMHaTe.

— Mpu yem 34€eCb KaNbCOHbI? — pacTePsAHHO OrNAAbIBAsACb, cnpocun UBaH.

— [naBHbIM 06pasom MoHTU Munat. Ho M KanbCoHbl TakKe. Beab KaseHHOe Xe
6enbe Mbl C BaC CHUMEM W BblAaAMM BaM Balle OfeAHMe. a JO0CTaB/eHbl Bbl Oblnv K HAm
B Ka/IbCOHAX. @ MeXAy TEM Ha KBAapTUPY K cebe Bbl 3aexaTb OTHIOAb He COBMPANUCh, XOTb
A U HAMEKHYN Bam Ha 3T10. [anee nocneayet MNunart... n geno rotoso!

TyT 4TO-TO CTPAHHOE cyyYnaocb ¢ MBaHom HMKonaesmnyem. ero Bons Kak byato
PacKo/10/1aCb, M OH MOYYBCTBOBAJI, YTO CN1ab, YUTO HY»KAAETCA B COBETE.

— TaK 4TO Ke genatb? — CNPOCUA OH Ha 3TOT pas yXKe pobKo.

— Hy BOT 1 cnaBHo! — oTo3Bancs CTpaBMHCKMI, — 3TO PE3OHHENLLNI BOMNPOC.
Tenepb A CKaXKy Bam, 4To, COBCTBEHHO, C BaMU Npon30Lw/io. Buepa KTO-To Bac CMAbHO
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Praskovya Fyodorovna’s keys provides a level of agency, or at least a perceived level of
agency or freedom. Neither this respect nor this freedom, perceived or otherwise, is
present in the nineteenth-century mental institutions. This situation is easily juxtaposed

with the stringent impositions placed upon those living in broader Soviet Moscow.

Color

In order to create his state-of-the-art facility, Bulgakov relies on physical
attributes just as Garshin and Chekhov did at the end of the nineteenth century, but
instead of dark colors, dim spaces, and prison-like windows, he creates a bright and
comfortable space. Unlike the omnipresent red in Garshin’s mental hospital, it is the
absence of color that features in the clinic in The Master and Margarita. The walls are
white and all of the medical personnel's coats are white.?!® The only colors that are seen
in clinic are the blue lights in the hallways that only turn on at night and the red

(nyHuosbiin) flannel (6aitka) pajamas that the patients wear.?!” Most of the color that

Hanyran u paccTpoun pacckasom npo MoHTuAa Munata M NPOYMMK BELLLAMMU. U BOT Bbl,
pa3sHepBHUYABLUMINCA, U3AEPTraHHbIMA YeI0BEK, MOL/IM MO ropoAy, PpacckasbiBas Npo
MoHTMA MunaTa. coBepLIEHHO eCTeCTBEHHO, YTO BaC MPMHMMALIOT 32 CymaclleLero.
Bawe cnaceHue ceiyac TONbKO B 0AHOM — B MO/IHOM MOKOE. Y BAM HENPEMEHHO HYXKHO
ocTatbesa 3aeck” (Master [Khudozhestvennaia Literatura] 91-92).

216 (The Master [translated by Burgin and O’Connor] 55-56, 71) | (Master
[Khudozhestvennaia Literatura] 69, 84)
217(59, 72) | (71, 86)
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Ivan sees while he is in the clinic is seen through the window and is of the nature in the
outskirts of Moscow.2%8

In the “famous psychiatric clinic that had recently been built outside of Moscow
on the banks of the river,” the most prevalent color is white (The Master [translated by
Burgin and O’Connor] 55).21° This persistent use of white — the color that itself represents
the absence of pigment — produces several effects on the inhabitants of the clinic and the
reader. The lack of color and the brightness of the white creates an environment of
sterility and modernization. It creates a blank canvas against which other elements of the
facility stand out and further allows for the patients’ stories and experiences to catch and
maintain the readers’ attention.

While the presence of red, as discussed in the chapter on Garshin, is typically
associated with strong emotions such as passion and lust, and anger, violence, and
sacrifice, white is traditionally representative of purity, goodness, and cleanliness. White
as a sign of the good and pure is a cultural archetype extending back to the Bible. The
contrast between red and white is seen in Isaiah 1:18, “though your sins be as scarlet,
they shall be as white as snow; though they be red like crimson, they shall be as wool.”

Additionally, white clothing is featured on divine beings in the Bible. For example, two

218 For example, the blue sky and rainbow lvan sees outside his window: “the sky which
had been restored to its former perfect blueness]|...] gazing at the rainbow spread across
the sky” (96).| “paccumMcTUBLIMMCA A0 NPEXKHEeln NOAHOM ronybusHsl, [...] riagen Ha
pafyry, pacKMHyBLUYOCcA No Heby” (114).

219 Korpa B NpUEMHY0 3HaAMEHWUTOMN NCUXMATPUYECKON KAMHUKKN, HEe,aBHO OTCTPOEHHOM
noa MockBon Ha bepery peKu, BoLes Ye/IOBEK C OCTPON 6HopoaKoi U 061auyeHHbIN B
6envbiii xanam, 6b11a NONOBUHA BTOPOro HouM (66).
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angels appear in “white apparel”?2° and when Christ is resurrected his raiment is “white
as snow.”??! Even the physical surroundings of the eternal are white—God judges from
“a great white throne.”??? In addition to this association with goodness and divinity,
white is associated with purity and cleanliness, as seen in the contrast between red and
white, and in the verse, “Purge me with hyssop, and | shall be clean: wash me, and |
shall be whiter than snow” (Psalms 51:7). The connection between white and
cleanliness extends even beyond Biblical times to ancient Greece, as healing priests
would wear white garments as a sign of leading a pure life in the fifth century BC.??3 Not
only does Bulgakov rely on these cultural connotations, but he twists this typical
association with religion—an aspect of the novel that has already been turned on its
head—and instead associates the color white with Soviet ideals such as modernization
and industrialization. Having achieved these ideals, the pure and clean clinic is the only
place that is surviving the devil’s visit to Moscow without dramatic upheaval. Bulgakov’s
mental institution is a utopia in chaotic Moscow, while heaven is the ultimate utopia.
The Master’s experience in the clinic enables him in his transition from this man-made
utopia, to divinely created peace.

Unlike the mental wards of nineteenth-century Russian literature, Bulgakov’s
twentieth-century clinic is clean and state of the art. The predominant color — white —

emphasizes both the cleanliness and the modern, industrialized, mechanization of the

220 Acts 1:10

221 Matthew 28:3

222 Revelation 20:11

223 Virginia Sarah Smith, Clean: A History of Personal Hygiene and Purity. Oxford
University Press, 2007, p. 85-86.
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facility. When the narrator mentions the “white doors” that separate the reception area
from the hallways that leads to the patient rooms, it is not the color of the doors that has
an impact, but the fact that these inanimate objects seem to have agency of their own as
they “opened noiselessly onto a corridor lit by blue night lights” and, after Ivan is
transferred to “a rubber-wheeled gurney” the doors closed behind him (The Master
[translated by Burgin and O’Connor] 59).22* If the doors were attributed a pigmented
color, some of the impact of this episode would be lost in shifting the focus away from
the utopian aura of the institution that is only enhanced by the white doors.

In the reception room of the hospital, white is the only color mentioned other than
the blue lights, which are noted at the end of the action in this setting. The doctor who
interviews Riukhin and Ivan wears a white coat and sits on a white stool with gleaming
legs (55-56).22° His assistant is a woman in a white coat (57).2%° It is noteworthy that

medical practitioners did not always where white. As early as the 1860s, Joseph Lister, a

224 “_ BaHHa, CTO CEMHaALATYIO OTAE/IbHYIO U NOCT K HEMY, — Pacnopaaunca Bpad,

HazeBasA O4YKW. TyT PIOXMH ONATb B34 PpOrHyN: HecllyMHO OTKpbINUCL Besable 0sepu, 3a
HUMW CTaN BUAEH KOPUAOP, OCBELLEHHbIN CUHUMU HOYHbIMU Aamnamu. 13 Kopuaopa
Bblexa/la Ha Pe3NHOBbIX KOJIECUKAX KYLLETKA, HAa HEe NepeioXKMUIM 3aTUXLLEro UBAHA, U
OH yexan B Kopuaop, U ABepu 32 HUM 3amMKHyauck” (Master [Khudozhestvennaia
Literatura] 71).

225 “Sitting down on a gleaming white stool, the doctor began calmly, ‘You happen to be
in a clinic, not an asylum, where no one will keep you if it is unnecessary.”” | “— Bbl
HaxoAMTECb, — CMOKOMHO 3aroBOPUA Bpay, NpUcaxK1MBasacb Ha 6eabiii mabypem Ha
bnecTaweln Hore, — He B CymacluelleM AOMe, a B KIMHUKE, I4e Bac HUKTO He CTaHeT
3aepKnBaTb, €CNM B 3ITOM HeT HagobHoctn” (68).

226 “| see. And what did you do to catch this murdere?” At this point the doctor turned
around and galanced over at the woman in a white coat who was sitting at a table off to
the side. She took out a sheet of paper and began filling in the blank spaces in the
columns.” | “— TaK. Kakue ke mepbl Bbl NPUHANM, YTOObI NOMMaTb 3TOro YoMLY ? — TyT
Bpay nosepHyaca n bpocun B3rNag XKeHlwmnHe B 6esom xaname, cMasaLLen 3a CTON0OM B
CTOpOHKe. Ta BbIHyN1a JINCT U CTana 3aMno/IHATb NyCTble MecTa B ero rpadax” (69).
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surgeon who successfully used antisepsis procedures, wore white gowns when he
performed surgery.??’ Additionally, by the late nineteenth century, as germ theory
became accepted, it reinforced the need for cleanliness and “plain white porcelain and
tiling was now specified for super-cleanliness.”??® But the white doctors’ coat did not
come into common use until the turn of the twentieth century. Relying on previously
established cultural associations with the color white and cleanliness, physicians began
to wear white in order to distance themselves from the medical quackery of the past.??®

After the effects of the injection used to pacify Ilvan wear off, he wakes and notices
the “unfamiliar room with white walls, an amazing night table made out of bright metal,
and a white window shade that was keeping out the sun” (The Master [translated by
Burgin and O’Connor] 71).23° The first person to enter this room, like the clinic’s
employees in the reception area the night before, is wearing “a clean white robe” and has
a pleasant demeanor (71).23! With the push of a button, she opens the white blinds to
reveal the sun, and thereby showcasing another in a series of technical marvels the

institution possesses.

227 5mith, p. 287.

228 Smith, p. 299.

223 Hochberg, Mas S., MD. “The Doctor’s White Coat: An Historical Perspective,” Virtual
Mentor, vol. 9, no. 4, AMA Journal of Ethics, 2007, pp. 310-314. DOI:
10.1001/virtualmentor.2007.9.4.mhst1-0704.

230 “HekoTopoe Bpemsa OH cO0Bpakan, KakMm 3To 06pa3om OH Nonan B HEM3BECTHYIO
KOMHaTy ¢ 6esabimu cmeHamu, C yANBUTENbHbIM HOYHbIM CTOJIMKOM U3 KaKOro-To
CBET/IOro MeTasna u ¢ besoli wmopoli, 3a KOTOPOK YyBCTBOBasIOCb conHue” (Master
[Khudozhestvennaia Literatura] 84; emphasis added).

BLYLUnnnHap TMXo NPo3BeHeN B OTBET, OCTAHOBUACA, MOTYX, U B KOMHATY BOLUAA NOAHAA
CMMNATUYHAA KeHLWMHa B 6es10M yucmom xasname v ckasana Meany: — jobpoe ytpo!”
(85; emphasis added).
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Once he is bathed and dressed, lvan is taken to an examination room, the third
and final room in the clinic into which lvan, and the reader, are permitted a glance. It is a
room “of enormous size” that contains “glass cabinets” and a plethora of shiny and high-
tech objects, many of which would “not be recognizable to absolutely anyone.”?32 To Ivan,
it is the “factory-kitchen” (72).233 In this office, Ivan meets three additional employees of
the clinic, and each of them is dressed in white.?3* After a medical examination that
consists of many questions and some physical prodding, lvan is returned to his room
where he meets “a bunch of people in white coats” (73).2%°

During the day, the patients are engulfed in white; even the lights in the corridors
between the rooms are white during the day. It is only at night, as at the time when Ivan
arrived, that the blue lights glow in the hallways, and this time is also often when patients
are unsettled in the institution. In the evening, “The asylum?3® was falling asleep. The
frosted white lights in the quiet corridors went out, and in accordance with regulations,

the faint blue night-lights came on, the cautious steps of the nurses were heard less

232 Translation is my own. | “INocne storo MBaHa HMKonaesmuya nosenun No nNycromy u
6e33By4YHOMY KOPUAOPY M NPUBENU B 2pomMadHeliuiux pazmepos KabuHert. [...] 3aecb
CTOANN WKadbl U CMEKAAHHbIE WKAGDUKU C BNecTALMMIN HUKENMPOBAHHbIMU
NHCTPYMeHTaMMU. Bbinun Kpecna HeobbIKHOBEHHO CNIOXKHOIO YCTPOCTBA, Kakne-To
ny3aTble Namnbl C CUAIOLWMMM KONIMAKaMM, MHOYKECTBO CK/IAHOK, W Fa30Bble FOpesiku, 1
3N1EeKTPMYECKMe NPoBOoAa, U COBEPUEHHO HUKOMY He u3secmHsbie npubopsl” (86).

233 “YBaH, peLlnB OTHOCUTLCA KO BCEMY, YTO eCTb B 3TOM Ha AMBO 060pyA0BaHHOM
3[@HWWN, C UPOHUEN, TYT }Ke MbIC/IEHHO OKPECTUN KabuHeT «pabpunkoi-KyxHen»” (86).
234 “In the office Ivan was attended to by three people — two women and one man, all
wearing white” (72). | “B kabuHeTe 3a MiBaHa NPUHANUCL TPOE — ABE KEHLWMHbI U 04MH
MY¥4MHa, BCce B 6eniom” (86).

235 “HeoXMAaHHO OTKPbLINACh ABEPb B KOMHATY MBaHa, M B HEe BOLLIO MHOMECTBO
Hapopaa B benbix xanatax” (87).

236 Translation note: Russian, “house of sorrow” (aom ckop6u), not “asylum”(114).
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frequently on the rubber matting in the corridor outside the door (96).”23” When there is
a lack of color in the clinic, there is also a lack of unrest, but come evening, often the
doctor administers the pacifying injection to the patients around the time the lights turn
blue. The whiteness of the walls, the blinds, the lights, as well as its use to shroud the
medical professionals somehow cover and disguise the suffering of the patients with its
purity (lack of pigment). But, as | will explain later, once night sets in, and the blue lights
appear, the character of the space, and its influence on the patients, changes.

While the whiteness of the walls, blinds, and furniture appears to have no direct
effect on lvan, but rather serves to enhance the shiny newness of the facility, the recurring
and plentiful white coats cause him to think of Pontius Pilate who wears a “white mantle
with red lining” in Woland’s story, the Master’s novel, and Ivan’s dreams (286).238 As lvan
is introduced to the doctor, Alexander Nikolayevich Stravinsky, he further links him to
Pilate because of the respect he is shown and his use of Latin with his colleagues and

students (73-74).23° Therefore, the white coats, likely employed to indicate

237 “Nom ckopbu 3acbinan. B TUXMX KOpMAopax NOTYXAM MaToBble Benble Namnbl, U

BMECTO HMX COrNacHO PacnopAAKy 3aXKrAncb cnabble ronybblie HOYHMKK, U BCE peXke 3a
ABEPAMM CNbILLANNCL OCTOPOXKHbIE WAXKKKN Ppenbalepul, Ha Pe3NHOBbIX NOOBUKAX
Kopuaopa” (114).
238 “yenosek B 6enoOM MaHTUM C KpacHoM noabuskon” (327).
239 “Suddenly the door opened, and in walked a bunch of people in white coats. At the
head of them all came a man of forty-five or so, who was as cleanly shaven as an actor
and had pleasant but very penetrating eyes and a polite manner. The entire entourage
showed him attention and respect, and his entrance was therefore a very solemn affair.
“Just like Pontius Pilate!” thought Ivan.”

[...]
The head man cast an experienced eye over the sheet of paper, mumbling “Uh-huh, uh-
huh” and exchanging some words in a little-known language with the people around
him.
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professionalism and cleanliness, directly tie into Ivan’s obsession with Pilate’s story. Ivan,
like Garshin’s patient, does suffer, to some degree, from obsession. However, his
obsession appears more justified and even rational in comparison. If, at times, lvan seems
mad, it is under circumstances that could, and do, incite madness or perceived madness
in many more individuals in Moscow.

Chapter 27, “The End of Apartment No. 50” recounts the details of the ongoing
investigation into the mysterious and fantastic events that have and continue to take
place in Moscow. Finally, yet anticlimactically, a detective comes to interview lvan about
the events at Patriarch’s Ponds two days prior.

Ivanushka had been lying in a daze before the investigator’s arrival, and a number

of visions had passed before him. ... A man had appeared before Ivan in his sleep,

a man sitting motionless in a chair, clean-shaven, with a yellow, troubled-looking

face, wearing a white mantle with a red lining, and gazing hatefully at the lush and

alien garden. Ivan had also seen a yellow, treeless hill with empty cross-beamed

posts standing on top of it (286).24°

“And he even speaks Latin, just like Pilate ...” thought Ivan sadly.” | “Heo»ngaHHo
OTKpblNacb ABepPb B KOMHATY MBaHa, M B HEE BOLL/IO MHOXKECTBO Hapoaa B b6enbix
Xanatax. Bnepeaun Bcex Wwen TWaTeNbHO, NO-aKTEPCKN 0BPUTLIN YENOBEK SIET COPOKA
NATU, C NPUATHBIMM, HO OYEHb NPOH3UTE/IbHLIMU FN1A3aMUN U BEXKANBBIMU MaHEPaMMU.
Bca cBUTa OKasblBasia eMy 3HAaKM BHUMAHMA U YBAXKEHWUSA, U BXOA, €ro NONy4Ynaca
NO3TOMY O4YeHb TopKecTBeHHbIM. «Kak MoHTMI MunaT!» — nogymanockb MBaHy.

[...]

A rnaBHbIW NPUBbIYHBIMM FNa3amm npobexkan Anuct, npobopmoTan: «Yry, yry...» u
0BMEHANCA C OKPYKAOLWMMKN HECKONbKMMUM Pppa3amMmmn Ha MaioON3BECTHOM A3bIKe.

«W no-natbiHK, Kak Munat, roBopuT...» — nedanbHo nogyman Mean” (87-88).

240 “Nepen NpuxoAom cnegosaTena MBaHyLKa Apeman fexa, U nepes, HUM nNpoxoanau
HeKoTopble BuaeHuA. [...] B Apemorte nepes MiBaHOM ABAANCA HEMNOABUXKHbIN B Kpecsie
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Ivan connects the doctors’ white coats to his dreams containing Pilate in his white cloak
with the blood red lining. He is not the only patient to intertwine this white object from
the clinic with a character in his dream. When admitted to the clinic, Nikanor lvanovich
Bosoi awakes from a tormenting dream that entangles fantasy with the clinic. He realizes

that the people he imagined to be cooks serving soup, are actually medical staff.

Through his tears Nikanor lvanovich could make out his room in the clinic and two
people in whites coats, but they were nothing like the smarmy cooks who had
dished out unwanted advice. They were doctors, and with them was Praskovya
Fyodorovna, who was holding a gauze-covered dish with a syringe instead of a

soup bowl (142).24

For Nikanor Ivanovich, the real people he encounters wearing white coats in the clinic are
preferable to the white-clad characters of his dream. Despite his initial urgency to catch
the foreign consultant, lvan now prefers to think about Pontius Pilate over the events that

occurred in Moscow.?*? Several years after Woland and his retinue left Moscow, when

yenoBek, OpPUTbIN, C U3AEPraHHbIM XENTbIM NLLOM, YENOBEK B 6E10M MAaHTUM C KPacHOM
noAbUBKOWN, HEHABUCTHO MIAAALWMNA B NbILWHbLIA U YyXKoW caa. Buagen MBaH 1 6e3necobii
YKEeNTbl XONIM C ONyCTEBLUIMMM CTONbaMu ¢ nepeknagnHamn” (327).

241 “HykaHop MBaHOBMY CKBO3b CN1€3bl Pa3raaAe/ CBOK KOMHATY B iedebHuLE 1 ABYX B
6enblx xanaTax, HO OTHIOAb He Pa3BA3HbIX NOBAPOB, CYOLWMXCA K N0AAM CO CBOMMMU
coBeTaMM, a IOKTOpa U Bce Ty e lNpackoBbio PeaopoBHY, AeprKallyto B pyKax He
MMCKY, @ TaPE/IOYKY, HaKPbITYIO Map/ien, C Nexallmm Ha Hel wnpuuem” (166).

242 “Oh, how triumphant Ivan would have felt, if only the investigator had come to
see him a little earlier, say late Wednesday night, when Ivan had been trying so
frantically and passionately to get someone to listen to his story about Patriarch’s
Ponds. Now his dream of helping catch the foreign consultant had come true, and he did
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not have to run after anyone any more since they had come to see him themselves, to
hear his tale about what happened Wednesday evening.

But, alas, in the time that had elapsed since Berlioz’s death Ivan had undergone a
complete change. He was ready and willing to answer all the investigator’s question
politely, but his indifference was evident in his eyes and in the way he spoke. The poet
was no longer moved by Berlioz’s fate.

Ivanushka had been lying in a doze before the investigator’s arrival, and a
number of visions had passed before him. He had seen a strange, incomprehensible,
non-existent city with blocks of marble, worn-down colonnades, and roofs sparkling in
the sun, with the somber and pitiless black Antonia Tower, the palace on the western
hill, sunk almost to the roof in the tropical greenery of a garden, with bronze statues
towering above that greenery and burning in the setting sun, and he had seen armor-
clad, Roman centurions marching beneath the walls of the ancient city.

A man had appeared before Ivan in his sleep, a man sitting motionless in a chair,
clean-shaven, with a yellow, troubled-looking face, wearing a white mantle with a red
lining, and gazing hatefully at the lush and alien garden. Ivan had also seen a yellow,
treeless hill with empty cross-beamed posts standing on top of it.

And what had happened at Patriarch’s Ponds no longer interested the poet Ivan
Bezdomny” (285-286). | “O, Kak ToprkecTBoBan 6bl MBaH, ecnm 6bl cnegoBaTenb ABUICA
K HEMY MopaHblue, XOTA Bbl, CKaxeMm, B HOUb Ha YeTBepr, Koraa MeaH 6yiMHO U CTpacTHO
[obumBanca Toro, YTobbl BbICAYLIANAM €ro pacckas o MaTtpmapwux npyaax. Tenepb
cHbINIOCb EFO0 MeYTaHWE NOMOYb MOMMATb KOHCY/IbTaHTa, EMY HE HYXKHO Bbl10 HU 33 KemM
y)Ke 6eratb, K HeMy CaMOMy NPULLAN UMEHHO 3aTeM, YTOObI BbIC/YLIATb €ro NoBecTb O
TOM, YTO NPOU3OLL/IO B CPESY BEYEPOM.

Ho, yBbl, MiBaHyLIKa cOBEPLUEHHO N3MEHMICA 3a TO BPEMSA, YTO NPOLLJIO C
MomeHTa rnbenun bepnanosa. OH 6bin FOTOB OXOTHO M BEXJ/IMBO OTBEYATb HA BCE BOMPOCHI
CnefoBaTeNA, HO paBHOAYLIME YyBCTBOBA/IOCh M BO B3r/age MBaHa, U B ero MHTOHaLMAX.
MoaTta 6onble He Tporana cyabba bepanosa.

Mepea Npuxoaom cnefosatena MiBaHyLWKa ApemMan Nexa, U nepes HUM NPoxXoaunu
HeKoTopble BUAEHUA. TaK, OH BUAEN ropos, CTPAHHbIN, HEMOHATHbLIN, HECYLLECTBY LN,
C rNbIBaMn MpPamopa, UCTOYEHHBIMWU KONIOHHAAAMM, CO CBEPKAIOLLMMM HA CONHUE
KPbILAMM, C YEPHOM MpPAYHOM M 6e3KanocTHoM HBawHen AHTOHMA, CO ABOPLLOM HA
3anaHOM XO/IMe, MOFPYKEHHbIM A0 KPbIL NOYTU B TPOMMUYECKYHO 3e€/1eHb CaAa, C
6pPOH30BbIMU, TOPALLMMM B 3aKaTe CTAaTYAMM HaZ 3TOMN 3e/1eHblo, OH BUAEN nayLime nog,
CTEeHaMM A pEBHEro ropoga PUMCKUE, 3aKOBaHHbIE B BPOHIO, KEHTYPUW.

B apemoTe nepesn MBaHOM sSiIBNA/ICA HENOABUMKHbIN B KPecse YenoBek, bpuTobii, ¢
N34EePraHHbIM KXeNTbIM INLOM, YenoBeK B 6en0 MaHTUM € KpacHOM NoaAbUBKOW,
HEHaBWUCTHO MSASWMIA B NbIWHbIN W Yy»KoM cag,. Buaen NBaH 1 6e3necbiit XKenTbln Xonm
C onycTeBWUMM cToNBaMm ¢ NnepeknagmHamu.

A npouvcweglwee Ha MaTpuapwunx npygax noata MiesaHa besgomHoro 6onee He
nHTepecosano” (326-327).
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Ivan is no longer a poet or a resident in Stravinsky’s clinic, but a history professor living
with his wife, Ivan continues to dream about Pilate dressed in the white mantle.?*3

As mentioned previously, the medical professionals in Stravinsky’s clinic are clad
in white for several reasons. This fictionalized hospital was created not long after the
white coat became standard apparel. White was associated with cleanliness, purity, and
now cutting-edge medical practices. Additionally, dirt and blood can be seen more easily
against a white background, lending white the ability to display that it is clean and the
inability to hide filth. Finally, Ivan connects the white attire of the doctors to the white
clothing of Pilate. Pilate’s clothing is based on Roman political and cultural history. The
color of his apparel is not included in canonical scripture, but can be explained through

244 3 white toga

historical practice. Bulgakov combines the traditional toga praetexta,
worn by male citizens in Rome, with the paludamentum, a short red cloak worn by

magistrates when not in Rome (note: Pilate is in Judea in this narrative).?> lvan connects

243 “After the injection everything the sleeper sees changes. A broad path of moonlight
stretches from his bed to the window and heading up this path is a man in a white cloak
with a blood-red lining who is walking toward the moon Walking beside him is a young
man in a torn chiton with a disfigured face. The two of them are engaged in heated
conversation, arguing about something, and trying to reach some kind of agreement”
(334). | “Nocne ykona Bce meHAeTca nepea, cnawmm. OT NOCTeNU K OKHY NpOoTArMBaerca
LUMpPOKaA NIYHHAA A0pora, U Ha 3Ty A0pOry NOAHMMAETCA YeNoBeK B 6enom nnawe ¢
KpPOBaBbIM NOA60EM U HAYMHAET UATU K IYHE. PALOM C HUM UAET KaKOW-TO MO1040M
YyesioBeK B Pa30pBaHHOM XUTOHE U C 06€306parKeHHbIM INLOM. UAYLIUE O YEM-TO
pas3roBapuBaloT C }apoM, CNopAT, XOTAT 0 YEM-TO AorosBopuTbea” (383).

244 The toga praetexta is the white toga worn by every male citizen of Rome. For more
information on the white toga praextexta, see J.C. Edmonsonand Keith, Editors, Roman
Dress and the Fabrics of Roman Culture, (University of Toronto Press, 2008), pp. 8, 23,
26.

245 Frank Frost Abbot, A History and Description of Roman Political Institutions, 3™
Edition, (Cambridge, Massachusetts: Ginn and Company, 1911), pp. 165-166. (p. 165,
“The magisterial dignity was indicated to the eye by insignia and by attendants. The
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his medical team, particularly Stravinsky, to Pilate not only because of his white coat, but
also due to his ability to use Latin, and his permeating authority in the room. Pilate,
however, fascinates Ivan more than his present circumstances, perhaps because he is clad
in clothing that is the color of purity and goodness—white, but lined with the color of
blood and sacrifice—red.

The narrative unfolding in Moscow both inside and outside of the clinic and the
narrative of Pontius Pilate are all connected by a thread of whiteness connected to attire.
However, it is an attribute of the physical space of the hospital that is the final one
associated with white. When the Master comes to say his farewells to Ivan in the clinic,
its white walls are referenced one last time. Ivan asks the Master if he found Margarita
and if she had remained faithful. At that moment, “[dark/shadowy] Margarita detached
herself form the white wall and came over to the bed. She looked at the young man lying
there, and sorrow showed in her eyes” (The Master [translated by Burgin and O’Connor]
316).2% Here, darkness in the form of Margarita’s shadow is hidden against the white
wall. In this moment, two versions of the absence of color meet to conceal Margarita.

Margarita is concealed by shadow or darkness (the absence of the colors of light) and

most characteristic mark of office was the toga praetexta, which all magistrates from
the consul to the aedile wore within the city. When abroad, the consul put on the
paludamentum, a short red cloak.”; p. 166, “On formal occasions, as when administering
justice, dictators, consuls, censors, praetors, and curule aediles sat on a sella curulis
placed on a tribunal.”)

246 The Russian text includes the word “dark” or “shadowy” to describe Margarita
emerging from the white wall, but this word is left out in the translation by Burgin and
O’Connor. | “OT 6enoi cTeHbl oTaenMnacb TemHaa MaprapuTa 1 noAoLwna K NocTenu.
OHa cmoTpena Ha /ieXkallero HOLLY, U B F1a3ax ee YuTanacb ckopbw” (Master
[Khudozhestvennaia Literatura] 363).
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white (the absence of pigment). Unlike Garshin’s red-filled hospital floor and Chekhov’s
dirty, blue ward, Bulgakov’s version of the mental institution lacks dark colors, and
thereby highlights the clean and high-tech qualities of the clinic and provides a neutral
background against which the inhabitants can be seen more clearly as people and not
simply patients.

Aside from the repetitive use of white in Stravinsky’s clinic, the only other color
mentioned is blue. As mentioned previously, the night lights in the corridors are blue,
which, unlike a warm amber or yellow hued light, indicate sterility. However, it is notable
that the lights in the hallway shift from white, during the day, to blue during the night.
This color shift occurs, “in accordance with regulations” (96).247 Thus, the only instance
of pigmented color that is physically integrated into the mental institution exists to fulfill
a regulation. This change in light color has little effect on the patients or their experiences
in the clinic since it is in a liminal space—between their rooms and the reception room
and examination room—not in their personal space. The blue lighting merely signals a
transition, rather than possessing any causative force. When in their private rooms, the
patients are left surrounded by the emptiness of white walls, white blinds, and visited
only by medical professionals dressed in white. The void of color in which they exist,

encourages patients, particularly Ivan, to turn to the world directly outside of the clinic—

247 “Nom ckopbu 3acbinan. B TUXMX KOpMAoPax NOTYXAM MaToBble Benble Namnbl, U
BMECTO HUX CO2AACHO PacnopsAdKy 3axrnncb cnabble ronybble HOUHMKM, U BCE pesKe 3a
ABEPAMM CNbILWANANCh OCTOPOXKHbIE LWaXKKN desbAlepuL, Ha Pe3UHOBbIX NO0BMKaX
Kopuaopa” (114; emphasis added).
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nature, and his emotional state often mirrors the natural occurrences, particularly those
associated with light and darkness, seen through the grating-covered glass of his window.

While the absence of color is all-encompassing in the mental institution,
Bulgakov’s novel is otherwise full of color in both pigment and light. Perhaps most notable
is the red lining of Pontius Pilate’s white robe with which Ivan becomes somewhat
obsessed, and the yellow of the flowers that Margarita carries on the day she meets the
Master. The red lining of Pilate’s mantle starkly contrasts with the whiteness of the rest
of the garment. The red is qualified as “blood red” on the eve of Christ’s crucifixion in the
story Woland tells to Ivan and Berlioz at the beginning of The Master and Margarita.**®
Pilate’s white cloak with “blood-red lining” repeatedly appears in Ivan’s thoughts and
dreames, all the way through to the end of the epilogue. While in the clinic, Ivan struggles

to write to the police about his experience at Patriarch’s Pond. Eventually, he decides “to

248 “No, no proof is required,” answered the professor. He began to speak softly and as
he did, his accent somehow disappeared. “It’s all very simple: Early in the morning on
the fourteenth day of the spring month of Nisan, wearing a white cloak with a blood-red
lining, and shuffling with his cavalryman’s gait ...

[...]

EARLY in the morning on the fourteenth day of the spring month of Nisan, wearing a
white cloak with a blood-red lining, and shuffling with his cavalryman’s gait into the
roofed colonnade that connected the two wings of the palace of Herod the Great,
walked the procurator of Judea, Pontius Pilate” (12—-13). | “— W noka3aTenbCTB HUKAKMX
He TpebyeTcs, — 0TBETUA NPOPECCOP M 3arOBOPU HEFPOMKO, MPUYEM €r0 aKLEHT
no4yemy-To nponan: — Bce npocro: B 6en10m nnatle ¢ KpoBasbiM NoAb0em, WapKawoLwen
KaBanepumncKom NOXoAKOW, paHHUM YTPOM YETbIPHAALLATOrO YMCNa BECEHHErO MecALa
HUCaHa...

[...]

B 6enom nnate ¢ KpoBaBbiM NoAb0eM, LIAPKAKOLLEN KaBaIepPUIMCKON NOXOAKON,
PaHHMM YTPOM YeTbIPHAALATOrO YACNA BECEHHErO MeCcAL,A HUCAHA B KPbITYHO KOJIOHHAAY
MeXAy ABYMA KpblNbAMM ABOPLLA MPOAA BE/IMKOIO BblWwen npokypaTop Uyaen MoHTUi
Munat” (19).
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include the whole story about the procurator, starting with the moment when he came
out onto the colonnade of Herod’s palace dressed in a white robe with a blood-red lining”
(96).249 When Ivan meets the Master in the psychiatric hospital, Ivan shares the story of
how he arrived in the clinic and he “left nothing out, for he himself found it easier to tell
the story that way, and gradually he got to the point where Pontius Pilate came out onto
the balcony in his white cloak with the blood-red lining” (112).2s0 When the police come
to interview lvan in the clinic, lvan is dreaming about Judea and Pontius Pilate, “A man
had appeared before Ivan in his sleep, a man sitting motionless in a chair, clean-shaven,
with a yellow, troubled-looking face, wearing a white mantle with a red lining, and gazing
hatefully at the lush and alien garden. Ivan had also seen a yellow, treeless hill with empty
cross-beamed posts standing on top of it” (285-286).251 Even several years after his
release from Stravinsky’s clinic, Ivan is visited by visions of Pontius Pilate in his blood-red

lined white attire.

After the injection everything the sleeper sees changes. A broad path of moonlight

stretches from his bed to the window and heading up this path is a man in a white

2499 FonoBa M NpefcKasaHne KOHCY/IbTaHTa NPMBEN ero K Mbicin o MoHTuu Munate, 1
ANnA BaAwen ybegmtenbHOCT MiBaH pelnn BeCb Pacckas 0 NPOKYypPaTope U3/OXKNUTb
MOMIHOCTbIO C TOTO CAMOr0 MOMEHTA, KaKk TOT B 6e/10M nnalle ¢ KpoBaBbiM Nnogboem
BblLUEN B KOJIOHHaAy npoaosa Asopua (113).

250 I BaH HMYEro v He NPonycKaa, emy caMomy BbII0 Tak nerye pacckasbiBaTtb, U
nocrteneHHo Aobpancsa 4o Toro MOMeHTa, Kak MoHTui Munat B 6enot MaHTUmM ¢
KpoBaBbiM noaboem Bbien Ha 6ankoH (132).

251 B ppemote nepes MBaHOM ABNANCA HENOABUNKHbBIN B Kpecne yenosek, 6puTbii, ¢
N3aepraHHbIM ¥KeNTblM MLLOM, YeNO0BEK B 6101 MaHTUM C KPacCHOW NoA6MBKON,
HEHaBUCTHO MAASLWMIA B NbILWHbIN W Yy*KOW caf,. Buaen neaH u 6e3necolit XKentblii Xoam
C onycTeBWMMU CTONBamu ¢ nepeknagnHamm (327).
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cloak with a blood-red lining who is walking toward the moon. Walking beside him
is a young manin a torn chiton with a disfigured face. The two of them are engaged
in heated conversation, arguing about something, and trying to reach some kind

of agreement (334).252

Although Ivan is no longer in the clinic and Woland is no longer in Moscow, lvan remains
attached to Pilate. After his injection—a remnant of his time in the mental institution that
continues to be administered to him occasionally (i.e. during the full moon)—Ivan is able
to see the fate into which the Master freed his hero, Pilate. Ivan’s association of Pilate’s
white mantle with the medical professionals’ white coats further stimulates Ivan’s
obsession with Pilate’s fate. Ultimately, a psychiatric medical intervention—the
injection—provides Ivan with access to the information he longs for—“Tell me, what
happened next to Yeshua and Pilate. Please, | want to know” (125).253 Along with the
answer he longed for, lvan is also given a glimpse into the eternal as he sees “the man in
the cloak [...] as he ascends higher and higher toward the moon, taking his companion

with him. Walking behind them, calm and majestic, is a huge dog with pointed ears”

252 “Tocne yKona Bce meHsaeTca nepes cnawmm. OT NocTenun K oKHy NpoTArMBaeTcs
LUMPOKaA NIYHHaA A0pOra, U Ha 3Ty AOPOry NOAHUMAETCA Ye/loBeK B 6esiom nnatle ¢
KpOBaBbIM NOA60EM U HAYMHAET UATU K IYHE. PAAOM C HUM UAOET KaKOW-TO MO10A0M
YyenoBeK B Pa30pPBaHHOM XMTOHE 1 ¢ 06e306paXKeHHbIM IULLOM. NAYLINE O YEM-TO
pPa3roBapuBaloT C }apoMm, CNopAT, XOTAT 0 YeM-TO oroBopuTbea” (383).

2534 _ CkauTe MHe, a uTo 6b110 Aanbue ¢ Mewya u Munatom, — nonpocun MeaH, —
YMONSA0, 1 Xouy 3HaTb” (147).
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(335).254 Although Ivan is not granted peace or light, but concludes the novel living out his
mortal life in Moscow, his time in the mental institution, which allowed for his meeting
the Master and the freedom to ruminate on Pilate, provides him with recurrent access to
the eternal.

While Ivan links white with red through Pontius Pilate, the Master brings other
colors into the clinic through by sharing his origin story. The Master tells lvan that in his
first interaction with Margarita, he informed her that he did not like her flowers, that he
prefers roses. He does not share with Margarita why he does not like them, but his
description of the events to lvan indicates that the yellowness of the flowers is at least

part of what he dislikes about them since he believes it to be a “bad color” (115).2°> The

254“_ BONbLUE MHE HUYErO He HY}HO!—COpBaHHbIM r0OI0COMBCKPUKMBAET YEN0BEK B
naale 1 NOAHUMAETCA BCe Bbile K IYHEe, YBNEKas CBOEro CNyTHMKA. 3a HUMKU naet
CNOKOMHbIN U BEIMYECTBEHHbIN FTMraHTCKUI ocTpoyxuii nec” (383).

255 “_ OHa Hecna B pyKax oTBpaTUTENIbHbIE, TPEBOXHbIE X esambie UBeTbl. YepT nx 3HaeT,
KaK MX 30BYT, HO OHM NepBble NOYeMY-TO NoaABAATcA B Mockee. M 3TK LBeTbl 04eHb
OTYET/IMBO BbIAENANNCD HAa YEPHOM ee BeCeHHeM NanbTo. OHa Hecna xesnmele uBeTbl!
Hexopowuli ysem. OHa nosepHyna c TBEPCKOWM B NepeynoK 1 TyT obepHynacok. Hy,
TBepckyto Bbl 3HaeTe? [1o TBepPCKOM WM ThICAYN OAEN, HO i BaM Py4datoCb, YTO
yBUAENa OHAa MEeHA OA4HOr0 U NOrNAAEeNa He TO YTO TPEBOXKHO, @ AaxKe Kak byaTo
6one3HeHHO. M meHA Nopasnia He CTO/IbKO ee KpacoTa, CKO/IbKO HEOObIKHOBEHHOE,
HUKEM He BUAaHHOe O4MHOYEeCcTBO B r/ia3ax!

MoBMHYACHL 3TOMY XENTOMY 3HaKY, Al TOXKE CBEPHYN B MEPEY/IOK M NOLEN NO ee cneaM.
MbI WM NO KPUBOMY, CKYYHOMY nepeysiky 6€3M0oNBHO, i N0 O4HOW CTOPOHE, @ OHA NO
Apyroi. U He 6b110, BOOBpasuTe, B NePeyKe HU Aywn. 1 My4Ynaca, NoOTOMY YTO MHe
MOKa3a/10Cb, YTO C HEeO HEOHXOAMMO rOBOPUTb, M TPEBOXKUACA, YTO A HE BbIMONB/IO HU
OAHOrO C/I0Ba, @ OHa YMAET, U A HUKOrAa ee Bonee He YBUKY...

N, BoOb6pasuTe, BHE3AMNHO 3aroBopunia oHa:

— HpaBAaTca nv Bam mom LBeTbI?

Al OTYETINBO NOMHIO, KaK NPO3BYyYas €e ronoc, HU3KNM A0BOJIbHO -TaKK1, HO CO CPbIBaAMMU,
W, KaK 3TO HW FN1yNo, MOKa3a/10Cb, YTO 3XO0 YAAPWU/I0 B NEPEY/IKE N OTPA3UIOCh OT XKeNTon
rPA3HOM CTeHbl. A 6bICTPO Nepellen Ha ee CTOPOHY U, NOAX0AA K HE, OTBETUA:

— Her.
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OHa nornsaena Ha MeHA YAUBNEHHO, a A BAPYT, U COBEPLUEHHO HEOXKUAAHHO, NOHAN,
YTO 51 BCHO YKM3Hb IIOOUA MMEHHO 3Ty *KeHLWMHy! BOT Tak WTyKa, a? Bbl, KOHEYHO,
CKaxeTe, cymacliegwnii?

— Huyero a He roBopto, — BOCKANKHYA MBaH 1 gobasun: — Ymonsto, ganble!

M roctb npogonkan:

— [la, oHa nornsgena Ha MeHA yaMBAEHHO, a 3aTeMm, NOrNAAEB, CNPOCUAA TaK:

— Bbl BOOOULE He ntobute LBeTOB?

B ronoce ee 6b11a, KAk MHe NOKA3an0Cb, BPaXKAeO6HOCTb. A Wen ¢ Her pPAAOM, CTapanchb
WATU B HOTY, U, K YAMBAEHUIO MOEMY, COBEPLUEHHO HE YyBCTBOBAN Ce6A CTECHEHHbIM.
— Her, A nt061to0 LBETbI, TONILKO HE TaKMe, — CKasan A.

— A Kakue?

— Al po3bl nobn0” (136—137; emphasis added). | “She was carrying some hideous,
disturbing yellow flowers. The devil only knows what they’re called, but for some reason
they’re the first ones to bloom in Moscow. And those flowers stood out very distinctly
against her black spring coat. She was carrying yellow flowers! A bad color. She turned
off Tverskaya into a side street and then looked back. Do you know Tverskaya?
Thousands of people were walking along Tverskaya, but | assure you, she saw only me
and she gave me a look that was not merely anxious, but even pained. And | was struck
not so much by her beauty as by the extraordinary, incomparable loneliness in her
eyes!”

Obeying that yellow sign, |, too, turned into the side street and followed her. We
walked silently along the dull winding lane, | on one side, and she on the other. And,
imagine, there wasn’t a soul in the street. | was in torment because | felt that | had to
talk to her, and | was afraid | wouldn’t be able to utter a word, and she would go away,
and | would never see her again.

And then, imagine, she said unexpectedly, “Do you like my flowers?”

| distinctly remember the sound of her voice, rather low, but halting, and
however silly this may seem, | felt that an echo sounded in the lane and reverberated
off the dirty yellow wall. | quickly crossed over to her side of the street and, walking up
to her, replied, “No.”

She looked at me with surprise, and | suddenly and completely unexpectedly
realized that this was the woman | had loved my whole life! Amazing, isn’t it? Naturally,
you’ll say I’'m a madman, right?

“I’'m not saying anything,” lvan exclaimed, adding, “Please, go on!”

And the guest continued, “Yes,” she gave me a look of surprise, and then she
asked, “Is it that you just don’t like flowers?”

| thought | detected hostility in her voice. | walked alongside her, trying to keep
in step with her, and to my surprise, | felt no constraint whatsoever.

“No, | like flowers, but not those,” | said.

“What kind do you like?”

“I'like roses” (115-116).
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color yellow is linked to mental institutions and the mad in Russian culture, with the term
“yellow house”?°® used to indicate a madhouse. Bulgakov, however, in redesigning the
Russian mental institution, does not use yellow. The yellow or madness of the mental
institution has been reconfigured to create a sterile and Soviet or white and sane mental

institution. Instead, yellow can be found outside of the clinic, in the chaos of Moscow.

Windows and Glass

The sterility of the whiteness of the clinic is coupled with its state-of-the-art
mechanization, an aspirational trait of Soviet authorities that often appears in Socialist
Realist literature. Stravinsky’s clinic is the image of true utopian industrialization. In the
reception area alone, the reader encounters several new and advanced objects. The
doctor sits “on a gleaming white stool” in order to evaluate Ivan (The Master [translated

by Burgin and O’Connor] 56).2>” There is a table with a button that when pressed “a small

256 7yentbit fom” — "[lom 3TOT Ha3BaH "MenTbiM" — OT XenToi okpacku (O6yxoBcKoi
60/1bHULLbI); NOTOM "OTNPABUTb B KENTbIN A0M" 3aMeHWNOCb C/IoBaMK "OTNpaBUTb Ha
TpuHaauaTtyto BepcTy" (no MeTeprodcekoit gopore), Kyaa bbin NnepeseneH oM ANs
cymacwepgwmx” from Bol’shoi tolkovo-frazeologicheskii slovar’(1904 g.) Mikhel’sona M.
I. k fraze “zheltyi dom” and “¥enTbin gom, LOM YManuLEHHbIX, OT *KENTOM OKPACKK
Ob6yxosckol 6onbHULUbI B MNeTtepbypre” from Tolkovyi slovar’ zhivogo velikorusskogo
iazyka (1863-1866) V. |. Dalia k slovu “zheltyi’. (translation: “A building that is named
“yellow” — is from the yellow paint (of the Obukhovakaia hospital”; then “to send to
the yellow house” was substituted for the words “to send thirty versts” (along Peterhof
road), where the house for the mad was moved.”; and “Yellow house, a house for the
insane, from the color of the paint of the Obukhovskaya hospital in St. Petersburg.”

257 “_ Bpl Hax0AMTeCb, — CMOKOMHO 3aroBOpWA Bpay, NPUCaXKMBaACh Ha benbilt mabypem
Ha bnecTALLel Hore, — He B Cymacluellem A0Me, a B KIMHUKeE, FAe BaC HUKTO He CTaHeT
3aepKnBaTb, €CNM B 3TOM HeT HagobHoctn” (Master [Khudozhestvennaia Literatura]
68).
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shiny box and a sealed ampule popped out on its glass surface” (58).2°8 There are doors
that open noiselessly, and a stretcher with silent rubber wheels (59).2>° When the
attendants will not let him out the main doors, Ivan attempts to escape the hospital
through the window. It becomes evident that the glass in the facility is somewhat
unbreakable as Ivan “dove headlong at the blind covering the window. A fairly loud crash
was heard, but the glass behind the blind didn’t even crack, and Ivan... screamed, ‘So
that’s the kind of windows you have here!”” (58-59).26° From the first room depicted in
the mental institution, glass features somewhat heavily, but it appears to be a different
kind of glass than the glass used in earlier mental institutions. This new glass is one of the
physical features used to indicate that this clinic is not the run-down, ineffectual
“madhouse” of the past, but it is a high-tech, state-of-the-art facility. The prevalence of
glass throughout the clinic implies a utopian quality. The utopian aspect can be linked
with the eternal utopia of heaven as seen by the Biblical description, “the city was pure
gold, like unto clear glass [...] and the street of the city was pure gold, as it were
transparent glass” (Revelation 21: 18, 21). It can also been scene in utopian and dystopian

literature, such as Evgenii Zamiatin’s We: “the whole world is blown from the same

258 “PIoXMH 334p0MKaN, @ XKEHLMHA HaXKana KHOMKY B CTONIMKE, U Ha ero CTEKAAHHYIO
NOBEPXHOCTb BbICKOUMNa bnectauian Kopobouka u 3anasHHasa amnyna” (70).

259 “TyT PIOXMH ONATb B3APOrHYN: 6eCLyMHO OTKPbIIUCL 6enble ABepu, 3a HUMU CTan
BUAEH KOPUA0P, OCBELLEHHbIA CUHUMMU HOYHbIMM NaMnamu. M3 Kopuaopa Bblexana Ha
PE3MHOBbIX KOJIECUKaX KYLLIETKa, Ha Hee Nepesiouau 3aTuxiuero MeaHa, u oH yexan B
Kopuaop, U ABEPU 338 HUM 3aMKHyAuck” (71).

260 “NpowwaiiTte... — 1 roNI0BOIO Bepes, oH 6pocnnca B WITOPY OKHA. Paspanca yaap, HO
HebbIoLLMECA CTEK/1a 3a LITOPOIO BbIAEPKaNM ero, n yepes MrHoseHue MeaH 3abuica B
pyKax y caHuTapoBs. OH Xpunen, NbITanca KycaTbea, Kpuyan: — TaK BOT Bbl Kakue
CTeKNbIlWKKM y ceba 3asenun!.. Myctn! Myctn, rosopro!” (71).
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shatterproof, everlasting glass as the glass of the Green Wall and of all our structures.”?%!
Bulgakov uses glass in his mental institution to call these images of utopia to mind.

The physical features of lvan’s room, the space in the mental institution where the
reader spends the most time, reinforce the advanced quality of the clinic. Additionally,
the window is important to narrative development and the fates of the patients. The
curtains in lvan’s room open at the push of a button to reveal “a light, widely spaced grille
that extended down to the very floor” (The Master [translated by Burgin and O’Connor]
72).2%2 Beyond this locked grating is a balcony that encircles the entire floor and
presumably all the patient rooms contain a window with this view. 263 Unlike in “The Red
Flower,” Ivan never tries to escape through the window. The Master, who has the keys to
the gratings, does not try to escape either. Instead, he uses the keys to visit Ivan, and his
visit furthers the narrative of these two patients’ lives and ties the Pontius Pilate story

more tightly to the Moscow narrative.

261 Eygenii Zamiatin, We, translated by Natasha Randall, (The Modern Library, 2006), p.
5. | “B TakMe gHM — BECb MUP OT/INT U3 TOTO e CamMoro He3blb1eMoro, BEYHOro CTEKNA,
Kak u 3eneHan CTeHa, Kak W Bce Halwwm nocTpoikn.” E. I. Zamiatin, “ZAPIS’ 2-aia,” My,
Internet Biblioteka i. A. Komarova, 2006, https://ilibrary.ru/text/1494/p.2/

262 “MeHLLMHA Ke TeM BpeMeHeM, He Tepasa 61aroAyLWwHOro BbipaXkeHmsa auua, npu
NMOMOLLM OAHOTO Ha*KMMa KHOMKM, YBENa LITOPY BBEPX, U B KOMHATY yepes
LUMPOKOMETAUCTYIO U IETKYIO PELLETKY, A0X0AALLYI0 A0 CAMOT0 M0oJa, X/IbIHY/10 COMHLE.
3a peleTKon oTKpbIAcA 6anKoH, 3a HUM Beper U3BMBAKOLLENCA PEKM U HA APYrOM ee
bepery — Becenblt cocHoBbIN 6op” (Master [Khudozhestvennaia Literatura] 85).

263 “‘They are locked,” confirmed the guest, ‘but Praskovya Fyodorovna is an extremely
nice, if, alas, absentminded person. | pinched her keys a month ago, which allows me to
go out onto the balcony that encircles the entire floor and thus visit a neighbor on
occasion’ (110). | “— PeweTKX-TO Ha 3aMKax, — NOATBEPANNTOCTb,—HO [pacKkoBbs
denopoBHa — MUENLLNIA, HO, YBbl, PAaCCESHHbIN YenoBek. A cTawmn y Hee mecal, Tomy
Ha3ag, CBA3KY KAtoYen U, Taknm 06pa3om, NONYYMA BOSMOMKHOCTb BbIXOAMUTb HA 06K
6aNKoH, a OH TAHETCA BOKPYT BCEro 3Taxka, 1, TaKMm 06pa3om, MHOr4a HAaBECTUTb
cocepa” (130).
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With the Master’s use of the keys to exit his room through his window, the clinic
becomes the setting of social and intellectual interaction, as it was for Chekhov’s Gromov
and Ragin. Inside the mental institution, the Master and Ivan find the opportunity for
uninhibited conversation with one another. Outside of the psychiatric clinic, the Master’s
work and ideas were mocked and caused his arrest.?%* lvan’s ideas were not his own, but
those imposed on him by MASSOLIT. Here, in the quiet space of the mental institution,
away from the eyes of editors, the authors are able to communicate with each other
about both their work and eternal truths. As such, for the Master and Ivan, the world
outside of the clinic is in many ways less appealing than the world inside the clinic. Safely
in the clinic, they can see the beautiful parts of the outside world—the river, trees, sky,
moon, etc.—through the glass windows. Thereby, the glass of the window is a barrier
against the chaos of Moscow, but also a peaceful means of reflection, both literally and
metaphorically, on the difference between the utopia of the mental institution and the
dystopia of Moscow.

In addition to the window in Ivan’s room, “at the foot of Ivan’s bed a frosted-glass
cylinder began to turn until the word “NURSE” appeared. It goes without saying that the
ingenious cylinder made quite an impression on lvan. “The word ‘NURSE’ was replaced by
‘CALL THE DOCTOR’ (The Master [translated by Burgin and O’Connor] 71). The

technological advancement of this glass cylinder is impressed upon the reader by that fact

264 It is commonly accepted that the Master was arrested in October and released in
January, given the gap in time, the knock at his door, and the buttons missing on his
coat. See: Ellendea Proffer, “Commentary,” The Master and Margarita, (New York:
Vintage Books, 1996), p 348.; Richard Pevear and Larissa Volokhonsky, “Notes,” The
Master and Margarita, (London: Penguin, 1997), p. 403, p. 405.
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that lvan does not know how to interact with it, “‘Hmm...” murmured Ivan, not knowing
what else to do with the cylinder” (71). When he does interact with it, he has “a stroke of
luck: he pressed the button a second time at the word ‘DOCTOR’S ASSISTANT.” The
cylinder rang softly in reply, stopped, and then went blank. A stout kind-looking woman
in a clean white robe came into the room and said to Ivan, ‘Good Morning’” (71).2%° This
cylinder with a light inside is made of the same material as the “frosted white lights in the
quiet corridors” of the hospital (96).26¢ While the word glass (ctekno) is not used in either
instance, given its function as a matte or opaque material surrounding a light (maToBbliit),
they are most likely glass attributes.

When he is taken to the examination room, it, like the reception area and Ivan’s
room, contains glass elements coupled with shiny metal objects that enhance the pristine
and cutting-edge qualities of the facility and its overall impact. This large room is filled
with “cupboards and glass cabinets with shiny nickel-plated instruments, there were
chairs of unusually complex construction, potbellied lamps with gleaming shade, a

multitude of vials and gas burners and electric wires and gadgets that would mystify

265 “B Horax MiBaHOBOW NOCTENM 3aropesica MaToBbIN UMAUHAP, HAa KOTOPOM Bb110
HanucaHo: «MuTb». MocToAB HEKOTOPOE BpeMA, LMANHAP Havyan BPaLATbCA A0 TexX nop,
NMoKa He BblCKOYMNa Hagnucb: «HaHa». Camo coboto pasymeeTcs, YTO XUTPOYMHbI
umanHap nopasun UeaHa. Hagnuce «HAHA» cmeHunacb Hagnucbto «BbizoBute
AOKTOpa».

— 'M...—monBsun MBaH, He3Has, YTo AenaTb C STUM LUMANHAPOM Aanble. Ho TyT nosesno
cny4yarHo: MiBaH Ha*kan KHOMKY BTOPOWM pa3s Ha ciose «Penbawepunuar». UnuanHap tmxo
NpPO3BeHeN B OTBET, OCTAHOBU/ICA, NOTYX, U B KOMHaTy BOLU/IA NO/IHAA CMMMAaTUYHan
¥eHLWMKHa B 6enom 4McTom xanate M ckasana MeaHy:

— [lobpoe ytpo!” (Master [Khudozhestvennaia Literatura] 84-85).

266 “B tixmx Kopugopax noTyxam mamossie 6enble namnol...” (114).
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absolutely anyone” (72).2%7 It is in this room that lvan is the most confused by his

treatment.

At this point the woman turned lvan over to the man, and he took Ivan through
another kind of exam altogether and asked him no questions at all. He took lvan’s
temperature, measured his pulse, and looked into his eyes with some sort of light.
Then another woman came to assist the man, and they injected something,
painlessly, into lvan’s back, made tracings on his chest with the handle of a small
mallet, tapped his knees, so that his legs jerked up, pricked his finger and took
some blood, stuck a needle into the crook of his arm, and put rubber bracelets on

his arms... (73).268

Ivan is subjected to a thorough, relatively routine medical evaluation, but he does not
recognize it as such. This use of defamiliarization emphasizes the novelty of this clinic.
Perhaps the most impressive physical feature of the clinic to Ivan is his in-room

bathing area. Its gleaming tap and pouring water cause him to compare it to the Metropol.

267 “3 necb CTOANM WKadbl U CTEKNAHHBIE WKaPUKM C BNECTALLMMM HUKENTMPOBAHHbIMU
WMHCTPYMeHTaMM. bbinun Kpecna HeoHbIKHOBEHHO CNOXKHOFO YCTPOMCTBA, Kakne-To
ny3aTble NaMnMbl C CUAIOLWLMMM KONMAKaMM, MHOYKECTBO CKAAHOK, U Fa30Bble FOpPesiku, 1
3NEeKTpPUYeCcKMe NpoBoAa, U COBEPLUEHHO HUKOMY He U3BeCTHble npubopsbl” (86).

268 “TyT eHwWwMHa ycTynuna MisaHa My»umHe, U TOT B3A/ICA 3@ HErO NO-MHOMY U HU O YEM
y)Ke He paccnpawwmsan. OH M3mepun TemnepaTtypy MiBaHoBa Tena, NOCYMTAN NyAbC,
nocmotpen MBaHy B rnasa, CBETA B HUX KAKOKO-TO 1aMMNON. 3aTeM Ha MOMOLLb MyXK4YMHE
npuwaa gpyran »eHwmHa, U MBaHa KoNoan, Ho He 601bHO, YEM-TO B CMIMHY, PUCOBANN Y
Hero py4kom MONOTOYKa KaKMe-TO 3HaKM Ha KOXKe rpyam, CTy4asin MOI0TOYKaMM Mo
KOJIEHAM, OTYero Horm MiBaHa noAnpbIrMBanu, KOAo0AM Nanew, n 6pann U3 Hero KPosb,
KOJI0/IN B IOKTEBOM Crnbe, HaJeBain Ha PYKU KaKue-To pe3nHoBble bpacnetsl...” (87).
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While there are references to the high quality of the institution, and the emphasis on its
designation as “clinic” and not “madhouse”, it is during this episode in the bathing area
of lvan’s private room where Praskovya Fyodorovna directly states that this Moscow clinic
is, presumably, the most state-of-the-art mental health facility known to man. She
responds to lvan’s comparison to the Metropol, “‘Oh, no,” answered the woman with
pride, ‘much better. Even abroad you can’t find equipment like this. Doctors and scientists
come here especially to inspect our clinic. We have foreign visitors here every day’”
(72).26° Stravinsky’s clinic is not only high-tech, but it is unbelievably well-equipped,
further reinforcing its utopian character.

BulgakoV’s clinic stands in contrast to the literary mental institutions in Vsevolod
Garshin’s “The Red Flower” and Anton Chekhov’s “Ward No. 6,” which are overcrowded
and dirty. This clinic is not only clean, but it has plenty of space and resources, as lvan is
given a private room with someone assigned to guard it. After Stravinsky examines Ivan
and medicates him into stillness, the doctor orders “A bath, Room 117 —private—and
post a guard” (59).27° As additional patients are encountered, it seems that each has his
own private room. The cleanliness and spaciousness of the clinic are by design, present in
order to lull the patients into a state of ambivalence, acceptance, and, possibly, even
comfort. The physical space of the clinic indicates that there are benefits to be had for

following regulation and assimilating to the status quo.

269 — O HeT, —C ropA0CTbI0 OTBETM/IA KEHLLMHA, — ropa3ao Aydiue. Takoro obopyaoBaHua
HEeT HUrAe M 3a rpaHnLEen. YYeHble U Bpaum cneumnanbHo NPUesatoT OCMaTPUBaTh Hally
KAMHUKY. Y Hac Kaxabl AeHb UHTYpUCTbI 6biBatoT” (85).

270 “_ BaHHa, CTO CEMHaALATYIO OTAE/IbHYIO U NOCT K HEMY, — pacnopaaunca Bpad,
Hagaesasn o4kun” (71).
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Unlike the institutions examined in the late-nineteenth century works of
literature, the hospital in Bulgakov’s fictional Russia is comfortable. At times, Ivan is
shocked by the amenities it provides. When he first wakes in his private room, “he lay
motionless for a while on his immaculate, soft, comfortable spring-cushioned bed”
(71).27 This clinic has all of the creature comforts that are unavailable to many in the

outside world.

Light

While the mental clinic boasts utopian amenities, it is not free from all outside
influence. Other than the blue night lights and the white lights of daytime, most light
mentioned in the clinic setting is natural—lightning, sun, moon. Although the moon is
external to the clinic it has importance in the scenes in the clinic as well as throughout the
entire novel, including the epilogue. It attracts the attention of characters inside the
mental institution (lvan), outside of the institution in Moscow (Margarita, Nikolai
Ivanovich), and in the Master’s novel (Pilate). The moon appears to be a neutral power,

one that is connected to both the good and bad events of the novel’s narratives.?’> An

271 “TonekaB HEKOTOPOE BPeMs HEMOABUMNKHO B YNCTENLLEN, MATKON M yA06HOM
NPY*KMHHOM KPOBATU, NBaH YBUAEN KHOMKY 3BOHKa paaom c cobow” (84).

272 | eonid Rzhevsky notes that, “Two distinct aspects of nature prevail throughout the
novel: storm and moonlight. Stormy weather accompanies the theme of Evil; moonlight,
the theme of Good” (Leonid Rzhevsky, “Pilate’s Sin: Cryptography in Bulgakov’s Novel,
The Master and Margarita,” Canadian Slavonic Papers, Vol. 13, No. 1, 1971, pp. 12). Yet,
Rzhevsky focuses only on the connection of the moon to Christ, and ignores its
association with Woland. Edythe C. Haber, correctly identifies a link between the moon
and both Woland and Jesus. She states, “Both Christ and the devil are opposed to
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entire thesis could be written about the moon’s role in the novel as a whole (and indeed,
in the works of Garshin and Chekhov), but for purposes of this chapter, it is the effects
that the moon has on the characters who spend time as patients in Stravinsky’s clinic,
both during their stays there, and after they leave the hospital that are crucial. As
Bulgakov uses it, the moon is connected to transcendental truth, which can either be
acknowledged or rejected by people on earth. Those who are able to meet and accept it
will ultimately attain peace. Others find themselves tormented by unrealized or
unfulfilled desires, or at odds with their newly acquired knowledge about the existence
of supernatural beings. lvan, for example, at the end of the novel is both tormented and
enlightened by the full moon, a time when he is reconnected with both Pilate and Yeshua,
and the Master and Margarita.

As illustrated in the examination of color, the lights in Stravinsky’s clinic are white
during the day, but are replaced by blue lights in the evenings. The blue lights are only
present in the corridors. Just after these lights switch from white to blue, light becomes a
focus for Ivan in his room: “Now lvan lay in a state of sweet lethargy, gazing now at the
shaded lamp, which cast a mellow light down from the ceiling, now at the moon, which

was emerging from the black wood. He was talking to himself” (The Master [translated by

stifling earthly authority, and we find that both of them are associated with the moon,
not the sun. In general, the moon is linked in the novel with an entire order of existence
unacknowledged or suppressed by the sunlit “real” world: with madness, dreams, the
spirit realm, rather than the material” (Edythe C. Haber, “The Mythic Structure of
Bulgakov’s The Master and Margarita,” The Master and Margarita: A Critical
Companion, Ed. Laura D. Weeks, Northwestern University Press, 1996, p. 166).
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Burgin and O’Connor] 96).2’3 The “mellow light”?7% in Ivan’s room attracts his attention.
He shifts his gaze from this artificial light to stare at the natural light of the moon. The
moon, a light-giving non-earthly entity, is contrasted with the darkness of the woods, a
feature of the earth. As he focuses on the moon, Ivan drifts in an out of sleep, continuing
a conversation with two versions of himself about how he should have handled the
incident at Patriarch’s Ponds. He begins to dream, but his dream is interrupted when “a
mysterious figure, who was trying to hide from the moonlight, appeared on the balcony,
and shook a warning finger at lvan” (97).2> The Master is introduced, hiding himself from
the moonlight. Presumably, he wishes not to be caught by the hospital staff, but as a
consequence also shades himself from the powerful light of the moon.

At times, while Ivan shares his story with the Master about how he came to be a
patient in the clinic, the two men are distracted, or even encouraged by, the moon in the
sky beyond the window. Upon discovering that the foreigner he met at Patriarch’s Ponds
was Satan, Ivan “fell into a state of befuddled silence for a while, gazing out at the moon
floating beyond the window grille, and then he said, “’So that means he really could have

been with Pontius Pilate, doesn’t it? Since he was already born then, right? And they call

273 “Tenepb MBaH Nexan B CIaAKON MCTOME M NOrNAAbIBAA TO Ha JAMMOYKY NOJ,
abakypom, /IbIOLLLYIO C NOTO/IKa CMATYEHHbIN CBET, TO Ha /IYHY, BbIXOAALLYIO 13-3a
yepHoro bopa, n 6ecegosan cam c cobor” (Master [Khudozhestvennaia Literatural]
114).

274 “cmarueHHbIi ceeT” in Russian; could also be translated as soothing, relaxing,
mollifying.

275 “I..]Ha BankoHe BO3HMKNA TAaUHCTBEHHAA Gpurypa, NpAYyLLaAaca OT JIYHHOro CBeTa, U
norposuna MeaHy nanbuem” (115).
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me a madman!’ Ivan added, pointing in outrage at the door” (113).276¢ The presence of
the moon seems to reinforce the information that the Master has shared with lvan and
he believes that he has met Satan. After Ivan’s realization and anger at the hospital staff,
the Master’s response—his summation of the truth—appears also to have been inspired

by the moon.

“Let’s look truth straight in the eye,” said the guest, turning his face toward the
nocturnal orb passing through the clouds beyond the window grille. “You and | are
both mad, there’s no denying it! You see, he shook you up—and you lost your
mind because you obviously had tendencies in that direction to begin with. But
there’s no doubt at all that what you told me really did happen. But it’s so bizarre
that even a psychiatrist of genius like Stravinsky naturally didn’t believe you. Was
he the one who examined you?” (lvan nodded). “The man you conversed with was
at Pilate’s, and he was also at Kant’s for breakfast, and now he’s paying a visit to

Moscow” (113).277

276 “_ TaK OH, cTano 6bITb, AeNCTBUTENbHO MOT 6bITb Y MOHTMA MnaTa? Beab OH yX
TOoraa poAnCcA? a MeHs cymaclleWwmnm HasbiBaloT! — npnubaBun UBaH, B BO3MYLLEHUN
yKasbiBas Ha asepb” (133).

277 “— Bypem rnAafeTb NpasAe B r1a3a,—M roCTb NOBEPHY/ CBOE ML B CTOPOHY
bezyuw,e2o ck803b 06/10KO HOYHO20 CBEMUAA. — U Bbl U A — CymaclueLune, 4to
oTnupaTtbcal Buaute nu, oH Bac NOTPAC — U Bbl CBUXHY/IUCb, TAK KaK Y Bac, 04EBULHO,
noaxoAnLLan ans aToro noysa. Ho To, YTo Bbl paccKkasbiBaeTe, 6eccnopHo 6b1n10 B
AencTBUTeNbHOCTU. HO 3TO TaK HEOObIKHOBEHHO, YTO Aaxe CTPaBUHCKUM, reHManbHbIM
NCcUXMaTp, Bam, KOHeYHo, He noBepua. OH cmoTpen Bac? (MBaH KMBHYA.) Baww
cobeceaHuk 6b1n 1y MNunata, n Ha 3aBTpake y KaHTa, a Tenepb oH HaBecTun Mocksy”
(134).
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The truth, illuminated by the moon, is that the devil is real and he has come to visit
Moscow. It may be true that Ivan has been driven to madness, but that madness does not
lie in the story he told about Woland and Berlioz, but rather in his initial reaction to the
encounter (i.e. running through Moscow in his underwear holding a candle and an icon).

When the Master reveals that he too is in Stravinsky’s clinic because of Pontius
Pilate, the moon makes appearances in the story he tells about the origins of his madness.
As he describes the first time he met Margarita, and his disgust at her yellow flowers, his
“eyes opened wide, and he continued whispering as he gazed at the moon” (115).278 The
Master continues his story and the narrator reminds the reader of the moon, by referring
to the Master as “Ivan’s nocturnal guest who had come from the moonlit balcony”
(118).272 When he arrives at the end of his story with Margarita, he is brought back from

his memories and into the physical space of the clinic by the moon.

“Those were her last words in my life ... Shh!” the sick man interrupted
himself suddenly and raised his finger. “This moonlit night is restless.”
He disappeared out onto the balcony. Ivan heard the sound of wheels in

the corridor and a faint cry or sob.

278 “TyT rna3a rocTa LWMPOKO OTKPbIIUCh, M OH NPOAO/XKAA WeNTaTb, AAA Ha AYHY”
(136).
279 “npuweAWwnii ¢ NyHHOro 6aaKoHa HOYHOM rocTb Meany” (139).
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When everything had quieted down, the guest came back and told Ivan
that Room 120 had a new occupant. Someone had been brought in who kept
asking to have his head returned. An anxious silence passed between the
interlocutors, but once they calmed down, they returned to the story that had
been interrupted. The guest was about to open his mouth, but the night was
indeed a restless one. Voices could still be heard in the corridor, and the guest
whispered in Ivan’s ear so quietly that what he was saying was heard only by the
poet, with the exception of the opening sentence, “Fifteen minutes after she left
me, there was a knock at the window ...”

What the sick man was whispering into Ivan’s ear obviously made the sick
man very upset. Convulsive spasms kept contorting his face. Fear and fury swam
and raged in his eyes. The storyteller pointed toward the moon which had long
since disappeared from the balcony. Only after all the outside noises ceased did
the guest move away from Ivan and start speaking a little more loudly (123—-

124).280

280 “_ 310 1 BbINK ee NnocneaHne CNoBa B MOEMN KU3HM.

— Tcc! — BApyr cam cebs npepsan 60abHOM M NOAHAN NaneLl, — becnoKonHas
CeroAHs NyHHas Houb.

OH cKpblNicsa Ha 6anKkoHe. MBaH cabiwan, Kak Npoexany KoNecuKkn nNo Kopuaopy,
KTO-TO BCX/IMMHYA MU BCKPUKHYA cnabo.

Koraa Bce 3aTnxn0, roctb BEPHYACA U coobuimn, 4to 120-9 KoMHaTa nosyyumna
¥unbua. MprBesnm Koro-To, KOTOPbIN NPOCUT BEPHYTbL emy rosiosy. Oba cobecegHuKa
NMOMOJI4aN B TPEBOTE, HO, YCMOKOMBLUNCH, BEPHY/IUCb K MPEpPBaHHOMY PacCKasy. rocTb
pacKpbIn 6bII0 POT, HO HOYKaA, TOYHO, Bblna HeCNnoKoMHaA. roa0ca eLLe C/bIWAANUCL B
Kopunaope, U rocTb Hayan roBopuTb MBaHy Ha yX0 TaK TUXO, YTO TO, YTO OH paccKasan,
CTaN0 M3BECTHO O4HOMY MO3TY TO/IbKO, 33 UCKNOYEHNEM NEPBOM Ppasbl:

— Yepes yeTBepTb Yaca Nocae Toro, Kak OHa NOKUHY/NA MEHS, KO MHE B OKHa
nocTy4anu.
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The moonlit night is restless and the clinic bustles with activity as a new patient arrives.
Unlike the usual state of the clinic with its “empty and soundless corridor,” noise can be
heard through the walls (72).2%! The Master becomes increasingly agitated as he finishes
his story, unheard by the reader. Yet, by the time the Master is sick with “fear and fury,”
the moon is no longer visible from the window of Ivan’s room (124).2%2

After the Master finishes his story, he regains a sense of calm. At this point, he
presents the moon as a positive part of the little piece of the world that he is able to

inhabit (the clinic).

“One really shouldn’t make big plans for oneself, dear neighbor. Take me, for
example, | wanted to travel around the globe. Well, it turned out that wasn’t
meant to be. | can see only an insignificant little piece of it. | don’t think it’s the
best piece of it either, but, as | said, it’s not so bad. Summer will be here soon, and
the balcony will be covered with ivy, just as Praskovya Fyodorovna promises.

Having her keys has given me new possibilities. There’ll be a moon at night. Ah,

To, 0 Yem paccKkasbiBas 60NbHOWM Ha YXO, NO-BUAMMOMY, O4EHb BONHOBANO €ro.
CYZL0pOru TO U Ae/10 NPOXOANAM NO ero nuy. B rnasax ero niasan v meTanca cTpax u
APOCTb. PaccKas3umK yKa3biBa PYKOIO Ky/Aa-TO B CTOPOHY NIYHbI, KOTOPas AaBHO yXKe
ylna ¢ 6anKkoHa. NnLb TOrAa, KOraa nepectanun 4OHOCUTLCA BCAKME 3BYKM U3BHE, FOCTb
OTO/ZIBUHYJICA OT MBaHa v 3arosopua norpomye” (145).

281 “nogenn no nyctomy u 6e33syuHomy kopugopy” (86).
282 “B rnasax ero naasan U MeTasca cTpax u apoctb” (145).
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it’s gone! The air is fresher. It’s getting on past midnight. It’s time for me to go”

(125).283

Yet, despite this link to the moon as a positive part of existence in the clinic setting—an

entity that placates lvan—that same evening, the Master is tormented by the moon.

But thanks to his cries, his anxiety communicated itself, first to Room 120, where
the patient woke up and started to look for his head, and then to Room 118, where
the unknown Master became upset and started ringing his hands in anguish, while
gazing at the moon and recalling that bitter autumn night, the last in his life, and
the strip of light coming from under the door to his basement, and her loosened

hair (142).28

The moon’s light reminds the Master of the last time he saw Margarita, which causes him
pain at the loss of his former life, and, more importantly, his love.
The moon plays an important role throughout the entire novel, not just in the

mental institution, and serves as a bridge between settings, and symbolizes the

283 “He Hapo 3a4aBaTbca 6HONLWMMM NIaHaMK, 0POroi cocea, npaso! A sor,
Hanpumep, xoTen obbexaTb BeCb 3eMHOM wWap. Hy, 4To e, oKa3blBaeTCs, 3TO He
CYXAEHO. fl BUXKY TO/IbKO HE3HAUYUTENbHbIN KYCOK 3TOro Wapa. [lymato, 4To 3TO He camoe
Nlydliee, YTO ecTb Ha HEM, HO, MOBTOPALO, 3TO HE TaK YK XyA0. BOT neTto naet K Ham, Ha
H6anKoHe 3aBbeTcA NAKLL, Kak obelaeT MNpackoBbsa PegoposHa. Kaouum pacwumpuam mou
BO3MOXHOCTW. 1o HoYam ByaeT nyHa. ax, oHa ywna! cBexkeeT. Houb BannTca 3a
nonHoyb. MHe nopa” (147).

284 “Ho GnarofapA ero BbIKPMKam Tpesora nepeganach B 120-t0 KoMHaTy, rae 60abHOM
NPOCHY/CA M CTa/l UCKaTb CBOIO rosioBY, U B 118-10, rae 3abecnokonaca HeM3BeCTHbIN
MacTep U B TOCKE 3aJIOMUN PYKK, TNSAS Ha JIYHY, BCNIOMUHAaA FOPbKYLO, NOC/AEAHIO0 B
¥KM3HM OCEHHIOK HOYb, MONOCKY CBETA U3-Mo4 ABEPU B NoABase U pa3BMBLLUMECA
BoJsiocbl” (166).
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enlightenment and insight into eternity so crucial to the resolution of the novel. It is

particularly present on the evening of Woland’s ball, which Frieda, speaking to Margarita,

calls “the Grand Ball of the Full Moon” (229).2% It is during this full-mooned night that the

Master is freed from the clinic, first by being summoned by Woland at Margarita’s

request, and then, more permanently, by death.

“Well, Behemoth,” began Woland, “let’'s not take advantage of an
impractical person’s folly on a holiday night,” he “turned to Margarita, “And so,
that didn’t count because after all, | did nothing. What do you want for yourself?”

Silence ensued, and it was broken by Korovyov, who whispered in
Margarita’s ear, “My diamond Donna, | advise you to be a little more sensible this
time! Otherwise, good fortune may pass you by!”

“I want, this very instant, right now, to have my lover, the Master, returned
to me,” said Margarita, and a spasm contorted her face.

At this point a wind tore into the room with such force that the candles in
the candelabra almost blew out, the heavy curtain on the window moved aside,
and the window flew open, revealing high up in the distance a full moon, but a
midnight moon rather than a morning one. A greenish square of a nocturnal light
fell from the windowsill onto the floor, and in it appeared Ivan’s night visitor, who

called himself the Master. He was in his hospital clothes—a robe, slippers, and the

285 «

— fl cyacTamBa, KOpOoaEeBa-x03alKa, ObiTb NPUrAaLIEHHOW HA BEIMKNUI Gan

nonHonyHma” (260).
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little black cap he never parted with. His unshaven face twitched in a grimace, he
looked askance with crazy-fearful eyes at the light from the candles, and a flood

of moonlight seethed around him (243).28¢

The moon, a part of the physical setting of the mental institution, is present in
multiple spaces at once and draws a connection between loved ones (i.e. the Master and
Margarita). Additionally, as seen in chapter 32: Absolution and Eternal Refuge, the moon
seems to both transcend time and space, and be used to measure time. For example,
Pilate has been tormented by the moon for two thousand years, and this time is measured
by the moon when Margarita asks, “Twelve thousand moons for that one moon long ago,
isn’t that too much?” (323).2%’ Yet, the moonlight that tortures Pilate for thousands of

years, is also what guides him to freedom.

286 “_ Hy yt0 3K, BeremoT, — 3aroBopun BonaHg, — He Byaem HaxmnBaTb Ha NOCTyMKe
HENPaKTUYHOro YesI0BEKa B NPa3AHUYHYIO HOYb, — OH MOBEPHY/CA K MaprapuTe, — UTak,
3TO He B CYET, A BeAb HMYero He genan. Yto Bbl xoTute gns cebs?

Hactynuno monyanue, n npepsan ero Koposbes, KOTOPbLIN 3alienTan B yXo
MaprapurTe:

— AnmasHasn JOHHa, Ha cell pa3 coBeTyto Bam ObiTb NobnaropasymHee! a To Beab
GOpPTYHA MOXKET N YCKONb3HYTb!

— Al xouy, UTOBbI MHE cenyac *Ke, CU CEKYHAY, BEPHY/IN MOero t060BHUKa,
MmacTepa, — cKaszana MaprapuTa, 1 InL0 ee UCKa3nnoCb Cya0pOroun.

TyT B KOMHaTy BOpPBa/ICA BETep, TaK YTO Na1amMs CBeYen B KaHaenabpax nerno,
TAXKeNlas 3aHaBeCKa Ha OKHe OTOABMHYNACb, PACNaxHY/10Cb OKHO, U B Ja/IEKOM BbICOTE
OTKPbINACb NONHAA, HO HE YTPEHHAA, a NONHOYHaA AyHa. OT NOAOKOHHMKA Ha non ner
3e/1eHOBAaTbI NNAaTOK HOYHOTO CBETA, M B HEM MOABWU/ICA HOYHOM MIBaHYLWKMH roCTb,
Ha3blBatoWwmi ceba mactepom. OH 6bin B cBOeM 60/IbHUYHOM OAEesAHUN — B XanaTe,
TybAAX M YepHOM Wano4ykKe, C KOTOPOK He paccTasancs. Hebputoe nnuUo ero gepranoch
rPUMacom, OH cymaclleallenyr1MBo KOCUCA Ha OFHW CBeYEM, a IYHHbIN NOTOK Knnen
BOKpYr Hero” (276).

287 “_ NBeHaALaTh TbICAY IYH 3@ OAHY /IYHY KOrAa-TO, HE CIULLKOM /1N 3TO MHOFO? —
cnpocuna Mapraputa” (370).
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“They have read your novel,” began Woland, turning to the Master, “and
they said only one thing, that, unfortunately, it is not finished. So | wanted to show
you your hero. He has been sitting here for about two thousand years, sleeping,
but, when the moon is full, he is tormented, as you see, by insomnia. And it
torments not only him, but his faithful guardian, the dog. If it is true that cowardice
is the most grave vice, then the dog, at least, is not guilty of it. The only thing that
brave creature ever feared was thunderstorms. But what can be done, the one
who loves must share the fate of the one he loves.”

“What is he saying?” asked Margarita, and her utterly tranquil face was
covered by a veil of compassion.

“He says,” Woland’s voice rang out, “the same thing over and over. That
the moon gives him no peace and that he has a bad job. That is what he always
says when he cannot sleep, and when he does sleep, he always sees the same
thing—a path of moonlight, and he wants to walk on that path, and talk with the
prisoner Ha-Notsri, because, as he keeps maintaining, he did not finish what he
wanted to say long ago, on the fourteenth day of the spring month of Nisan. But,
alas, for some reason, he never does manage to walk on the path, and no one
comes to see him. So there is nothing for him to do except talk to himself. Some
variety is necessary, however, so when he talks about the moon, he frequently
adds that he hates his immortality and unprecedented fame more than anything
in the world. He maintains that he would gladly change places with the ragged

wanderer, Levi Matvei.”
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[...]

The Master seemed to have been waiting for this as he stood motionless,
looking at the seated procurator. He cupped his hands over his mouth like a
megaphone and shouted so that the echo rebounded over the desolate and
treeless mountains. “Free! Free! He is waiting for you!”

The mountains transformed the Master’s voice into thunder, and the
thunder destroyed them. The accursed rocky walls caved in. The only thing that
remained was the summit with the stone chair. Above the black abyss, where the
walls had vanished, blazed a vast city dominated by glittering idols that towered
over a garden gone luxuriantly to seed during these thousands of moons. The path
of moonlight long awaited by the procurator led right up to the garden, and the
dog with the pointed ears was the first to rush out on it. The man in the white
cloak with the blood-red lining got up from his chair and shouted something in a
hoarse, broken voice. It was impossible to make out whether he was laughing or
crying, or what he was shouting, but he could be seen running down the path of

moonlight, after his faithful guardian (323-324).28

288 “_ Baw pomaH npoynTanu, — 3arosopun BonaHa, NoBopaumBasnch K mactepy, — u

CKa3a/11 TO/IbKO OAHO, YTO OH, K COXKANEeHUIO, HE OKOHYEH. TaK BOT, MHE XOTE/10Cb
NnoKasaTb Bam Bawero repod. OKoN0 ABYX TbICAY €T CUANUT OH Ha 3TOM NIOWAAKe U
CMWT, HO KOrAa NpUXoamMT NOMHAA IyHA, KaK BUAUTe, ero Tep3aet 6eccoHHnua. OHa
My4aeT He TOJIbKO ero, HO U ero BEpPHOro CTopoa, cobaky. ec/inm BEPHO, YTO TPYCOCTb —
CaMbIW TAXKKMIM NOPOK, TO, NOXKanyi, cobaka B HeM He BUHOBATA. EAUHCTBEHHO, YETO
6oanca xpabpblit nec, 3To rposbl. Hy 4To X, TOT, KTO II0OUT, A0MKEH Pa3aensTb y4acTb
TOro, KOro oH NobuT.

— Y70 OH roBopuT? — cnpocuaa MaprapuTa, U COBEPLUEHHO CMOKOMHOE ee L0
NoAEepPHY/I0Cb AbIMKOWM COCTpaaaHuA.
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Here, the Master sets his hero, Pontius Pilate free, and it is the path created by the
moonlight that Pilate is able to follow into eternal light. Although the Master is not sent
into the light, he gains eternal peace on this same moonlit night. lvan, however, remains

alive in Moscow to be, at times, tormented and inspired by the moon.

Glimpses of the Natural World

— OH roBopwuT, — pasaanca ronoc BonaHga, — o4HO U TO e, OH rOBOPUT, YTO U
Npwu IyHe eMy HeT NOKOA M YTO Yy Hero NAoxan AO/MKHOCTb. Tak FTOBOPUT OH BCeraa, Koraa
He CNU1T, a Koraa CrnuT, TO BUAUT OAHO U TO e — JIYHHYIO AO0POryY, U XOYET MOUTU MO Hel
N pa3roBapuBaTb C apecTaHTOM ra-Houpu, NOTOMY, UTO, KaK OH YTBEPKAAET, OH Yero-To
He A0roBOpPWA TOraa, AaBHO, YETbIPHAALATOrO YNC/1a BECEHHEro MecAla H1caHa. Ho,
YBbl, Ha 3Ty IOPOry €My BbIATM NOYEMY-TO HE YAAETCA, U K HEMY HUKTO HE NPUXOAUT.
TOrAa, YTo Xe nogenaellb, NPUXOAUTCA Pa3roBapMBaTb eMy ¢ camum coboto. Bnpouem,
HY}KHO e Kakoe-HMbyab pasHoobpasmne, U K CBOEM Peyn 0 IYHE OH HepeaKo
npubasnsaeT, YTo bonee BCero B MMpe HEHaBUAMUT CBOe beccmepTre N HeCNbIXaHHYH
cnaBy. OH yTBEPXKAAET, YTO OXOTHO Obl MOMEHSA/ICA CBOEID Y4aCTbio C 060PBaHHbIM
6poaaro nesnem MaTseem.

[...]

Mactep Kak 6yaTo 6bl 3TOro *KAan yKe, NoKa CTOAN HEeNOABUMKHO U CMOTPEN Ha
cuasuero npokypatopa. OH CNIOKMUA PYKU PYNOPOM U KPUKHY TaK, YTO 3XO 3anpbirano
no 6e3ntoaHbIM U 6e3necbim ropam:

— CBobopeH! CBoboaeH! OH KaeT Tebn!

Fopbl NPeBPaTUAN FOIOC MacTepa B FPOM, M 3TOT 3Ke FPOM UX PaspyLLn.
MpoKnATble CKAaNUCTble CTeHbl ynanun. OcTanacb TONbKO NAOLWAAKA C KAMEHHbIM
Kpecnom. Hag yepHon 6e34HON, B KOTOPYIO YLIAW CTEHbI, 3aropesicsi HEOOBATHbIN ropof,
C LAPCTBYIOWMMMN HAZ HUM CBEPKAOLWMMM MA0NAMU HAA, MbILWHO Pa3pocLMmMCcA 3a
MHOTO TbICAY 3TUX /IYH cagom. MNpAMO K 3ToMy cagy NPOTAHY/1acb AOTOXKAAHHAA
NPOKYPaTOPOM NIyHHaA A0pora, U NepBbIM MO Hel KMHYACA 6eXKaTb OCTPOYXMit nec.
Yenosek B 6en10M nnalle ¢ KpoBaBbiM NoA00eM NOAHANCA C KPecaa M YTO-TO NPOKpMYan
XPUNAbIM, COPBAHHbIM ronocom. Henb3a 6bi10 pa3obpaTb, NAaYeT M OH UNM CMEEeTCA, U
YTO OH KPUYUT. BUAHO 6bI10 TONBKO, YTO BCAEA 32 CBOMM BEPHbIM CTPaXKeM Mo JIyHHOM
aopore cTpemuTenbHo nobexkan n oH” (369-371).
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It is not only the moon that impacts Ivan and the other patients in the clinic, but

all elements of weather. Ivan’s mood mirrors that of the weather.

The wood on the opposite shore of the river which, just an hour ago, had
been shining in the May sun, now grew blurry and dim and then dissolved.

A veil of water hung outside the window. Threads of lightning kept flashing
in the sky, the heavens split open, and a fearsome, flickering light flooded the sick
man’s room.

Ivan cried softly as he sat on his bed and looked out at the turbid, frothing,
bubbling river. With every clap of thunder he let out a piteous cry and covered his
face in his hands. Sheets of paper covered with Ilvan’s writing lay on the floor. They
had been blown about by the wind, which had swept through the room before the
storm began.

[...]

By the time an ominous stormcloud with smoking edges had appeared
from the distance and enveloped the woods, and the wind had blown the papers
off the table, Ivan felt drained of energy and unable to cope with the report.
Making no effort at all to pick up the scattered pages, he burst into silent and
bitter tears.

The kind-hearted nurse, Praskovya Fyodorovna, came by to check on Ivan

during the storm and was upset to see him crying. She closed the blinds so that
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the lightning would not frighten him, picked up the papers from the floor, and ran
off with them to get the doctor.

The doctor appeared, gave lvan an injection in his arm and assured him
that he would stop crying, that now everything would pass, everything would
change and all would be forgotten.

The doctor turned out to be right. The wood across the river started to look
as it had before. It stood out sharply, down to the last tree, beneath the sky which
had been restored to its former perfect blueness, and the river grew calm. lvan’s
anguish began to diminish right after the injection, and now the poet lay
peacefully, gazing at the rainbow spread across the sky.

Things stayed this way until evening, and he never even noticed when the
rainbow evaporated, the sky faded and grew sad, and the wood turned black (95—

96).289

289 “Bop Ha NPOTMBOMOOXKHOM Bepery peku, eLLe Yac Ha3az, OCBELLEeHHbI MalNCKUM
CO/MHUEM, MOMYTHEN, pa3masasnca U PpacTBOpUCA.

Bopa CN/IOWHOW NeneHom Banunna 3a OKHoM. B Hebe To m Aeno sCnbiXneanu

HUTWY, Hebo NonanocCb, KOMHaTy 60/1bHOrO 3a1MBaNo TPENETHbIM NyratoWmMMm CBETOM.

MBaH TMXo nnakan, cmada Ha KpPpOBaAaTU N rnagAa Ha MYTHYHO, KUMALLYH B My3blpPAX

peky. Mpu KaXX40M yaape rpoMa OH »Ka/fobHO BCKPMKMBAA M 3aKPbIBAA INLLO PYKaMMU.

ncnucaHHble MIBaHOM NUCTKM BansfiINCL Ha MNOAY; UX CAYNO0 BETPOM, BNETEBLUMM B
KOMHaTy nepez Ha4yanoM rposbl.

K ToMy BpemeHu, KaKk nosasuaach U3ganeka nyraowas Tyya ¢ AbIMALLMMUCA
KpasMK 1 HaKpblia 6op 1 ayHyn BeTep, MBaH NoyyBCTBOBas, YTO obeccunen, Yto ¢

3aABIeHNnem eMmy He CcoBnagaTtb, HE CTal NOAHUMATb Pa3sieTeEBLUNXCA TNCTKOB U TUXO U

ropbKo 3an/iakan.
HobpoaywHas ¢enbalepuua Npackosbs PegopoBHa HaBecTMAa NO3Ta BO

BpPEMA rpo3bl, BCTPEBOXKMNACH, BUASA, YTO OH MAYeT, 3aKpblaa WTOPY, YTOObI MOIHUM He

nyranu 6OI'IbHOI'O, JINCTKKU nNogHANa C MOy U C HUMMUN noberkana 3a Bpavyom.
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Ivan’s mental instability mirrors the weather but is also impacted by the injection. His
sorrow melts away immediately after the shot, while the storm simultaneously
disappears. At this moment, a rainbow is revealed at which Ivan can gaze in his reclaimed
state of calm. Not unlike the moon at which he will gaze after the hall lights change from
white to blue, the presence of a rainbow is impossible without light.

In Chapter 29, “The Fate of the Master and Margarita is Decided,” Woland appears
to be behind the weather, or, at least, to know when it will change and what it means. He
states, “A thunderstorm is coming, the last thunderstorm, and it will accomplish
everything that needs to be accomplished, and then we will be on our way” (307).2°° This
thunderstorm covers the city in darkness, just as Woland, the bringer of darkness, is about

to finish his business in Moscow and depart.

The thunderstorm that Woland had mentioned was already gathering on
the horizon. A black cloud had risen in the west and cut off half the sun. Then it

covered it completely. It got cooler on the terrace. Soon thereafter, it got dark.

ToT ABUACA, cAeNan YKOA B PYKY MBaHa M yBepwuA ero, 4To oH 6oAblue NaakaTb He
byneT, uTo Tenepb BCe NPOMAET, BCE U3MEHUTCA U BCe 3abyaeTca.

Bpau okasancs npas. Bckope 3apeyHbiii 6op cTan npexkHum. OH BbIpUCOBACA A0
nocnegHero Aepesa nog He60M, PaccUUCTUBLUMMCA 4,0 NPEXKHEe NoAHON ronybusHbl, a
peKa yCnoKomaacb. TOCKa Hayana NnoknaaTb MBaHa TOTYac Nocae yKona, U Tenepb NoaT
NleXKan CNOKOMHO U rNALEeN HA paayry, PAaCKMHYBLUYOCA Mo Heby.

Tak NPOA0KANOCh A0 BEYEpa, U OH AaxKe He 3aMeTU/1, KaKk paayra pacrasna u
KaK 3arpycTmao 1 nonvmHano Hebo, Kak novyepHen 6op” (112-114).

290 “Celyac NnpuaeT rpo3sa, NOCNeAHAA rpo3a, OHa AOBEPLUUT BCE, YTO HY}KHO
AOBEPLINTb, U Mbl TPOHEMCcA B NyTb” (352).
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This darkness, which came from the west, enveloped the huge city. Bridges
and palaces disappeared. Everything vanished as if it had never existed. A single
streak of fire ran across the whole sky. Then a clap of thunder shook the city. It
was repeated, and the storm began. Woland ceased to be visible in its darkness

(307).2°

It is this storm, predicted by Woland, that encompasses Moscow and affects lvan and the
other inhabitants of the Stravinsky’s clinic. While the physical attributes of the clinic are
designed to provide comfort and allow the patients to leave behind the insanity of
Moscow by entering a semi-utopian setting, external natural forces cannot be escaped.
The moon and the weather enter the mental institution through its many windows. These
natural phenomena cannot be avoided even by the most state-of-the-art mental facility
in the world: neither can the eternal forces of good and evil. Although many patients
arrive at the clinic because of Woland and his retinue, these same evil spirits, along with
their good counterparts, are responsible for freeing the Master from the clinic, Russia’s

best earthly attempt at utopia, and providing him with eternal peace.

Moscow and the Institution

291 “T'po3a, 0 KOTOPOW roBOPUA BONaHA, yiKe CKOMAANacb Ha ropu3oHTe. YepHas Tyua
noAHANAch Ha 3anage M A0 NOJIOBUHbI OTpe3ana cosiHue. MoToM OHa HaKpbina ero
uenmkom. Ha Teppace nocsekeno. Ewie yepes HeKOTopoe Bpems CTano TEMHO.

3Ta Tbma, NpULeLas c 3anaga, Hakpblaa rPOMaAaHbI ropoa,. NCYE3M MOCTbI,
ABopubl. Bce nponano, Kak 6yaTo 3TOro HUKorga He bbis10 Ha ceeTe. Yepes Bce Hebo
npobexana ogHa orHeHHan HUTKa. MoTom ropoa notpAc yaap. OH noBTopuAacs, U
Hayanacb rposa. BonaHng nepecran 6biTb BUAMM Bo mrne” (352—-353).



180

Bulgakov places his world-class clinic on the outskirts of Moscow by the bank of the
river, presumably surrounded by woods. The exact location and distance from the center
of Moscow is not known. However, it is likely not that far from the center of Moscow, as
is evidenced by certain textual details. The last time referenced during the action at the
clinic is 2AM and several events unfold following this time stamp—Ivan calls the Police,
Ivan tries to leave, the medical staff detain Ivan by means of medication and force, Ivan
is taken deeper into the belly of the clinic, Riukhin has a conversation with the doctor.
When Riukhin leaves the clinic, day is already breaking and he is back in central Moscow
(Pushkin Square) at dawn (58-61).2°2 The events of the novel all occur in May, as
mentioned on the first page of the novel. The nights are relatively short during the spring
season in Moscow — with the sun rising typically between 4-5 AM in May.

Another instance indicating the proximity of the institution to Moscow is when the
Master walked much of the way to the hospital from his apartment near Arbat (in the

center of Moscow).

| knew that this clinic had already opened, and | set out for it on foot across the
whole city. What madness! | would certainly have frozen to death when | got
outside the city if a chance occurrence hadn’t saved me. A truck had broken down
about four kilometers outside the city, and | went over to speak to the driver. To my

surprise, he took pity on me. He was on his way here, and he gave me a lift. The

292 (Master [Khudozhestvennaia Literatura] 72-74)
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worst thing that happened to me was that | got frostbite on the toes of my left foot.
But they fixed that. And this is my fourth month here. And, you know, | don’t find it

so bad here, not bad at all (125).%*3

Despite the fact that he refers to his walking as “madness” (6e3ymue), the fact that the
Master made it as far as he did in the winter, indicates that, unlike the provincial hospitals
of Garshin and Chekhov that are accessible only by train, or worse—carriage, the mental
institution in The Master and Margarita is truly suburban. It boasts beautiful views of
nature with convenience to the capital city of Russia. Further, it serves the population of
Moscow, as all of the patients shown or discussed in Stravinsky’s clinic are residents of
Moscow.

Yet, the institution serves these Moscow residents by removing them from Moscow
and placing them on the outskirts of the city in a spacious and clean facility. Meanwhile,
in Moscow people live in close quarters under poor conditions, with some residents taken
to hoarding foreign currency in an effort to better their lives. And, unfortunately for
everyone but the Master, the patients are all returned to life in Moscow after Woland
and his retinue leave the city behind.

The devil leaves Moscow at the end of the main narrative, and the story of the

293 “Q 34an, 4TO 3Ta KAMHMKA YXKe OTKPbINACh, M Yepes BeCb ropo/, NeLKom MnoLlen B Hee.
besymue! 3a ropogom s, HaBepHO, 3amep3 Obl, HO MEHS cnacaa cayy4aiHocTb. YTo-To
CNIOManoch B rpy30BMKe, A NoAoLwWwen K Wwodepy, 3To 6bI10 KUTOMETPAX B YETbIPEX 32
3aCTaBOM, U, K MOEMY YAMUBAEHMUIO, OH CXKaNMUACA HaA0 MHOW. MalunHa wna cioaa. U oH
noses MeHsA. fl oTAenancs Tem, 4To OTMOPO3U/ NanbLbl Ha N1eBOM Hore. Ho aTo
BblIeYNIN. M BOT YeTBePTbI MecsAL, A 34ecbk. M, 3HaeTe N1, HaXoXKy, YTO 3[4eCb OYEHb U
o4yeHb Hensoxo” (146).
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people who spent time as patients in Stravinsky’s clinic is continued in the Epilogue:
“Several years passed, and the citizens began to forget about Woland, Korovyov, and the
others. Many changes took place in the lives of the victims of Woland and his associates,
and however petty and insignificant those changes may have been, they still deserve
mention” (330).2°* At the end of the events of the novel and its epilogue, none of the four
known patients remain in Stravinsky’s clinic. Many people spend time there during and
immediately after Woland’s trip to Moscow, but it is unclear if anyone remains in the
clinic at the end of the epilogue. As far as those who are accounted for, whose fates | will

discuss, no one does. For example, we read of the occupant of room 120:

George Bengalsky [...] recovered and went home after a three-month stay in
the hospital, but he was forced to give up his job at the Variety Theater...

He was left with the unpleasant and burdensome habit of falling into a state
of anxiety every spring during the full moon, when he would suddenly grab at his

neck, look around fearfully, and weep (330).2%

Styopa Likhodeyev, who becomes a patient of the hospital after the main action of the

294 “MpoLwno HeCKONbKO NeT, U rpa)kaaHe ctanu 3abbisath M BonaHaa, u Koposbesa, 1
npoynx. Mpomr3oWwnm MHOTME USMEHEHUS B }KM3HW TeX, KTO NOCTpagan oT BonaHaa v ero
MPUCHBIX, U KaK 6bl HW BbII MENKN U HE3HAYUTENbHbI 3TU U3MEHEHMS, BCE XKe cneayeT
nx otmetutb” (377).

295 “YKopxK, Hanpumep, BeHranbckuin, Nnposeas B 1edebHULLE YeTbipe Mmecaua,
MonpaBW/ICA U BblLLES, HO CYXKOY B BapbeTe BbiHYXAeH 6bln MOKMHYTb... OcTanach y
Hero HenpPMATHasA, TATOCTHAA NPUBbIYKA KAaXKAYH0 BECHY B MOJIHONYHMeE BNaAaTb B
TPEBOXHOE COCTOHME, BHE3AMNHO XBaTaTbCA 33 LU, UCMYraHHO OrNAAbIBATLCA U
nnakatb” (377-378).
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novel, is described as follows:

After being discharged from the clinic where he spent eight days, Styopa was
transferred to Rostov, where he was appointed manager of a large specialty foods
store. Rumor has it he has sworn off port completely and drinks only vodka steeped
in black currants, which has greatly improved his health. They say that he has

become taciturn and avoids women (330).2°¢

Grigory Danilovich Rimsky, the financial director of the Variety Theater also spends time

in a clinic, but it is not expressly stated that it is Stravinsky’s clinic, and he is released:

After a spell in a clinic and a rest cure at Kislovodsk, the aged and decrepit financial
director with the shaking head put in for retirement from the Variety. Interestingly,
it was his wife who turned in his retirement application to the theater. Even in
daylight, Grigory Danilovich did not have the strength to be in the same building
where he had seen the cracked windowpane flooded with moonlight and the long

arm feeling its way along the lower latch (331).%%7

29 “HemeaneHHo nocne BbIXOAA U3 KIMHUKK, B KOTOpoi CTena NpoBen BOCEMb AHEN,
ero nepebpocnnun B pocTos, rAe OH NOAYYU Ha3HAYEHME HA AOMKHOCTb 3aBeAyoLWwero
60NbLWIMM raCTPOHOMUYECKMM MarasmHoM. Xo4AaT CNyXM, YTO OH COBEPLUEHHO nepecTan
NMUTb NOPTBEWMH W MbET TO/IbKO BOAKY, HACTOAHHYIO HAa CMOPOANHOBbIX MOYKAX, OTYEro
O4YeHb NO34,0POBE/. FOBOPAT, YTO CTANN MONYANMB U CTOPOHUTCA KEHLWNH” (378).

297 “Mocne KNMHUKKM N KNCNOBOACKa CTapeHbKUIA-NpecTapeHbKMi, C TpACyLLLeics
rofioBon, GUHANPEKTOP NoAan 3assneHue ob yxoae 13 BapbeTte. MHTEPECHO, YTO 3TO
3asBNeHMe npueesna B BapbeTe cynpyra pumckoro. Cam Fpuropuit laHnnosuy He
Hawen B cebe cunbl gaxke AHem NobbiBaTb B TOM 34aHUM, F4e BUAEN OH 33/ 1MTOE NYHOMN
TPECHYBLUEE CTEKNO B OKHE U AJIMHHYIO PYKY, NPOOMPAIOLLYOCA K HUXKHEN 3a4BUMKKe”
(378).
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Nikanor Ivanovich Bosoi, the resident of room 119 in Stravinsky’s clinic is released, but:
Not only does Nikanor Ivanovich not attend the theater either with a paid ticket or
a free pass, his face actually changes whenever the theater is even mentioned.
Besides the theater, his hatred for the poet Pushkin and for the gifted actor Savva

Potapovich Kurolesov has increased rather than diminished (331).2%8

All of these characters have left the clinic behind but have not been left unchanged by the
few days of Holy Week when the devil and his friends came to Moscow.

Unlike these men who were driven mad and taken to the clinic because of Woland
and his retinue, the Master, who claims, “my illness is the worst in the building, | assure
you,” is not released from the clinic but is freed from life (124).2°° He appears to die two
deaths—one in his basement apartment where he and Margarita are poisoned and then

revived into a new state of being by Azazello,3*° and the other in the clinic after the

298 “HykaHop MBaHOBUY HE TONbKO HE XOAUT HU B KAKOM TeaTp HU 3a leHbru, HU 4apom,
HO [laXKe MEHAETCA B /IMLLE NPU BCAKOM TeaTpaibHOM pas3roBope. B He meHbLuel, a B
6onbluel cTeneHn BO3HEHABUAEN OH, TOMUMO TeaTpa, NoaTa lMNyLWKNHa U TaNnaHTANBOIoO
aptucra Cassy MoTtanosuya Kyponecosa” (379).

299 “Na, xyxe moei 601e3HN B 3TOM 34aHUN HeT, ysepsato Bac” (146).

300 “To Woland’s Health!” exclaimed Margarita, raising her glass.

All three touched their lips to their glasses and took a long drink. The pre-storm
light began to fade in the Master’s eyes, his heart skipped a beat, and he felt the end
approaching. He saw Margarita, now mortally pale, helplessly stretch out her hands to
him, drop her head on the table, and then slide to the floor.

“Poisoner...” the Master managed to shout. He wanted to grab a knife from the
table to stab Azazello, but his hand slid helplessly off the tablecloth. Everything around
him in the basement turned black, and then vanished completely. He fell backwards,
and as he did, cut his temple on the corner of the desk.

[...]
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A minute later he was back with the prostrate lovers. Margarita lay with her face buried
in the carpet. With his iron grip, Azazello turned her over like a doll, so that she was
facing him, and scrutinized her.

[...]

Then Azazello pried open her white teeth and poured a few drops into her mouth of the
same wine he had used to poison her. Margarita sighed, started to raise herself without
Azazello’s help, sat up, and asked in a weak voice, “Why, Azazello, why? What have you
done to me?”

She saw the Master lying there, shuddered, and whispered, “I didn’t expect this...
murderer!”

“No, no, you've got it all wrong,” replied Azazello, “He’ll get up in a minute. Ah,
why are you so nervous!”

The red-haired demon sounded so convincing that Margarita believed him right
away. She jumped up, strong and alive, and helped give the prostrate Master a drink of
the wine. Opening his eyes, the latter gave a glowering look and with hatred in his voice
repeated his last word, “Poisoner...”

“Ah, well! Insults are the usual reward for good work,” replied Azazello. “Are you
blind? If so, recover your sight quickly.”

The Master lifted himself up, looked around with bright, keen eyes and asked,
“What does this new scenario mean?”

“It means,” replied Azazello, “That it’s time for us to go” (313-314). |“—
3p0poBbe BonaHga! — BocknMKHyna MaprapuTa, nogHMMasn CBOM CTaKaH.

Bce Tpoe NpunoXuAnCh K CTakaHaM M caenanm no 60blwomy rnoTky. Totyac
npearpo3oBOM CBET Haya/l raCHYTb B FNa3ax y MacTepa, AblXaHWe Yy Hero nepexsaTuno,
OH MOYYBCTBOBAJI, YTO HAcTaeT KoHel, OH elle BUAEN, KaK CMepTesibHO nobneaHeBLwas
Mapraputa, 6€cnomoLHO NPOCTUPAA K HEMY PYKW, POHAET rONI0BY Ha CTO/1, @ NOTOM
CNon3aeT Ha noJ.

— OTpaBuTenb,—ycnen elie KpMKHYyTb mactep. OH XOTen CXBaTUTb HOXK CO CTONa,
4yTObObI YyAapUTb A3a3e110 UM, HO PyKa ero 6ecnomMmoLLHO COCKONb3HY1a CO CKaTepTH, BCe
OKpY’KaBLLee MmacTepa B NoABase OKPACUIOCh B YEPHbIN LIBET, @ NOTOM M BOBCE
nponano. OH ynan HaB3HWYb W, Nagan, paccek cebe KoKy Ha BUCKe 06 yron gocku 6opo.
[...]
Yepes mrHoBeHWe OH bbln BO31e NoBepyKeHHbIX Nt060BHMKOB. Mapraputa nexana,
YTKHYBLUMCb IMLOM B KOBPUK. CBOMMMU KeNe3HbIMU PyKaMu A3a3ensio NoBEPHY ee Kak
KYKNY, NMLLOM K cebe 1 Brnagenca B Hee.
[...]
Torpa A3asenno pasxan ee 6enble 3ybbl U BAUA B POT HECKONIbKO Kanenb TOro camoro
BMHA, KOTOPbIM ee 1 oTpaBuI. MaprapuTa B3A0XHyNa, CTasa NOAHUMaTbCA 6e3 nomoLum
A3sazenno, cena u cnabo cnpocuna:

—3a 410, A3asenno, 3a 4To? Y10 Bbl CALNANAN CO MHOO?

OHa yBuaena nexawero mactepa, CogporHynacb U npoilenTtana:



— 3T0ro A He oXKunaana... Youinua!

— [la HeT Ke, HeT, — 0TBeTM1 A3a3eN/10, — ceiyac OH BCTaHeT. AX, 3a4em Bbl TaK

HepBHbI!

Mapraputa nosepuna eMmy cpasy, HacToNbKo ybeauteneH 6bin ronoc pbixkero
AemMoHa. MaprapuTa BCKOYMNA, CUNbHAA U XKUBadA, U NOMOT1a HanouTb /iexKallero

BUHOM. OTKprB rna3a, TOT rNAHYA MpPa4yHO U C HEHaBUCTbIO NOBTOPWM/1 CBOE nNocieagHee
CNnoBo:

— OTpasurens...
— Ax! OckopbneHue sBnaeTcAa 0bbIYHOM Harpaaom 3a xopolwyto paboty, —
oTBeTM A3a3ensio, — HeyKenu Bbl caienbl? Ho Npo3peiiTe e CKopen.

TyT macTtep NOAHANCA, OrNALENCA B3OPOM XKUBbIM N CBET/IbIM U CIPOCUN:
— Y710 }Ke 03HayaeT 3T0 HoBoE?

— OHo o3HayaeT, — oTBeTUN A3asenno, —4to Bam nopa” (359-360).

186
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Master’s final visit to Ivan.3%! He, unlike Ivan, attains his ultimate fate—peace.3%?

301 “But won’t you tell me,” asked Ivan with feeling, “what just happened next door, in
Room 118?”

“In 118?” repeated Praskovya Fyodorovna, and her eyes began darting all
around. “Why, nothing happened there.” But her voice sounded fake. lvanushka noticed
that immediately and said, “Oh, Praskovya Fyodorovna! You’re such a truthful person...
Do you think I'm going to fly into a rage? No, Praskovya Fryodorovna, that won’t
happen. Why don’t you just tell me. | can sense what’s going on through the wall
anyway.”

“Your neighbor just died,” whispered Praskovya Fyodorovna, unable to
overcome her innate truthfulness and goodness, and clothed in the brilliance of the
lightning, she looked in fear at Ivanushka. But nothing terrible happened to Ivanushka.
He simply raised his finer meaningfully and said, “I knew it! | can assure you, Praskovya
Fyodorovna, someone else just died in the city. | even know who.” Here lvanushka
smiled mysteriously. “It was a woman” (317). | “A Bbl MHe Ny4lle CKaxKkute, —
3aAyweBHO nonpocun MiBaH, —a Yto Tam pAaLoM, B CTO BOCEMHAALATOM KOMHaTe ceivac
cayymnochb?

— B BocemHaguatoin?—nepecnpocuna Mpackosba PenopoBHa, U rnasa ee
3aberanu, —a HM4Yero Tam He cayunaocb. — Ho ronoc ee 6bin panbums, MBaHywKa ToTyac
3TO 3aMeTUN U CKa3an:

— 3, Mpackosba PegoposHa! Bbl TaKo YenoBek NpaBaunBbI... Bbl gymaeTe, s
6ywesaTb cTaHy? HeT, MpackoBba PeaopoBHa, 3TOro He byaeT. a Bbl Ay4lle NPAMo
rosopuTe. 1 BeAb Yepes CTEHY BCE YYBCTBYIO.

— CKOHuanca coceg, Balw ceiyac, — npowenTana Mpackosba PenoposHa, He byayun B
cunax NpeosoneTb CBOK NPaBAMBOCTb M A06POTY, M UCNyraHHO NornAgena Ha
MBaHyLWKY, BCS 04EBLIMCb CBETOM MOJIHUU. HO ¢ MBaHYLLKON HMYEro He NPou3oLWwno
CTpawHoro. OH TONIbKO MHOFO3HAYUTEIbHO MOAHAN NaneL, U CKasan:

— Al Tak 1 3Han! Al yeepsto Bac, MNpackoBba PefopoBHA, YTO CeMYaC B rOpoae eLe
CKOHYaCA OAMH YenoBeK. Al farke 3Hato, KTo, — TYT MBaHyLWIKa TaMHCTBEHHO YAbIBHYACA,
— 3T0 KeHwuHa"” (364).

302 ““He has read the Master’s work,” began Levi Matvei, “and asks that you take the
Master with you and grant him peace. Is that so difficult for you to do, spirit of evil?”

“Nothing is difficult for me to do,” replied Woland, “as you well know.” He was
silent for a moment and then added, “But why aren’t you taking him with you to the
light?”

“He has not earned light, he has earned peace,” said Levi in a sad voice.

“Tell him that is shall be done,” replied Woland, and added, his eye suddenly
flashing, “and leave me this instant.”

“He asks that you also take the one who loved him and who suffered because of
him,” said Levi to Woland, imploring for the first time.

“We would never have thought of that without you. Leave” (305-306). | “— OH
NpPoYUTaN CoOYMHEHMEe macTepa,— 3arosopun JSlesnin Mateein, — n npocut 1eb1, 4TobbI Tbi
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“Listen to the silence,” Margarita was saying to the Master, the sand
crunching under her bare feet, “listen and take pleasure in what you were not given
in life—quiet. Look, there up ahead is your eternal home, which you’ve been given
as a reward. | can see the Venetian window and the grape-vine curling up to the
roof. There is your home, your eternal home. | know that in the evenings people
you like will come to see you, people who interest you and who will not upset you.
They will play for you, sing for you, and you will see how the room looks in
candlelight. You will fall asleep with your grimy eternal cap on your head, you will
fall asleep with a smile on your lips. Sleep will strengthen you, you will begin to
reason wisely. And you will never be able to chase me away. | will guard your sleep.”

Thus spoke Margarita as she walked with the Master toward their eternal
home, and it seemed to the Master that Margarita’s words flowed like the stream
they had left behind, flowed and whispered, and the Master’s anxious, needle-

pricked memory began to fade. Someone was releasing the Master into freedom,

B3A/1 ¢ coboto macTepa u Harpaaun ero nokoem. Heyxkenm ato TpyaHo Tebe caenatb, Ayx
3na?

— MHe Huyero He TpPyAHO caenatb, — oTBeTun BonaHa, — u Tebe 3To XxopoLwo
nsBectHo. — OH nomonyan n Aob6aBmN: — a YTO XKe Bbl He bepeTe ero K cebe, B cBeT?

— OH He 3aCnyKnn cBeTa, OH 3aCNyXMA NOKOM, — MeYasnbHbIM r01I0COM
nporosopwua JleBui.

—Mepepaii, uto byaet caenaHo,— otBeTun BonaHg u npubasun, npuyem rnas ero
BCMbIXHYN: — M NOKUHb MEHA HEMEA/IEHHO.

— OH npocuT, ytobbI Ty, KOTOpan Ntobuna n cTpagana M3-3a Hero, Bbl B3AAM Obl
TOXe, — B NepBblii pa3 monsue obpatunca Slesuii K BonaHgy.

— be3 T1ebs 6bl Mbl HUKaK He goraganncb ob atom. Yxoan” (350).
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as he himself had released the hero he created (325).3%3

Unlike the Master’s, Ivan’s eternal fate is not revealed in The Master and Margarita.
Instead, he is left as one of the only people who does not forget the events that occurred
in Moscow when the devil came to play. He is released from Stravinsky’s clinic and leads
a relatively normal life as a professor at the Institute of History and Philosophy and uses
his given last name, Ponyryov, instead of the pseudonym Bezdomny. Yet, while he has
been freed from the mental institution, the anxiety induced by his meeting Woland never

fully fades away.

Yes, several years have passed, and the events truthfully described in this
book dragged on for awhile and were then forgotten. But not by everyone, not by
everyone!

Every year, as the spring holiday moon turns full, a man appears toward

evening beneath the lindens at Patriarch’s Ponds. He is a man of about thirty or so,

303 “_ Cnywaw 6e33Byune, — rosopuna MaprapuTta mactepy, U Necok LypLuan noj ee

60CbIMM HOramu, — CAyLIak U HAacnaxKgamncs Tem, Yyero Tebe He AaBaIN B KU3HU, —
TULIMHOM. CMOTPU, BOH BNepeam TBON BEYHbIN A0M, KOTOpbI Tebe ganu B Harpaay. A
YKe BUXKY BEHELIMAHCKOE OKHO U BbIOWMIACA BUHOTPa4, OH NOAbIMAETCA K CaMoW
Kpblwe. BoT TBOI A0M, BOT TBOM BeYHbI A0M. A 3Hat0, YTO Be4epom K Tebe npuayT Te,
KOTO Tbl /II0OULLb, KEM Tbl MHTEPECYELLbCA U KTO TebsA He BCTpeBoXKUT. OHKM byayT Tebe
UrpaTtb, OHM byayT netb Tebe, Tbl yBUAMLb, KAKOM CBET B KOMHATE, KOrAa ropsaT CBeyMu.
Tbl OyAeLlb 3acbinaTb, HaAEBLUW CBOM 3acaseHHbIN U BEYHbIM Kosinak, Tbl byaelb
3acbINath C YNbIOKOM Ha rybax. COH yKpenuT Tebs, Tbl CTaHeLb paccy»KaaTb MyApo. a
NPOrHaTb MeHA Tbl YXKe He cymeellb. bepeyb TBOW COH byay A.

Tak roBopuna MaprapuTa, uaa ¢ MacTepoM Mo HanpaBAEHUIO K BEYHOMY UX
AOMY, M MacTepy Ka3anocb, YTo cnoBa Mapraputbl CTPyATCA TaK ¥Ke, KaK CTPYUCa U
LenTan OCTaBAEHHbIN N03aau pyyen, n NaMaTb macTepa, 6ecnokoliHasa, MCKooTan
Urnamm NamaATb CTana NnoTyxaTb. KTO-To oTnycKkan Ha cBoboay macTepa, Kak cam OH
TOJIbKO YTO OTNYCTU/ UM co3aaHHoro repos” (372).
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reddish-haired, green-eyed, modestly dressed. He is a fellow of the Institute of
History and Philosophy, Professor Ivan Nikolayevich Ponyryov.

[...]

Everything is clear to Ivan Nikolayevich, he knows and understands
everything. He knows that in his youth he was the victim of hypnotist-criminals and
that he had to go in for treatment and was cured. But he also knows that there are
things he cannot cope with. As soon as it draws near, as soon as the heavenly body
begins to expand and to fill with gold just as it did long ago when it towered over
the two five-branched candelabra, Ivan Nikolayevich becomes restless, anxious,
loses his appetite, has trouble sleeping, and waits for the moon to ripen. And when
the full moon comes, nothing can keep lvan Nikolayevich at home. Toward evening
he goes out and walks to Patriarch’s Ponds.

[...]

And the professor returns home utterly ill. His wife pretends not to notice his
condition and hurries him off to bed. But she herself stays up and sits by the lamp
with a book, gazing at him with bitter eyes as he sleeps. She knows that at dawn
Ivan Nikolayevich will wake up with a tortured scream, and that he will start crying
and toss about. That is why she keeps a hypodermic syringe soaking in alcohol on
the cloth beneath the lamp in front of her, and an ampule filled with something the
color of strong tea.

Tied to a gravely ill man, the poor woman will then be free and can go to sleep

without any misgivings. After his injection, Ivan Nikolayevich will sleep until
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morning, and he will look happy as he dreams rapturous and happy dreams she
knows nothing about.

It is always the same thing that causes the scholar to wake up on the night of
the full moon and to let out a pitiful scream. He sees an unnatural, noseless
executioner leap up with a hoot and put a spear into the heart of Gestas, whois tied
to a post and has lost his reason. But the most terrifying thing in the dream is not
so much the executioner as the unnatural light coming from the stormcloud that is
seething and pressing down on the earth, such as only happens during world
catastrophes.

After the injection everything the sleeper sees changes. A broad path of
moonlight stretches from his bed to the window and heading up this path is a man
in a white cloak with a blood-red lining who is walking toward the moon. Walking
beside him is a young man in a torn chiton with a disfigured face. The two of them
are engaged in heated conversation, arguing about something, and trying to reach
some kind of agreement.

[...]

Then the moon goes on a rampage, it hurls streams of light directly at lvan,
sprays light in all directions, a moonlight flood begins to inundate the room, the
light sways, rises higher, and drowns the bed. Only then does Ivan Nikolayevich
sleep with a look of happiness on his face.

The next morning he wakes up silent, but completely calm and well. His

ravaged memory quiets down, and no one will trouble the professor until the next
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full moon: neither the noseless murderer of Gestas, nor the cruel fifth procurator

of Judea, the knight Pontius Pilate (332-335).304

304 “Nla, NPOLWNO HECKO/IbKO /IET, U 3aTAHYNUCb NPaBAMBO ONUCaHHbIE B 3TOM KHUrE

NPOMCLIECTBMA U yracaum B NamATU. Ho He y BCeX, HO He y BCEeX.

Kaxkabl rog, vb TONIbKO HACTYNaeT BECEHHEE NpPa3aHMYHOE NOIHONYHUE, NoA,
Beyep NoABAAETCA NOA4 AMNaMU Ha MaTpmapwmnx npyaax YenoBekK feT TpUaLaT unm
TPUALATU C ANWHKUM. PbiXKeBaTbIi, 3eN1eHOorNa3blii, CKPOMHO OAETbIN YenoBeK. 3To —
COTPYAHUK UHCTUTYTa uctopun u emunocodpmmn, npodpeccop Mean Hukonaesumy MoHbIpeB.

[...]

MBaHy H1KonaeBmyy BCe U3BECTHO, OH BCE 3HAeT U NoHUMaeT. OH 3HaeT, YTo B
MON0A0CTU OH CTanN XePTBOM NPECTYNHbIX FTMNHOTM3EPOB, EYMNCA NOCNE 3TOFO U
BblJleuMNCcA. HO 3HAeT OH TaKKe, YTO KOe C YeM OH COBNAZATb HE MOXKET. He MOXKeT OH
COBN3[aTh C 3TUM BECEHHMM NOJIHONYHUEM. NNLLb TOJIbKO OHO HaYMHaeT
NpPMBANKATLCA, NMLLb TONIbKO HAaYMHAET Pa3pacTaTbCa U HAIMBATbCA 30/10TOM CBETUO,
KOTOpPOE KOrga-To BUCENO Bblle ABYX NATUCBEYNI, CTaHOBUTCA MiBaH HMKonaesny
6ecnoKoeH, HEPBHMYAET, TEPAET aNMNETUT U COH, A0KNAAETCA, NOKA CO3PEET /iyHa. U
KOrga HacTynaeTt NOMIHONYHWE, HUYTO He yaepKnT MiBaHa HuKonaesmya goma. Mog,
BEYep OH BbIXOAMT U MAET Ha MaTpuapume npyabl.

[...]

M Bo3BpaLLaeTca gomol npodeccop yKe coBcem 601bHON. €ro *KeHa
NPUTBOPAETCA, YTO HE 3aMeYaeT ero COCTOAHWUA, M TOPOMUT ero N0XKMTbCA cnaTtb. Ho
CaMa OHa He NI0XKMUTCA U CUOUT Y TaMMbl C KHUFO, CMOTPUT FOPbKMMM F1a3amMu Ha
cnawero. OHa 3HaeT, YTo Ha pacceeTe MBaH HMKONaeBUY NPOCHETCA C MyYUTENBbHbBIM
KPMKOM, HAYHET NNaKaTb U MeTaTbCA. [103TOMY M NEXUT Nepes, HEKO Ha CKAaTePTU Nog,
IAMMNOM 3apaHee NPUroTOBNEHHbINM WNPUL, B CMUPTY M aMMy/a C XXUAKOCTbHO ryCcTOro
YyalHoro ugerTa.

beaHan eHWWHa, CBA3aHHAA C TAXKKO 60/1bHbIM, Tenepb cBoboaHa 1 6e3
onaceHWM MoKeT 3acHyTb. MBaH HMKonaesny Tenepb bygeT cnatb 40 yTpa co
CYaCTIMBbIM INLOM M BUAETb HEU3BECTHbIE €M, HO KAKME-TO BO3BbILIEHHbIE U
CYaCT/INBbIE CHbI.

ByauT y4eHOro n 4OBOAUT €ro A0 *Ka/IKOro KPMKA B HOYb MNOJIHONYHUA O4HO U TO
xe. OH BUAMUT HeecTecTBeHHOro 6e3HOCoro nasaya, KOTopbi, NOANPbLITHYB U KaK-TO
YXHYB r0N10COM, KOJIET KONbEM B CEPALLE NPUBA3AHHOIO K CTONOY M NOTEPABLLETO Pasym
lectaca. Ho He CTONbKO CTpalleH nanay, CKONbKO HEECTECTBEHHOE OCBELLLEHWNE BO CHE,
npoucxogAulee OT KAKOM-TO Ty4M, KOTOPAA KMMKUT U HAaBA/IMBAETCA HA 3eMJII0, KaK 3TO
6blBaeT TONbKO BO BPEMA MUPOBbIX KaTacTpod.

Mocne yKona Bce meHAeTca nepeg, cnawmm. OT NoCTeNn K OKHY NPOTArMBaeTcA
LUMPOKaA IYHHaA 4opora, M Ha 3Ty A4oPory NogHMMAaEeTCcA YeNnoBeK B benom nnatile ¢
KpoBaBbiM NoA60eM M HAYMHAET UATU K IYHE. PAAOM C HUM MAET KaKOU-TO MOJI0A0M
Yye/sIoBEK B Pa30pBaHHOM XMTOHE U ¢ 06e306parKeHHbIM INLLOM. UAYLWME O YHEM-TO
pa3roBapuMBaloT C apoM, CNOPAT, XOTAT O YEM-TO AOTOBOPUTLCA.
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Unlike the Master, Ivan continues to live in post-Woland Moscow, subject to the
official denial of the reality of the events he experienced in favor of a fabricated
explanation that it was hypnotism that caused people to believe they experienced
something counter to government/society approved reality. lvan, then, continues to
suffer, mostly annually, due to his forced denial of, and therefore separation from, the
enlightenment he received and that is represented by the return of the full moon in
spring. Despite his time in Stravinsky’s clinic, he is unable to touch the eternal. Without
access to the eternal, lvan is incapable, like all mortal men, of comprehending it. Thus, he
struggles with moments in his life that bring his memories of his brush with an eternal
being to the front of his mind, but do not give him access to eternity. Meanwhile, the
Master, along with Margarita, has been granted eternal refuge. They are able to see
Woland and his retinue in their true form. They are provided with peace after a
tumultuous life.

Why is Ivan the one left behind? Yes, each of these stories of mental institutions

ends with only one patient gaining access to eternity—the ill-one in “The Red Flower,”

[...]

Torpa NyHa HaYyMHaeT HEMCTOBCTBOBATb, OHa 06 PYLUMBAET NOTOKM CBETA NPAMO
Ha MBaHa, oHa pa3bpbI3rMBaeT CBET BO BCE CTOPOHbI, B KOMHATE HAa4YMHAeTCA YHHOoe
HaBOAHEHWE, CBET KayaeTcs, NOAHUMAaEeTCA Bbllle, 3aTonAAeT nocTenb. BoT Toraa u cnut
MBaH HMKonaeBmY CO CHACTIMBbLIM JINLLOM.

HayTpo oH npocbinaeTcs Mon4aanBbiM, HO COBEPLUEHHO CMOKOMHbIM U
3[10POBbIM. €ro UICKON0TasA NaMATb 3aTUXAET, U 40 CeAYOLWEro NOJIHOMYHUA
npodeccopa He NOTPEBOKUT HUKTO. HM 6e3HocbIn youinLa rectaca, HU XEeCTOKMIN NATbIN
npokypatop Uyaeu BcagHuk MoHTuiicknin Nunat” (380—-384).
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Ragin in “Ward No. 6,” and, as we will see in the next chapter, Pyotr in Chapaev and the
Void. Yet, in the other three narratives, the reader is not informed of what happens to the
remaining patients of the institution. In The Master and Margarita, Bulgakov includes an
epilogue that, not so neatly, ties up loose ends and shows the reader that each of the
known inhabitants of the mental hospital are released, but continue to live their mortal
lives in Russia. Ivan, as one of the primary characters of the novel, and, like the Master, a
writer, is of particular interest. While his stay in Stravinsky’s clinic does not lead to eternal
life for him, it does provide him access, albeit temporarily, to some eternal perspective.
And, of equal importance, Ivan serves as evidence that the mental institution in this novel
is a place of calm and sanity because the whole of Russia is going insane. Even in the
epilogue, where the supernatural events of the novel are explained away as a hypnotic
stunt, there is evidence that Russia continues to go mad. People are chasing and catching
black cats all over Russia, where they harm them or drag them to the police. Meanwhile,
Ivan is not the only one who experiences a bout of madness each spring; he observes
Nikolai Ivanovich looking at the sky and searching for his “Venus” (Margarita’s maid,
Natasha, used Azazello’s cream to turn him into a hog and flew through the sky on his

back in Chapter 21: Flight).3%> These men had a deeper glimpse at the eternal (lvan meets

305 “He sees a respectable-looking, middle-aged man with a beard and a pince-nez and
slightly piggish features sitting on a bench. He is a resident of the gothic house and Ivan
Nikolayevich always finds him in the same dreamy pose, his gaze directed at the moon.
Ivan Nikolayevich knows that after admiring the moon, the man on the bench will turn
his gaze to the bay window and stare at it as if he expects it to burst open any minute
and have something unusual appear on the windowsill.

Ivan Nikolayevich knows what will happen next by heart. Here he has to crouch
down lower behind the fence, because the man on the bench will start whirling his
head, trying to catch something in the air with his wandering eyes, will smile ecstatically,
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Woland firsthand and Nikolai lvanovich is ridden to Woland’s ball). They have physical

and then in a kind of sweet anguish, will suddenly clasp his hands and murmur plainly
and rather loudly, ‘Venus! Venus! ... Oh, what a fool | was! ...””(333). | “OH Buaut
CUAALLErO Ha CKaMeeuKe NOXKUA0ro U CONMAHOro YesoBeKa C 6OPOAKOMN, B MEHCHE U C
YyTb-4yTb MOPOCAYBUMM YepTaMK Nnua. MBaH HMKoNnaeBuY Bceraa 3actaeT 3Toro
obuTaTens ocobHAKa B 0O4HOM M TOM e MeyTaTeNIbHOM No3e, Co B30POM, 06 paLLeHHbIM
K NIyHe. MiBaHy HMKoN1aeBMYy M3BECTHO, YTO, NOOOOBABLUMCL NYHOM, CUAALLUNA
HenpemeHHoO NepeBedeT r1a3a Ha OKHAa GOHaPSA M YNPETCA B HUX, KaK Obl 0XXKaan, 4To
cenyac OHM pacnaxHyTca M NOABUTCA Ha NOAOKOHHMKE YTO-TO HEOObIKHOBEHHOE.

Bce panbHenwee MiBaH HMKonaeBnY 3HaeT HaM3yCTb. TYT HAA0 HENPEMEHHO
norny6ye CXOPOHUTLCA 33 peLleTKon, Mbo BOT ceivac cMaawmii HayHeT 6eCnoKoOMHO
BEPTETb ro/10BOM, 6/1y»KAAOWMMM TNa3amMm I0BUTb YTO-TO B BO3AYXE, HEMPEMEHHO
BOCTOPKEHHO yNbl6aTbCA, @ 3aTeM OH BAPYr BCNJECHET PyKamMu B KaKOM-TO C1aZ0CTHOM
TOCKe, a 3aTeM YK M NPOCTO 1 A0BO/IbHO FPOMKO byaeT 6bopmoTaTb:

— BeHepa! BeHepal.. 9x 5, aypak!..” (381-382).

“When they started fooling around in the bedroom, Natasha smeared some
cream on Nikolai Ivanovich, and then it was her turn to be struck dumb. The face of the
respectable downstairs neighbor had squeezed into a pig’s snout, and his arms and legs
had acquired hooves. When he looked at himself in the mirror, Nikolai lvanovich gave a
wild and despairing wail, but it was too late. Seconds later he was saddled and mounted,
flying the devil knows where out of Moscow, and sobbing with grief.

“I demand the return of my normal appearance!” wheezed and grunted the hog,
in a frenzied-pleading sort of way. “l have no intention of flying to an illegal assemblage!
Margarita Nikolayevna, it’s your duty to get your maid of my back!”

“Ah, so now I'm just a maid? A maid, huh?” cried Natasha, tweaking the hog'’s
ear. “Didn’t | used to be a goddess? What was it you called me?”

“Venus!” whined the hog, flying over a roaring, rocky stream, and brushing
against a hazel grove with his hooves” (208-209). | “Pacwanunswunck B cnanbHe, Hatalua
Ma3Hyna Kpemom Hukonaa MiBaHoBKMYa 1 cama oToponena oT YAUBAEHUS. NLLO
NMOYTEHHOrO HUMKHETO *KW/bLLA CBEO B MATAYOK, @ PYKU M HOTU OKa3a/IMCb C KOMbITLLAMM.
rNaHyB Ha cebn B 3epKano, HMKonan MIBaHOBMUY OTYAsHHO W AMKO 3aBbl/l, HO ObINO yKe
Nno3gHo. Yepes HEeCKONIbKO CEKYHA, OH, OCEANAHHbIN, NeTen Kyaa-To K YyepTty n3 MOCKBbI,
pblaana oT rops.

— Tpebyto BO3BpallLEHMA MOEro HopmasabHOro o6mkal—Bapyr He To
NCCTYNIEHHO, He TO MOJIALLLE NPOXPUNEN 1 3axptoKan 6opoBs, — A He HAMepeH NeTeTb Ha
He3aKkoHHoe cbopuuie! Mapraputa HMkonaeBHa, Bbl 06A3aHbl YHATb Bally
AoMpaboTHULy.

— Ax, TaK A Tenepb Tebe gompaboTHMUA? JompaboTHMLUA? — BCKPUKMBaANa
HaTawa, HawmnbiBana yxo 6oposy, — a 6blna 60rnHA? Tbl MeHA KaK HasbiBan?

— BeHepa! — nnakcuBo oTBeYan 60poB, NponeTas Hag PyYbem, KypUallMm MeK
KaMHel, 1 KonbITL,aMM 3a4eBan LLOPOXOM 3a KyCTbl opelliHuKa” (236).
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encounters with Woland that alter their intellectual and physical states respectively.
Therefore, Ivan and Nikolai Ivanovich cannot fully forget, repress, or overcome their
experiences. Thus, when the moon is at its most powerful, it draws them to remember
and experience anew their contact with the eternal forces it represents.

Perhaps there is no purpose to this institution after Woland and his cohort leave the
city behind. Perhaps the clinic only existed to serve as a place to send Muscovites
seemingly driven mad during the devil’s visit. Its state-of-the-art, utopian qualities stand
out against the dysfunctional Moscow on the outskirts of which it is located. Yet, were it
not for this space, with its unique qualities, neither the Master, nor Ivan would have had
a safe space in which to process the intersection of their lives and the story of Pontius
Pilate. Furthermore, the time these men spend in Stravinsky’s psychiatric clinic allows
them to confirm an eternal truth with one another—that supernatural, religious powers
do exist. Unlike the other characters who spend time in the clinic, lvan and the Master
both not only meet Woland, but also know and accept Woland’s true identity—Satan.
Ultimately, the mental institution is the space that links the two main narratives and
allows the Master to be set free from life and Ivan to be set free from the task of writing
inauthentic and antireligious poetry. While lvan does not transcend the mortal world, he
does maintain a link to the eternal, witnessing the continuation of Pilate and Yeshua’s
story and reconnecting with the Master and Margarita each year during the Easter full
moon. And, if we even partially accept Oja’s argument that, “the Master is in some sense
a dvoinik or Doppelgdnger, an alter ego who emerges from Bezdomny’s mind as a

consequence of the intense psychological and moral shock of Woland'’s seventh proof,”
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then Ivan has, at least partially, attained eternal peace.3°® Each spring, during holy week
when the moon is out, the only remnant of the psychiatric clinic that remains in lvan’s
life—the injections—allow Ivan to connect directly with the version of himself that

transcended and entered the eternal.

306 Oja, p. 147.



198

5 Awa ken | ng The Madhouse in Viktor Pelevin’s Chapaev and Void

Introduction

Viktor Pelevin is one of Russia’s most prolific and widely read authors of the late-
twentieth century. His works, postmodern and influenced by his experiences with Zen
Buddhism, can be as opaque and unknowable as his personal life. Other than select
interviews, several of which are available on his own website, little information has
been published about him, other than that he keeps a very low profile and ascribes to
some form of Buddhism.3%” Unlike Garshin, who had personal experience as a patient in
an asylum, or Chekhov and Bulgakov who trained as physicians, Pelevin has no
identifiable first-hand experience as a patient or doctor. Instead, he trained as an
engineer at the Moscow Energy Institute and a writer at the Gor’kii Literary Institute.

Yet, a critical portion of Pelevin’s 1996 novel, Chapaev and Void (Yanaes u

307 pelevin remains a reclusive writer, maintaining an aura of mystery and refusing to
grant interviews or speak at length about his writing process, preferring to let his work
speak for itself.

"Victor Pelevin," Contemporary Literary Criticism Select, Gale, 2008, Gale Literature
Resource Center, Gale Document Number: GALEIH1118720000.

See the commentary about his distaste for speaking to journalists at the beginning of
one interview on Pelevin’s website: “Buktop Onerosuy B cBoem peneptyape. [atb
WMHTEPBbIO, BCTPETUBLLMUCDH C XKYPHANUCTOM —B0XKe ynacu! —yK nydlie Tak, 4Tobbl HUKTO
He BMAEN, He C/bILa U HAYEro He CKasa/l. Tak, Kak byaTo nucatens-To u HeT, ecTb JINLLb
€ro TeKCTbl U HEKUI KTO-TO, C/IOBHO BE/IMKUIN U y}KaCHbIN MyABMH BeLlatowmi
NCKNIOUYUTENBHO U3-3a LUMPMOYKN. MaeanbHoe cpeacTBO AN 3TOro, Kak U3BECTHO,
3/IeKTPOHHasA noyta, nbo nyywmnin apyr NenesnHa—WHTepHeT.” Boris Voitsekhovskii,
“Interv’iu: Bin Pele!” Sait Tvorchestva Viktora Pelevina.
http://pelevin.nov.ru/interview/o-pele/1.html
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Mycmoma),3% takes place in a mental hospital in Moscow. The plot of the novel
involves two versions of the main character and first-person narrator, Pyotr Void, and
the two timelines in which these different Pyotrs exist. The first Pyotr introduced is a
poet turned military commissar to the historical figure, folk hero, and military
commander Vasily Chapaev in 1919. The second Pyotr is a patient in a mental hospital in
contemporary (1990s) Moscow who is being treated and studied by a psychiatrist who
specializes in the “split false identity” or personality.3%° A close reading of Pyotr’s
containment in the mental institution and the features of the space will indicate that it
is this unique space, like that of Pelevin’s literary predecessors, that enables Pyotr to
ultimately transcend both versions of himself, gaining a form of enlightenment and
accessing the eternal. Through the physical space of the mental institution, but now
imbued with Zen Buddhist meaning and potentiality, Pelevin depicts transcendence as a
rejection of society (past and present) and a turn towards inner peace and boundless

existence.

308 The novel was translated into English by Andrew Bromfield and published as
Buddha'’s Little Finger in 1999, but | have chosen to use more a direct translation of the
title throughout this chapter due to its link to both the main character (and narrator),
Pyotr Pustota (literally Pyotr Void or Pyotr Emptiness), and the concept of nothingness.
Additionally, I am following his transliteration of the main character’s name, rather than
the standard Library of Congress transliteration, Petr.

303 viktor Pelevin, Buddha’s Little Finger, translated by Andrew Bromfield, (Penguin
Books, 2001), p. 39.

All further quotations from this text will be cited using in-text citations with the
abbreviation Buddha’s and page number. If no other citations occur between uses of
this text, only the page number will be included parenthetically. Equivalent original
Russian will be provided in footnotes with the abbreviation Chapaev and page number.
Viktor Pelevin, Chapaev i Pustota, (Eksmo, 2011), p. 58.

“paspnBoeHue NoXxHon NnYyHocTn”
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From his first meeting with Chapaev, Pyotr begins to learn how to reframe
reality. When Pyotr is concerned about working with Furmanov, the commissar with the
weavers’ regiment and the namesake of the author of the 1923 novel, Chapaev,
Chapaev advises him not to think about issues outside of the present. He says, “Don’t go
worrying your head about things that have no connection to the present, [...] You have
yet to reach this future of which you speak. Perhaps you will reach a future in which
there will be no Furmanov—or, perhaps you might even reach a future in which there
will be no you” (Buddha’s 77).31° Pyotr’s ability to freely hallucinate and create and
interact with his own spiritual guide—Chapaev—is made possible by the space of the
mental institution in which he is confined. His time spent in this space enables him not
only to transcend earthly life and gain access to the eternal, but to reject the external

world, and ultimately, himself.

Narrative Summary

The novel, Chapaev and Void, alternates between two settings—the events of
the Russian Civil War in 1919 and a psychiatric hospital in 1990s Moscow. Pyotr Pustota,
the novel’s hero and first-person narrator, is a young poet who believes he is serving in

the war under the famous Red Army commander, Vasily Chapaev. According to the head

310 “_ He 3abuBaiiTe cebe ros0By TeM, HTO HE UMEET OTHOLIEHWA K HAaCTOALLEMY, —
cKasan Yanaes. — B byayliee, 0 KOTOPOM Bbl FOBOPUTE, HAAO eLle CyMeTb NonacTb. bbiTb
MOKET, Bbl MonageTe B Takoe byayulee, rae HUKakoro dypmaHoBa He byaeT. A moxKeT
6bITb, Bbl NOMajieTe B Takoe byayllee, rae He 6yaet Bac” (Chapaev 105).
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psychiatrist in the 1990s mental hospital, Pyotr suffers from split false identity and his
experiences in 1919 are hallucinations. As Pyotr navigates his two lives, he bounces
from discussing Buddhist philosophy with Chapaeyv, to participating in turbo-Jungian
therapy and debating reality with his three wardmates. After supposedly achieving
“total catharsis” in his last therapy session in the hospital, Pyotr is released in
contemporary Moscow. He returns to the location of a club he knows from 1919, where
he takes some ecstasy, recites a poem, and is shot. Despite noticing many differences
between the Moscow he knows and the Moscow he inhabits, Pyotr continues to believe
he isin 1919 and when he emerges from the club, unaware that he has been shot, he
finds Chapaev waiting for him. They drive off into Inner Mongolia, the eternal void, in

Chapaev’s armored car.

Critical Reception

Viktor Pelevin’s Chapaev and Void is most obviously a parody of Dmitrii
Furmanov’s 1923 novel Chapaev. This relationship has been explored by Angela
Brintlinger in her article, “The Hero in the Madhouse: The Post-Soviet Novel Confronts
the Soviet Past,” and by Joseph Mozur in his work, “Viktor Pelevin: Post-Sovism,

Buddhism, & Pulp Fiction.”3!! This parody, however, only represents one level of

311 Angela Brintlinger, “The Hero in the Madhouse: The Post-Soviet Novel Confronts the
Soviet Past,” Slavic Review, (vol. 63, no. 1, 2004), pp. 43—65.; Joseph Mozur, “Viktor
Pelevin: Post-Sovism, Buddhism, & Pulp Fiction,” World Literature Today, (vol. 72, no. 2,
2002), pp. 58-67.
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Pelevin’s novel. In addition to the Russian Civil War years via Chapaev’s mentorship of
Pyotr Pustota, Pelevin explores the workings of a mental hospital, and Pyotr’s mind, in
1990s Moscow. It is this modern setting, and the events and concepts therein, that will
be addressed in this chapter in order to establish the place Pelevin’s mental institution
holds in the lineage of Russian literary mental institutions and their access to the
eternal.

As evidenced by the previous chapters of this dissertation, the use of the
madhouse as setting has appeared in literature predating Pelevin’s work. The
correlation between the madness in Chapaev i Pustota, and that in Mikhail Bulgakov’s
Master i Margarita, has been examined by Liudmila Bogdanova, Olga Kibal’'nik, and
Sergei Safronova in their book Literaturnye strategii Viktora Pelevina. In this book
published in 2008, Bogdanova, Kibal’nik, and Safronova include a comparison of
Bulgakov’s Master i Margarita and Pelevin’s Chapaev i Pustota based on the inclusion of
madness and institutionalization in both works. However, the main argument of their
chapter is that Pelevin’s work is a modernization of Bulgakov’s, particularly because
both novels include two main timelines and places that have some overlap. They claim
that Pelevin’s novel, just like Bulgakov’s, is a Russian philosophical novel, but set in the
new times and in the postmodern tradition. Their focus, however, differs from mine in
that they do not specifically examine the physical attributes of the clinic or see the
physicality of the space as the operative agent in Pyotr’s transcendence beyond the
confines of society, knowable reality, and his medium for attaining eternity (for Pelevin,

a sort of nirvana.) Just as his literary predecessors did, Pelevin depicts insanity by
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defining it according to apparent breaches of social expectations or circumstances.
Nevertheless, Pelevin’s Chapaev and Void, not unlike Bulgakov’s The Master and
Margarita, includes an additional layer: Pelevin subverts the entire issue of insanity by
leading the reader to question their own perception of what is real within the novel.
Rather than providing a linear path through which the patients in the novel find their
identity and reintegrate into society, Pelevin forces the reader to question if society
even exists. While Garshin’s, Chekhov’s, and Bulgakov’s heroes are aided in their access
to the eternal by their time in their respective mental institutions, their ascension to the
divine is ultimately enabled by physical death. Pelevin’s hero, Pyotr, however, does not
appear to experience a simple, mundane death. Instead, Pyotr physically leaves the
mental hospital, and while he may have been shot in Moscow, he nevertheless by
means of his own will enters into nothingness, or “Inner Mongolia,” the eternal void.
Through his depiction of the madhouse, Pelevin aims to expose the problems of
his society and to incite a search for identity, and ultimately, the sublime, in Pyotr. Like
“Ward No. 6,” Pelevin’s mental institution, and especially its patients, present a
microcosm of Post-Soviet Russia. This commentary serves a very different end, however,
as Pelevin, unlike Garshin, Chekhov, or Bulgakov before him, rejects society as a whole
and emphasizes the need for the individual to turn inwards. In Eric Williamson’s words,
Pelevin’s broader point is that, “in an ever-shifting and treacherous sociopolitical reality,

one must make sense of one’s life by concentrating not on the operations of political
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and war machines, but on the inner self.”3!2 What is important in Chapaev and Void is
attaining individual liberation through the rejection of the physical world, including the
mental hospital that contextualizes, enables, and reinforces this rejection, and
embracing the spiritual world, or the eternal.

Just as Bulgakov diverged from his nineteenth-century literary forefathers and
wrote The Master and Margarita in a new Russia in the 1930s (the Soviet Union),
Pelevin wrote Chapaev and Void in yet another new Russia, that of the 1990s (the
Russian Federation). As such, his writing does not follow the structures of Romanticism,
Realism, or Modernism, but is solidly postmodern. Analyzing Pelevin’s work, Sergei
Sirotin argues that Buddhism is not the message of Chapaev and Void, but is rather a
prism for postmodernity, in which can be found the meaning of Pelevin’s work.3'® The
postmodern, as a literary style, aims to give credence to previously silenced voices and
reinterpret history in order to reject reigning ideological values and contribute
“newness” to the literary world. These goals are often accomplished through the use of
parody, intertextuality, and the mixing of the past and present as well as high and low
culture. Using this approach, Pelevin appears to have offered his Buddhist lesson in
order to create something “new” by interspersing philosophical questions into the

everyday. Had he not used Buddhist philosophy, his novel would likely be more similar

312 Eric Miles Williamson, "Beyond Postmodernism," Southern Review, (vol. 37.1, 2001),
p. 178.

313 Sergei Sirotin, “Viktor Pelevin: evoliutsiia v postmodernizme,” Ural, (vol. 3, 2012),
http://magazines.russ.ru/ural/2012/3/ss11.html
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to the work of his predecessors who wrote about the mental institution and those who
wrote about Chapaev.

Instead, in a truly postmodern fashion, Pelevin presents his work not only as a
satire of Dmitrii Furmanov’s Chapaev, but also as a new answer to the ever-present
conflict between madness and society. In an effort to contribute something new to
literature, “Pelevin recommends... a Buddhist stance toward the shifting tides of
political power.”3'* Therefore, in Williamson’s view, and in contrast to Siroton’s,
Buddhism essentially is the message of Pelevin’s novel. In order to overcome social
pressures and expectations, the individual engages in Buddhism. Nevertheless, it must
be acknowledged that there are and will be countless possible interpretations of
Pelevin’s message, and the possibility remains that Chapaev and Void possesses no

single message at all.

Time and Setting

The preface to Chapaev and Void would have the reader believe that “this
manuscript [was] written during the early 1920s in one of the monasteries of Inner
Mongolia,” and that the author of it is unmentionable (Buddha’s ix).3'> However, in
order to analyze the presence of madness in the novel, and the treatment thereof, it is

necessary to accept Pyotr Pustota as the narrator and the setting of the madhouse in

314 Williamson 179.
315 “310i1 [a] pykonucK [b], cozaaHHoOM [ad] B nepBoit NONOBMHE ABaALATbIX FOA0B B
OJHOM MOHacTbipel BHyTpeHHeln MoHroaunun,” (Chapaev 7).
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the 1990s as his reality. Although accepting the 1990s as reality contradicts the
preface’s assertion that the manuscript was written in the early part of the 1900s, even
the narrative itself goes on to contradict that statement. For example, towards the
close of the novel, after being released from the mental hospital, Pyotr sees “on the
roofs of the familiar buildings huge electrified signs lit up with messages in some
barbarous artificial language, “‘SAMSUNG’, ‘OCA-CO A’, ‘OLBI’” (324).3%® These signs all
represent foreign companies, which were not present in Russia in 1919. Coca-Cola, for
instance, was sold for the first time in Russia in 1980 and not produced there until
1994.3Y Therefore, the last place the reader encounters Pyotr before he enters Inner
Mongolia with Chapaeyv, is in the later time setting, which someone writing the
manuscript in the early 1900s would have known nothing about. It should, however, be
noted that regarding Pelevin’s text, the term reality must be understood rather loosely.

In the second chapter of the novel, the mental institution is introduced, and so is
Pyotr Pustota’s recurrent memory loss. This memory loss occurs the first few times he
awakes in the mental hospital: he does not remember how he arrived there, or who the
medical staff or his fellow patients are. This can be seen in the episode in which he
“meets” Volodin, a gangster and one of Pyotr’s wardmates.

| lifted my head, opened my eyes and saw a face | did not recognize,

round and plump, framed in a painstakingly tended beard.

[...]

316 “ya KpbllWwaX 3HAKOMbIX 4,0OMOB 3a*XUTra/INnCb OrPOMHbI€ IN1EKTPUYECKNE HAOQNMNCU Ha

KaKoM-To AMKom Bonantoke — «SSAMSUNG», «OCA-CO A», «OLBI»” (403).
317 Coca-Cola, Invest in Russia, http://invest.gov.ru/en/success/00001/ (Nov. 25, 2012).
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“Vladimir Volodin” the man introduced himself. “Just call me Volodin.
Since you've decided to lose your memory one more time, we might as well
introduce ourselves all over again.”

“Pyotr,” | said (Buddha’s 86). 318

Clearly, Volodin remembers Pyotr. Furthermore, Pyotr experiences memory loss before
this point, and afterward as well. He is so fully consumed by his hallucinations, in which
the head psychiatrist Timur Timurovich’s therapeutic approach allows him to indulge,
that he has already begun to exist beyond socially accepted reality.

In Chapaev and Void, the truth, if there is any, may be found in Pyotr’s medical
file, as well as in the words of the doctor Timur Timurovich. However, if what is to be
accepted as reality are the words contained in Pyotr’s file, then very little is certifiably
real. The first entry in Pyotr’s file is so old that the ink has faded (103).3'° How long has
he been in the hospital? — there is no answer. His file indicates that his illness began
with an obsession with emptiness and non-existence stemming from his surname,
Pustota (Void). Emptiness is both where Pyotr begins, as far back as we can see through
his medical records, and where he ends, as he enters Inner Mongolia, which is

essentially “nowhere” both in the middle and at the end of the novel. Furthermore,

318 “Q NpUMNOAHAN FONOBY, OTKPbI/ FNa3a U YBUAEN COBEPLUIEHHO HE3HAKOMOe ML —
KPYrn0€, No/IHOE, OKPYKEHHOE TLLaTeNbHO YXOXKEHHOW BOPOAKONA.

[...]

—Bnaavmunp BonoauH, —npeacrasuiica yenosek ¢ 6opoakont. — MosKHO NpocTo
BonoauH. MOoCKONbKY Bbl PEeLIUIN B O4epeHOM pa3 NoTepaTb NamaTb, BOpy
3HaKOMMTbLCA 3aHOBO.

—Metp, —ckasan 8” (Chapaev 114-115).

319 Chapaev 135
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Pyotr’s file reveals that he believes himself to be on a higher level than the rest of
mankind. Because he imagines that he is somehow better than the rest of humanity, he
struggles to associate well with others. Perhaps most important to this analysis of the
madhouse in Pelevin’s novel is the line in Pyotr’s chart that reads, “Does not find
placement in a psychiatric hospital oppressive, since he is confident that his ‘self-
development’ will proceed by ‘the right path” no matter where he lives” (104).3% In a
potential nod to Garshin’s protagonist who notably claimed that “l am everywhere and
always,”3%! Pyotr believes that he can progress regardless of where he lives. This belief
allows him to remain content in the mental institution and continue to learn from his
internal guide, Chapaev, without the threat of the outside world where his mental
illness could present potentially life-threatening difficulties.

Pyotr is not alone in the institution: together the four patients in the mental
institution represent four parts of the new, conflicted, Russian society of the 1990s after
the fall of the Soviet Union. As Brintlinger explains, the four types of post-Soviet citizen

are

...the philosophical loner who imagines he is a poet (Pyotr); the young
homosexual who has fallen under the influence of Mexican soap opera and

American film culture (Maria); the unemployed alcoholic who has raised drinking

320 “NomeLt,eHNeEM B NCUXMATPUUECKYIO BOIbHULLY HE TATOTUTCSA, TaK KaK yBEPEH, YTO ero
«camopassuTue» byget MATM «NPaBUIbHBLIM NYTEM» HE3ABUCMMO OT MecTa 0butaHua”
(137).

321 “—_Huyero. MHe Bce paBHO, rae HU 6biTb U KOrAa HU XuUTb. ECnM MHe Bce paBHO, He
3HaYUT 11 3TO, YTO A Besgde u Bceraa?” (“Krasnyi” 226-227).
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to an almost metaphysical level (Serdyuk); and the mafia boss who experiments

with psychedelic drugs (Volodin).3?2

Therefore, recalling “Ward No. 6,” Pelevin’s insane asylum and its patients are
themselves a microcosm of Russian society, thus exposing the difficulties the nation
faces as it attempts to find its identity. Furthermore, Timur Timurovich, the head
psychiatrist, asserts that Pyotr’s problem is common as result of a changing Russia.
Timur Timurovich mentions that, “nowadays almost everyone suffers from the same
subconscious conflict,” and he explains the conflict to Pyotr: “You belong to the very
generation that was programmed for life in one socio-cultural paradigm, but has found
itself living in a quite different one” (Buddha’s 32).323 In the novel, Pelevin depicts

madness as a result of loss of the solidity of self-identity.

In Chapaev and Void, the hospital becomes a playground for a type of game the
patients play. The object is to escape the hospital. How does one get released from a
mental ward? The common understanding is that in order to be released, one must be
cured. However, in Chapaev and Void, Pyotr finds rehabilitation can be easily faked, by
striving for the favor of the one in charge. The head of the hospital must decide that

one is cured in order for him to be discharged. Unlike the nineteenth-century narratives

322 Angela Brintlinger, “The Hero in the Madhouse: The Post-Soviet Novel Confronts the
Soviet Past.” Slavic Review, vol. 63, no. 1, 2004, p. 54.

323 “Bp| KaK pa3 NPUHAA/IEKUTE K TOMY NMOKOSIEHUIO, KOTOPOE BbI10
3anporpamMmmMmnpPOBaHO Ha KM3Hb B O4HOM COLMANbHO-KYNIbTYPHOM Napaaurme, a
OKa3anocb B COBEPLUEHHO APYroMt. [...] 3TOT NOACO3HATENbHbIM KOHDAMKT eCTb ceryac
npakTU4ecku y Kaxaoro” (Chapaev 59).
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discussed in the first two chapters of this thesis where the possibility of physical escape
from the institution is hopeless, or the earlier twentieth century (Bulgakov) work where
leaving the clinic is possible, but not preferred, Pyotr must invert the power structure
without the doctor’s awareness in order to escape. Eventually, Pyotr proves successful
at turning the tables on his doctor. He discovers what would make Timur Timurovich
believe he was cured, and as such he claims to have destroyed his fantasy of Chapaev
and thereby gains his freedom from the asylum. Triumphantly, the psychiatrist declares
that
The entire morbidly detailed world that your clouded consciousness had
constructed has simply disappeared/dissolved into itself, and not under
any pressure from a doctor, but apparently by following its inner own
laws. Your psychosis has exhausted itself. The stray psychic energy has
been integrated with the remaining part of the psyche. If my theory is
correct—and | would like to believe that it is—you are now perfectly well

(317).3%

This passage demonstrates that Timur Timurovich believes that in order to be cured and
released from the mental institution, his patients need to let go of their “created

worlds” and come to view the world through the same perspective as the bulk of society

324 “Becb 3TOT 60/1€3HEHHO NOAPO6HbIN MUP, KOTOPbIN BLICTPOWIO Balle MOMYTHEHHOE
CO3HaHMe, ncyes, pactBopuacs B cebe, n He NOA HAXKMMOM Bpaya, a Kak bbl cneaya
CBOMM COBCTBEHHbIM 3aKOHam. Baw ncnxo3 ucyepnan ceba cam. 3abnygmsLiancs
NCUXMYECKAA SIHEPTUA NHTErPUPOBANACh C OCTAZIbHOM YacTblo NCUXUKK. Ecan mos
Teopusa BEpHa — a MHE XO4YeTcA B 3TO BEpPUTb, —Bbl ceryac abcontoTHO 340poBbl” (394—
395).
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does. Pyotr deceives Timur Timurovich, and he is subsequently released from the
mental institution (320).3%> However, escape from the mental institution alone is not his
actual goal. Instead, Pyotr seeks to enter “Inner Mongolia” or the eternal void. Without
his time spent in the institution where he could safely live out his hallucinations and
enjoy the spiritual guidance of his inner Chapaev, thus subverting the stated intention of
the institution and its leading psychiatrist, Pyotr would not be able to attain the eternal.

Upon his release, Pyotr enters into the past of his “false personality” by
returning to the site of The Musical Snuffbox, a place that remains a private club, but is
now named, “JOHN BULL: Pubis International” (328).32 He quickly transitions from this
concrete place to Inner Mongolia, which is more of a state of being than an actual
location. Like Garshin’s ill-one, Chekhov’s Ragin, and Bulgakov’s Master, after his
experience in the mental institution, he moves beyond the material world and into
eternity.

Unlike for Ivan in The Master and Margarita who must attempt to reintegrate
into Moscow society despite his newfound knowledge of the eternal, gained from his
time in the mental clinic, for Pyotr, the external world of society is irrelevant. This view
can be seen through Pyotr’s discussion with the Solzhenitsyn-like taxi driver near the
end of the novel. Pyotr asserts, “It is all quite simple. Every time the concept and the
image of Russia appears in your conscious mind, you have to let it dissolve away in its

own inner nature. And since the concept and the image of Russia has no inner nature of

325 Chapaev 398
326 “UBAH BbIK John Bull Pubis International” (407).
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its own, the result is that everything is sorted out most satisfactorily”(326).3?” If one
takes society into his mind, he can “sort it out” to where it does not even exist.
Possessing this knowledge is what allows Pyotr to simulate what Timur Timurovich
wants in order to gain his freedom from the mental hospital, and life itself, and embrace
the peace of Inner Mongolia.

Treatment methods for Pelevin’s mental patients are more humane than those
in the nineteenth-century literature, but not as utopian as those in Bulgakov’s novel.
Timur Timurovich wants to see his patients rehabilitated and believes in the communal
experience of each patient’s fantasies as a genuine method for their recovery. Like
Bulgakov’s Stravinsky, the head of the clinic in The Master and Margarita, he is kind and
caring, his smiles appear sincere, “flooding the room with the warm radiance of his
love” (92).328 As a psychiatrist he still implements psycho-hydraulic procedures (cold
baths),3?° as is seen when Pyotr “meets” Volodin, Maria and Serdyuk. Pyotr finds
aesthetics therapy to be distressing, but the others seem comfortable with it as they

quietly sketch a bust of Aristotle with rubber coated pencils (92).33°

32741 ..] a oueHb NPOCTO. BcAKMIA pas, Koraa B CO3HaHWM NOABAAKOTCA NOHATME M 06pa3

Poccumn, Hago AaTb UM CaMOpPaCcTBOPUTLCA B COBCTBEHHOM Npupoae. A NOCKONbKY
HMKaKoM cobCTBEHHOM NPUpPOAbI Y NOHATUA U 0bpa3a Poccum HeT, B pesynbtate Poccusa
OKayKeTcs NoNHOCTbo 0bycTpoeHHon” (405).

328 [...] “oTpaB BCIO KOMHaTY ropayei BonHol nobsun” (122).

329 “The space around us was a large room covered throughout with white tiles, with
five cast-iron baths standing in a row on the floor. | was lying in one of the end baths
and | suddenly realized with disgust that the water in it was rather cold” (87). | “Bokpyr
Hac bbl1a 60nblUAA KOMHATA, BCA BblIOXKEHHasA benbim Kadenem, Ha Nosy KOTopoi
CTOANO NATb YYryHHbIX BaHH. fl 1eXKan B KpaHen; BOAa B HEM, KaK A BAPYT C
oTBpalLeHMeM NoHsAA, 6blna 40BONAbHO XonoaHoin” (116).

330 Chapaev 122-3
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The only indication that the patients in Chapaev and Void find the treatment
difficult is in their reference to the garrotte. Volodin refers to the chair that Timur
Timurovich uses in his group treatment sessions on the patients as “the garrotte” (90).
This term insinuates that the treatment is solely intended as a means of torture rather
than a healing mechanism. It is clear, however, that Timur Timurovich does not see it in
the same light. He responds to the negative description of the chair by stating, “The
garrotte, if | am not mistaken, is a chair on which people were executed by strangulation
in medieval Spain, is that not so? What a dark and depressive perception of surrounding
reality!” (91).33! He further explains that “It's not a garrotte at all. It's a perfectly
ordinary couch for our group therapy sessions” (91).332 The chair, it should be noted,
has elastic loops that go around the patient’s hands and feet, but nothing around the
neck like a garrotte used to choke victims. Even after Timur Timurovich’s explanation of
the chair, Pyotr continues to refer it as the garrotte. He narrates, “Volodin twitched
nervously, but the tight straps securing his arms and legs to the garrotte prevented him
from moving” (240).333 Although the chair is a mechanism of restraint, there is no
indication that any patients are physically damaged from this therapy.

Timur Timurovich’s therapy is based on the work of Karl Gustav Jung, but he

refers to it as turbo-Jungian. According to Timur Timurovich, Jung “attempted to draw

331 “Tapporta, ecvt He owM6batOCh, 3TO KPEC/IO, Ha KOTOPOM B CpeaHEBEKOBOM McnaHum
KasHUNM yayleHnem, Aa? Kakoe MpayHoe, yrHETEHHOE BOCMIPUATME OKpPY3KatoLLel
peanbHoctn!” (120).

332 “370 HMKaKaa He rappoTa, 3TO 06bIYHaA KyLIeTKa A1A HaWMX CeaHCOB rPynnoBow
Tepanun” (121).

333 “BonoaMH HEPBHO AEPHY/ICA, HO PEMHM, MPUKMMABLLMNE €ro PYKU U HOTU K rappoTe,
He Janu emy caBUHYTbcA ¢ mecta” (302).
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to the surface of his patient's consciousness the symbols which he could use to form a

diagnosis” (91). 33* Pyotr’s psychiatrist has taken Jung’s method and tweaked it.

“But my method is a little different,” he said, “although the fundamentals are
the same. With Jung's method we would have to take you off somewhere to
Switzerland, to some sanatorium up in the mountains, sit you down on a chaise-
longue, enter into long-drawn-out conversations and wait for God knows how
long before the symbols began to surface. We can't do that sort of thing. Instead
of the chaise-longue we sit you down over there” —Timur Timurovich pointed to
the couch—"we give you a little injection, and then we observe the symbols that
start floating to the surface in simply va-a- ast quantities. After that it's up to us

to decipher them and cure you” (91-92).335

Although he is not intentionally cruel, he does seek instant cures. Timur Timurovich is
not interested in taking the time that would be necessary to follow Jung’s procedures,

so he has found a way to speed them up.

334 “On pobmBanca Toro, 4TO Ha NOBEPXHOCTb CO3HaHMA NaumMeHTa cBo60aHO
NOAHMMANUCb CUMBOJIbI, MO KOTOPbIM M MOXHO 6b1710 CTaBUTb AMarHo3” (121).

335 “A BOT y ME@HA METOA, HEMHOTO APYroi, XoTa 0CHOBa Ta e. MoHumaeTe, no KOHry, Bac
Hago 6b1s10 6bl BE3TU Kyaa-HMOyab B LLBeiuapuio, B rOpHbI CAaHAaTOPWUI, CarkaTb Tam B
LLEe3/1I0HT, BCTYNaTb B AoNrve 6ecelbl U *KAAaTb KTO €ro 3HaeT CKO/IbKO BPEMEHU, NOKa 3Th
CUMBOJIbl HAYHYT NOAHMMATbLCA. Mbl TaKOro He MoXKem. Mbl BaCc BMECTO LLe3/10Hra
Ca*kaem BOT Cl0Aa, MOTOM AeNaeM YKO/bUYMK, @ MOTOM YKe CMOTPUM Ha CUMBObI,
KOTOpble HaYMHAKT NOCTYNaTh B 6-a-a/bLLIOM KONMYECTBE. A Tam y»Ke Halle Aeno —
pacwmndposbIiBaTb N NeunTtb” (121-122).
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The only actual punishment mentioned is for being caught somewhere in the
hospital where one is not meant to be. According to Maria, this action will resultin a
day in the isolation ward (102).23¢ However, the patient will be returned to the original
ward, but not until both he, and his fellow patients, have learned through his example
how to behave and the necessity of submission. This punishment thus mirrors Timur
Timurovich’s goal of helping patients conform to society’s prevailing vision of itself, with
exemplary isolation and reintegration as its primary tenets.

Like Stravinsky in The Master and Margarita, Timur Timurovich uses drugs in his
treatment. However, he states, “I believe that a good psychiatrist should avoid using
medication, [...]It doesn't solve any of the problems, it merely conceals them from view”
(37).3%7 The injection the nurse, Sonya, proceeds to administer to Pyotr is a combination
of aminazine and pervitin. These drugs have been used in actual psychiatry. The
former, commonly known as chlorpromazine, is an antipsychotic that has been
frequently used to treat schizophrenia.33® Pervitin, referred to as methamphetamine in
the West, is rarely used today for the treatment of ADHD and obesity.33° Historically,

pervitin has been used to treat schizophrenics.34 It is noteworthy that during his time

336 Chapaev 134.

33749 cynTalo, YTO XOPOLLMI NCUXMATP A0NKEH n3beraTtb ekapcTs [...] He pewatoTt
npo6/siem, a TONbKO NPAYYT UX OT NOCTOPOHHero rnasa” (55).

338 “chlorpromazine.” Def. la. Merriam-Webster Medical Dictionary. Web.
http://www.merriam-webster.com/medlineplus/chlorpromazine (Nov. 25, 2012).

339 “methamphetamine.” Def. la. Merriam-Webster Medical Dictionary. Web.
http://www.merriam-webster.com/medlineplus/methamphetamine (Nov. 25, 2012).
340 Harry H. Pennes, “Clinical reactions of schizophrenics to sodium amytal, pervitin
hydrochloride, mescaline sulfate, and D-Lysergic Acid Diethylamide (LSD25),” Journal of
Nervous & Mental Disease, (vol. 119, no. 2, February 1954), pp. 95-111.
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in the mental hospital, Pyotr receives injections of methamphetamine since high doses
of this drug can lead to hallucinations. Simultaneously, Pyotr uses cocaine in the 1919
version of his life, which he believes to be reality. Both methamphetamine and cocaine
are common streets drugs with a similar effect — increased levels of dopamine in the
brain.3%

Timur Timurovich “even contemplates the possibility of surgical intervention” in
the case of Serdyuk, which indicates that he is not beyond such methods (Buddha’s
317).342 Itis not clear, however, what kind of operation he would undertake. The issue
does not lie in cruelty or oppressive control, but in the fact that the patients and the
doctor have completely different conceptions of what “reality” is. The only way for
them to be cured is to come around to Timur Timurovich’s, that is, mainstream
society’s, point of view.

In regards to society’s perspective, there is a key passage during one of Pyotr’s
transitions between 1919 and the 1990s. He discusses what it means that he “to come

around” (111).343 In this passage, he points out the fact that the meaning of the phrase

is to come around to the viewpoint that is commonly accepted:

As | grew older, | came to understand that the words “to come round” actually

mean “to come round to other people's point of view”, because no sooner is one

341 Methamphetamine and Cocaine, MethOIDE,
http://methoide.fcm.arizona.edu/infocenter/index.cfm?stid=173 (Nov. 25, 2012).
342 41 ] 06 onepatusHom emewarenscree” (Chapaev 395).

343 “npuwen 8 ceba” (145).
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born than these other people begin explaining just how hard one must try to

force oneself to assume a form which they find acceptable (111).3%

This need to fit in to the social definition of what is right, wrong, true or false is what
creates madness. Just like in all three of the previously examined Russian narratives, if
an individual does not toe the socially accepted line, he is considered mad. The
difference between the various narratives of mental institutions lies then, not in
whether or not someone is deemed insane and placed in a mental institution, but how
the patient is treated once he is there and how the institution aids in his access to
eternity.

Pelevin’s solution to insanity is Zen Buddhism—a method of accessing the
sublime. Instead of relinquishing his fantasies, as the doctor believed he had done,
Pyotr reenters them and is led by Chapaev into Inner Mongolia, where he is able to
achieve peace. Pelevin rejects Russian society (past and present) as a whole vis-a-vis
Buddhist philosophy, thereby instilling “newness” into the literary dialogue on madness.

The language used by various characters referring to the mental institution, and
mental institutions in general, in Pelevin’s novel is not always clinical. Instead of labeling
the space with professional terms, such as a hospital, psychiatric hospital, or clinic,

versions of mad are used. All of the characters—both medical professionals and

344 “C BO3pacTOM A NOHAN, YTO Ha CAMOM Jle/ie C/I0Ba «NPUATKN B ceba» 03HaYaloT
«MNPUATU K S PYTMM», MOTOMY YTO MUMEHHO 3TU ApYrue C POXKAEHUA 06BACHAIOT Tebe,
KaKue ycunua Tbl AONKEH NpoAenaTb Hag, coboi, YTobbl NPUHATL YrogHyo nm dpopmy”
(145).
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patients alike—refer to the space using variations on the term mad. Timur Timurovich
does not discourage the use of slang, as long as it is used correctly. In Timur
Timurovich’s, first conversation with Pyotr, he corrects Pyotr’s use of the term “final

shot.”

“By the way,” said Timur Timurovich, rubbing his hands as though to warm them,
“one small comment; in madhouse slang the term “final shot’” isn't used for what
we're injecting you with, that is, an ordinary mixture of aminazine and
perevitine. It's reserved for the so-called sulphazine cross, that is, four injections

in...Butthen, | hope we're never going to reach that stage” (37).3%

Here the adjectival word use in Russian for madhouse is durdomovskoi (aypaomoBsckoit),
a compound of fool (aypak) and house (gom). Pyotr, believing that he has been arrested
by the Cheka, understands the term “final shot” to mean execution. Despite his use of
the non-clinical term durdomovskoi, Timur Timurovich aims to communicate how
treatment is administered in the facility. Shortly thereafter, Timur Timurovich asks Pyotr
to forget the idea of a “madhouse” (cymacweawuit gom). While he does not go as far as

Bulgakov’s Professor Stravinsky, in stating that the clinic is not a madhouse, he attempts

345 “_ KcTaTu, — 396K0 NoTUpas pyKku, ckasan Tumyp TUMYpPOBUY, — XOUY 3aMETUTb, YTO
Ha dypdomosckKoli beHe paccTpenom HasblBaOT HE TO, YTO Mbl KOJIEM Bam — TO €CTb
06bI4YHYHO CMEeCb aMMHA3MHa C NepennuTUHOM, a Tak Ha3blBaemblii Cynbda3nHOBbLIN
KPEecCT, TO ecTb YeTblpe MHBEKLUK B... Bnpoyem, Hagetoch, YTO 4,0 3TOro y Hac He gonaet”
(55).
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to remove emphasis from the association of madness and the mental institution that he

runs.

“Of course you can recover,” Timur Timurovich confirmed. “And we will cure
you, have no doubt about it. Just forget the very notion of a madhouse. Treat it
all as an interesting adventure. Especially since you're a literary man. |
sometimes encounter things here that are just begging to be written down.
What's coming up now, for instance—we're due for an absolutely fascinating
event in your ward, a group session with Maria. You do remember who I'm

talking about?” (39).3%

Rather than reassure Pyotr that he is in a clinic and not a madhouse, he encourages
Pyotr to use his creative mind to approach his time in the hospital as an adventure.
Despite this suggestion, Pyotr, as narrator remains intransigent and continues to refer to

the space as a madhouse.

The atmosphere of a madhouse obviously must instill submissiveness into a
person. Nobody even thought of expressing indignation or saying that it was
impossible to spend so many hours on end drawing Aristotle. Maria was the only

one to mutter something dark and incomprehensible under his breath. | noticed

346 “_ KoHeuHO, MOXHO, — noaTeepann Tumyp Tumyposud. — U Bbiieunm, He

CcoMHeBaiTecb. Booblie, roHnTe ot cebs camo 3To NoHATUE — «cymacwedwuli Oom».
BocnpuHMmaiiTe 3To NPOCTO KaK MHTepecHoe npukaoveHne. Tem 6onee YTo Bbl
nutepatop. A TyT NOPOK TaKoe C/blwy, YTO NPAMO TAHET 3anuncaTb. BoT cenyac,
Hanpumep. B Baweit nanaTte byaeT KpaiHe MHTEpeCcHOe cobbITUe — rPynnoBOI ceaHc ¢
Mapweit. Bbl Beib NnOMHUTE, 0 KOM A roBopto?” (57).
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that he had woken in a bad mood. Possibly he had had a dream, for immediately
on waking he began to study his reflection in the mirror. He did not seem to like
what he saw very much, and he spent several minutes massaging the skin under

his eyes and running his fingers round them (105).34’

Like Pyotr, his fellow patients use the term madhouse (cymacwedwuli dom) to
refer to their location. During a conversation about reality, Maria, the male patient who
has his identity confused with that of a Spanish soap opera star, in reference to one of
her peers, states, “What I'd do with anyone who doubts the reality of the world [...] is
put them away forever. They don't belong in the madhouse (cymacwedwuli dom), they
should be in prison. Or worse” (107).34 In the same conversation, in an attempt to
convince Serdyuk, another patient who believes that the “world is an illusion,”34° Maria
points out the car, “You know who drives around in that illusion? The commercial

director of our madhouse (Oypdom). He's called Vovchik Maloi, and his nickname's ‘the

347 “Buammo, aTmocdepa cymacwedwe2o 00Ma POXKAAET B He/I0BEKE NOKOPHOCTb.
HWKTO 1 He NoAyMan BO3MYTUTLCA MM CKa3aTb, YTO HEBO3MOXHO pUcoBaTb ApucToTens
CTONbKO BpeMeHu nogpaa. Tonbko Mapusa npobopmoTan cebe noa HOC 4TO-TO
Hepa3bopumBo-mpayHoe. A 3aMeTWUA, YTO NPOCHY/ICA OH B yPHOM PacroNiOKEHMM AyXa.
BO3MOXHO, eMy YTO-TO MPUCHUIOCH — CPa3y Nocae NpPobyKaeHUs OH NPUHANCA U3y4yaTb
CBOE OTPaXKeHMe B 3epKasie Ha cTeHe. MToXoXe, OHO eMy He OYeHb MOHPaBUNOCH —
HECKO/IbKO MUHYT OH MacCUpOBas KOXY NoJ rnasamu, Bpallas BOKPYr HUX nanbuammn”
(138-139).

348 “_ A q 6bl TEX, — HEOXKMJAHHO BMeLlLanca Mapusa, — KTo B peasibHOCTU Mupa
comHeBaeTca, Booblue 6bl cyann. Im He B cymacluefiem Aome MecTo, a B TIopbMe.
Nnu ewe xyxe rae” (141).

349« yTo, MMp— 3TO nnao3mna” (140).
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nm

Nietzschean’ (107).3°° In an attempt to explain reality to Maria by means of
Aristotelian logic, Volodin, the gangster and third ward mate of Pyotr, also calls the

hospital a madhouse.

Don't be stupid, Maria,' said Volodin. “Nothing happens by accident in here. Just
a moment ago you were calling things by their real names. What are we all doing
here in the madhouse? They want to bring us back to reality. And the reason
we're sitting here drawing this Aristotle is because he [created] that reality with

the Mercedes-600s that you, Maria, wanted to be discharged into” (108).3%?

In his reference to the madhouse, Volodin uses the term durka (aypka), a locational
noun created from durak (aypak/fool). While the patients, and occasionally the medical
professionals, resort to colloquial language to identify the mental hospital that they
inhabit, the space speaks for itself, proving that is it not the ill-equipped asylum of the
past, and that they do not feel completely without agency in the institution. Their casual

language suggests that the patients either feel some self-confidence and control in the

350 — 3Haellb, KTO Ha 3TON MANO3UM e341T? KOMMepUeCcKnin ANPEKTop Hallero
aypaoma. 3oByT ero BoBumk Masnon, a Knmkyxa y Hero Huuweaned,. Tol ero suaen?”
(141).

351 The bracketed word is my translation, Bromfield’s version read “Aristotle is because
he is that reality,” but the Russian, “npunayman,” communicates “created,” or
“invented.”

— He aypu, Mapwus, — cka3an BonoauH. — TyT HUKaKMX CaydaliHocTel He 6biBaeT. Tbi
BeAb TO/IbKO YTO CaM BCe BeLLM CBOMMU MMeHaMU Ha3Ban. Mbl novyemy Bce B ypke
cnanm? Hac 3gecb K peanbHOCTM BEPHYTb XOTAT. M ApUcToTeNa 3TOro Mbl NOTOMY
MMEHHO N PUCYEM, YTO 3TO OH PeasibHOCTb C LECTUCOTbIMU « Mepceaecammy», Kyaa Tbl,
Mapws, BbINUCaTbCs Xo4dellb, npuayman (142).
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institution, or they wish the others to see them as in control. While in Pyotr’s case the
colloquial language allows him to consistently conflate his dual existences, the sense of
control such language suggests reinforces the ultimate effect of the institution on Pyotr,

as it enables his transcendence of society and his place within it.

Physical Space

In regards to the physical space of the mental institution, the elements of color,
windows, and light impact, and at times guide, Pyotr’s experience within the mental
institution. Color is not frequently used in descriptions of the mental institution in
Chapaev and Void. However, as in The Master and Margarita the color that does appear
most often is white. Yet, the entire space is not white; just the coats of the doctors and
orderlies. The first white coats Pyotr encounters in the hospital adorn two figures he
recognizes from the alternate 1919 reality in which he believes he lives: “Standing in the
doorway were Zherbunov and Barbolin—but, my God, how changed they were! They
were dressed in white doctors' coats, and Barbolin had a genuine stethoscope
protruding from his pocket” (28-29).3°2 The next two white coats belong to Timur

Timurovich, who Pyotr does not remember, and Major Smirnov, “a military

352 “Ha nopore ctoann XepbyHos n bapbonnH — Ho, Boxke molt, B Kakom Buae! Ha Hux
6blnn 6enble xanatbl, a y bapbonrHa U3 KapmaHa Top4an cambii HaCToALWMIN cTeTockon”
(44).
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psychiatrist” who is in the hospital “for other reasons” but Pyotr’s “case has attracted

his interest” (36).3°3

Sitting behind the desk was a gentleman of intellectual appearance wearing a
white doctor's coat just like those of Zherbunov and Barbolin. He was listening
attentively to a black ebonite telephone receiver squeezed between his ear and
his shoulder, while his hands mechanically sorted through some papers on the
desk; from time to time he nodded, saying nothing, and he paid not the slightest
attention to me. Another man wearing a white doctor's coat and green trousers
with red stripes down their sides was sitting by the wall, on a chair placed

between two tall windows over which dusty blinds had been lowered (30).3>

In addition to the white coats, there is a black phone, and green military pants with red
piping. Here, there is not absence of color in the sense of excessive white, but there is

absence of color because color is used sparingly, more akin to “Ward No. 6.” Instead of

353 “_ q Bac He No3HaKOMMA, — ckazan Tumyp TUMYpPOBMY. — ITO NONKOBHUK CMUPHOB,

BOEHHbIV Nncuxmnatp. OH 34eck MO ApyroMmy NoBoAy, HO BalLMM Cy4aeM TOXKe
3anHTepecosanca” (55).

354 “TIpamMo HaNPOTUB MeHA CTOAN 6O/bLION MUCbMEHHbIN CTOA, 3aBa/IeHHbI
MHOX€eCTBOM NManoK KOHTOPCKOro BMAa. 3a CTO/IOM CUAEN UHTENIMTEHTHOrO BUAA
rocnoauH B 6enom xanate, TaKOM e, Kak Ha epbyHoBe n bapb6onunHe, 1 BHUMATENBHO
cnywan YyepHyto 36oHUTOBYLO TPYOKY TenedoHHOro annaparta, NPUMKMUMana ee K yxy
nnevyom. Ero pykn mexaHumyeckun nepebupanm kakne-t1o 6ymaru; Bpemsa oT BpeEMEHU OH
KMBa/ ros10BOM, HO BC/IYX HMYEro He roBopua. Ha meHsa oH He 06paTua HU manenLlero
BHMMaHWMA. Elle oanH YenoBeK B 6€10M XanaTe U 3e/1IeHbIX WTaHaX C KPaCHbIMU
NAaMMacaMu CUAEN Ha CTyNe y CTEHbI, MeXAY ABYMA BbICOKUMM OKHaMU, Ha KOTOpble
6b121M cnyLLEeHbI NMblbHbIE NopTbepbl” (46).
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color, details like the “dusty drapes” (nbinbHblie nopTbepsbl) tell more about the physical
space of the institution. Despite the hospital’s spaciousness and employment of a
medical professional specializing in mental health (the psychiatrist Timur Timurovich),
the hospital is not the gleaming utopian beacon found in Bulgakov’s earlier twentieth-
century asylum.

Further evidence of the state of the institution can be seen in the use of color

and associations in the continued description of Timur Timurovich’s office.

Something indefinite in the arrangement of the room reminded me of
General HQ, which | had visited frequently in 1916, when | was trying my hopeful
but inexperienced hand at patriotic journalism. But instead of a portrait of the
Emperor (or at the very least of that infamous Karl who had left a trail of
indelible marks across half the kingdoms of Europe), hanging on the wall above
the head of the gentleman in the white coat was something so terrible that | bit
my lip, drawing blood.

It was a poster, printed in the colours of the Russian flag and mounted on
a large piece of cardboard, depicting a blue man with a typically Russian face. His
chest had been cleaved open and the top of his skull sawn off to expose his red
brain. Despite the fact that his viscera had been extracted from his abdomen and
labelled with Latin numerals, the expression in his eyes seemed one of
indifference, and his face appeared frozen in a calm half-smile; on the other

hand, perhaps that was simply the effect created by a wide gash in his cheek,
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through which | could see part of his jaw and teeth as flawless as is in an

advertisement for German tooth powder (30-31).3%

The only colors other than the white of the doctor’s coat are red and blue, the other
colors of the Russian flag. The anatomy poster, which Pyotr does not initially recognize
as a medical diagram and is horrified by, is white with a blue man and his brain is red.
Not only are these colors associated with Russia, but the atmosphere (obctaHoBKa) of
the room feels governmental to Pyotr. This mental institution is defined as both
politically and socially Russian in its subtle embrace of the new Federation (not Soviet).
Another manifestation of the institution’s most frequent color—white—is seen
on the doors outside the doors in the corridor. The doors in the corridor are white and

labeled with numbers

My unfeeling body floated past tall white doors with numbers on them, and

behind me | could hear the distorted voices and laughter of the sailors in doctors'

355 “Y710-TO HeyloBMMOE B 06CTaHOBKE 3TOM KOMHaTbl 3aCTaBM/10 MEHS BCMOMHUTb
leHepanbHbIN WTAb, rae A yacto 6biBan B WECTHAAUATOM roay, “npobys cebs Ha HMBe
NaTPUOTUYECKOM KYPHANUCTUKK. BOT TONIbKO Hag ronoBom rocnoanHa B 6enom xanare
BMecTo nopTtpeTa [ocyaapa (nam xota 66l aToro Kapna, y»Ke ycnesLlero ykpacTb
KOpan/bl y N0N0BMHbI EBPOMbI) BUCENO HEYTO HACTO/IbKO XKYTKOE, YTO 5 3aKycun ryby.
3T0 6bIN BblAEPHKaAHHbIM B LBETOBOM raMme poccMncKoro diara nnakar Ha
6onblIOM KycKe KapToHa. OH M306parkan CUHEro YenoBeKa € 0ObIYHbIM PYCCKUM NULLOM,
pacceyeHHOM rpyabto U CNUAEHHOW KPbILWKOM Yepena, No KOTOPOM KpacHEe N OTKPbITbIN
MO3r. HecMoTpAa Ha TO YTO ero BHYTPEHHOCTM OblIN BbIHYTbI U3 }KUBOTA U
NPOHYMEPOBaHbl TATUHCKMMM LMdpamu, B €ro rnasax CKBO3Ma0 paBHOAYLWIME, a Ha
NMLe 3aCTbl1a CNOKOMHAaA NONYYAblOKa — UK, MOXKET ObITb, TaK Ka3anocb M3-3a
LLUMPOKOro pa3pesa Ha LeKe, CKBO3b KOTOPbIM Obla BUAHA YacTb YEHOCTU U 3yObl,
6e3ynpeyHble, Kak Ha peKkname repmaHcKoro 3ybHoro nopotiuka” (46—47).
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coats, who appeared to be conducting a scurrilous conversation about women.
Then | saw Timur Timurovich's face peering down at me—apparently he had

been walking along beside me (38).3°¢

The room where they conduct water therapy is covered with white tiles: “The space
around us was a large room covered throughout with white tiles, with five cast-iron
baths standing in a row on the floor” (87).3°” The use of white in this hospital is likely a
sign of the era in which is was written. Pyotr states to his wardmates, “Everything would
be perfectly fine [...] if you were standing here in white coats. But why are you lying here
yourselves, if you understand everything so very clearly?” (89).3°8 He uses the term
“white coats” to reference medical professionals. This conversation is interrupted by the
two orderlies, Zherbunov and Barbolin, who are actually wearing white coats (90).3>°
They transport Pyotr and his wardmates from the bathing room to the room with their
beds and their group therapy chair. In the hallway, they “stopped at a white door
bearing the number ‘7’. Barbolin opened it with a key and they allowed us through”

(90).360

356 "Moe oHemeBLIee Te10 NepemMeLLanoch BAO0Mb BbICOKMX 6enbix ABepeit Cc Homepamu,
a C3a4M pa3faBannCb UCKAXKEHHbIE FO/10Ca U CMEX NEPEoaEeTbIX MaTPOCOB — KarKeTcs,
OHM BecCTblAHO 06CYKAANM KEHLWMH. [TOTOM 8 YBUAEN CKAOHEHHOE Ha0 MHOW L0
Tumypa TumypoBKMYa — OKa3biBaeTca, OH wwen pagom” (56).

357 “Bokpyr Hac 6bln1a 60/1blIas KOMHaTa, BCA Bbl/IOXeHHasA bebiM Kadenem, Ha nony
KOTOPOM CTOANO NATb YyryHHbIX BaHH” (116).

358 “_ Bce 6b1n0 bbl 3amMmeyaTeNbHO, — CKa3an A, — CTOM Bbl 34ecb B besbix xanatax. Ho
OTYEero Bbl CAaMU TYT NIEXKUTE, €C/IM BCE TaK ACHO oco3HaeTe?” (119).

359 Chapaev 119

360 “MbI ocTaHOBUNMUCD Y Besoll aBepu ¢ UMPPOn «7». bapboNnH OTMEep ee KAYoMm, 1
Hac BnycTuam BHyTpb” (120).
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Whiteness is not the only trait that Pelevin’s late-twentieth century mental
hospital shares with Bulgakov’s early-twentieth century clinic. While the hospital in
Chapaev and Void is not state of the art, it is spacious. The hospital has multiple
sections, as evidenced by Pyotr’s placement—“'We've decided to put you back in the
Third Section,' he said. 'At present there are four others in there, so you'll make five’”
(38).361 The corridors are long, “The flickering of the doors as they passed me had
become quite unbearable, and | closed my eyes. [...] Oh, God, | thought, how long the
corridors here are” (38—39).3%2 In addition to Timur Timurovich’s office, there are
multiple rooms used by his patients. There is mention of a pyscho-hydraulic procedures
room and an aesthetics therapy room (92)33, as well as a dining room (99)3%4, and the
main ward where the group therapy sessions take place and the patients’ beds are

located (90-91).36>

361 “_ By, MeTp, KOHEYHO, He TyLIKMH, HO BCe e Mbl PeLlnamn BepHYTb Bac B TPeTbe

oTAeneHue, — ckasan OH M J0BO/IbHO 3acmessica. — Tam ceryac eLle YeTbIpe YeN0BEeKa,
TaK YTo ¢ Bamu byaeT naTb. Bbl 3HaeTe, YTO Takoe rpynnosas Tepanua no npodeccopy
KaHawHKuKoBy? To ecTb no mHe?” (56).

362 “MenbKaHue aBepelt nepej rnasaMm CTano HenepeHoCMMbIM, U A 3aKpbla rnasa. [...]
O 6orKe, nogyman f, Kakue AIMHHbIE Y HUX Kopuaopbl” (56—-58).

363 “Ecnm He cumTaTb pa3byamMBLIMX MEHA BOAHO-MCUXONOTMYECKMX NPOoLeayp, HAYEero
TAroCcTHee 3Toro sie4ebHO-3CTETUYECKOTO NPAKTUKYMa UCMbITbIBAaTb MHE HE A0BOAW/IOCH
— XOTA, BO3MOXKHO, NpuynHa bbina B ykone” (122).

364 “Ha 0ben bapboNMH NPUBEN HAC B MasieHbKYIO CTO/IOBYIO, YEM-TO NMOXOXKYIO Ha
KOMHaTy ¢ BAaHHaMW — TO/IbKO BMECTO HMX Tam Obliv OANHAKOBbIE NAACTUKOBbLIE CTO/bI U
OKOLLKO pasgaun” (131).

365 “33 nBepPbO OKa3anach A0BONLHO 60/blIAA KOMHATA C YeTbIPbMA KPOBaTAMMU,
CTOALLMMM BAOb CTEHbI. KpoBaTu 6bln 3acTeneHsbl, y 3apeLlledyeHHOoro okHa nomew,anca
CTOJ1, @ Y CTEHbI — YTO-TO CPEAHEE MENKAY KYLUETKOM U HU3KUM KPECIOM C 31aCTUYHbIMM
neTnamu ana pyk n Hor” (120).
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The most colorful part of the mental institution is the art therapy room where
“the walls of the room were hung with drawings on small sheets of paper” (93).3% In
Serdyuk’s drawings there is “an other-worldly man in a tiny blue cap,” but Pyotr’s art is
the most colorful (93).3%7 As he gazes around the room at the artwork of the various
patients, hung throughout the room, Pyotr’s gaze is trapped by his own work and the

intense colors it contains.

From my very first glance at the six-foot-long sheets of cardboard, covered with
its tiny figures in various colors, | sensed a profound connection with the strange
object. [...] At its centre was a solid blue oval, where the word “SCHIZOPHRENIA”
was written in large letters. Approaching it from above were three broad red
arrows; one ran directly into the oval and the two others curved round to bite
into its sides. Written on them were the words “insulin”, “aminazine” and
“sulphazine”, and running down from the oval in a broken line was a blue arrow,
beneath which were the words “illness retreats”. [...] The right-hand section of
the drawing was occupied by a representation of a big city. When | spotted the
bright yellow dome of St Isaac’s, | realized that it must be St Petersburg. [...] In
Moscow only two places were represented in real detail—Tverskoi Boulevard

and the Yaroslavl Station. [...] The track ran off to a horizon overgrown with

bright yellow wheat, where a train stood on its rails, wreathed in clouds of

366 “q gapyr 3aMeTW/1, YTO CTEHbI KOMHaTbl YBellaHbl PUCYHKamMM Ha HEBObLIMX TNCTKaX
6ymarn” (123).
367 “OTpelleHHbIN MYXXUYMHA B KPOXOTHOW cuHell wanouke” (124).
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smoke and steam. [...] Behind the locomotive there was an open goods truck
with an armoured car standing on it—my heart began to race at this—with its
machine-gun turret turned towards the yellow waves of wheat. [...] Chapaev,
wearing a tall astrakhan hat and a shaggy black cloak buttoned from his neck to

his feet, stood on the platform beside the armoured car (94-95).368

In addition to the events and people depicted using a variety of colors, Pyotr notices

that part of the cardboard is blank.

Turning back to the cardboard, | struggled for some time to understand exactly
what it was that was bothering me. It seemed to be the section between the

plan of the battle and the train, where in principle the sky should have been—a

368 “C nepsoro B3rna4a Ha ABYXMETPOBbIMA KapTOH, NOKPbITbIA KPOXOTHLIMU
pasHoysemHbsiMu GUrypamm, 8 NO4YBCTBOBA CBOO INYOOKYHO CBA3b C 3TUM CTPaHHbIM
ob6bekToM. BcTaB co cTyna, A nogowen K Hemy. Mo B3rnaz ynan Ha BEPXHIOK 4acTb
KapTOHa, rAe NOMELLAN0Ch HEYTO HAaNOMMHAIOLLLEE NNAH CPAXKEHUS, KaK UX 0ObIYHO
PUCYIOT B y4ebHMKax UCTOPUK. B LeHTpe niaHa NoOMeLLanca 3aWTPUXOBaHHbIM CUHUU
0Bas, Ha KoTopom bbino KpynHo HanmncaHo « LUM3ODPPEHUA». K Hemy cBepxy Wwam Tpu
LUMPOKNE KPaCHble CTPeNIKW — OfHa NPAMO ynMpanacb B OBas, a ABe Apyrue, nsrmbasceo,
BNMBA/NCL B ero 60oKa. Ha ctpenkax 6b110 HANUCAHO KMHCYNINHY», KAMUHA3UH» U
«cynbdasmH», a OT 0BaNa BHU3 yXo4uM/1a NPEPbIBUCTAA CUHAA CTPEsKa, Nog, KOTOPOW
6b110 HanucaHo «6onesHb oTcTynaeT». [...]lpaByto YacTb KapTOHA 3aHUManNo
n3obparxkeHne 60nbLLOro ropoaa. YBnAEB ApKo-#eamelli Kynon Micakus, A NOHAN, YTO
aTo MNeTepbypr. [...] B Mockse 6bln KpynHO BblAeNeHbl TONbKO ABa MecTa — TBepcKown
6ynbBap 1 ApocnaBckuii BoK3an. [...]JPenbcbl yXxoamam K 3apocluemy SpKo-x#eeamol
NweHULEN rOPU30HTY, @ Ha 3TUX penbcax, B 061aKax AbiMa U napa, cToan noesga, |[...]
Yanaesa, cToAlero Ha naatpopme psgom ¢ bpoHeBnKom. Yanaes Obl1 OAET B BbICOKYHO
nanaxy M Kakoh-To MOXHaTbI YepHebil nnaw” (125-126).
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large area of the cardboard was blank, which somehow produced the impression

of a gaping void (96).3¢°

This emptiness bothers him, but instead of filling in what should have been the sky with
blues or greys or the warm colors of light, Pyotr uses black and sanguine—the colors of

darkness and blood.

| spent the next half-hour adding black blotches of shrapnel shell-bursts to the
sky over the wheatfield. | drew them all identically—a small dense black cloud of
solid charcoal, and fragments scattering like arrows in all directions, leaving long
trails of dark red3’° behind them [...] | drew in several columns of thick black
smoke above the field, using up all my charcoal. Together with the dark spots of
the shrapnel-bursts, they lent the picture a certain air of menace and

hopelessness (96, 98).371

369 “ToBepPHYBLUMUCH K KapPTOHY, A HEKOTOPOE BPeMs MbITancA NOHATb, 4TO UMEHHO MEHs
TpeBOXKUT. KarkeTca, 3TO Obl/1 y4aCTOK MEXKAY CXEMOW CPaKeHUsa 1 noe3gom, rae no
naee 66110 He60 — 60ONbLION KYCOK KapTOHa He Bbl HUYEM 3aMO/IHEH, N U3-33 3TOr0
POXKAAN0Ch OLyLLeHMe KaKoM-TO 3acacbiBatowwert nycrotol” (127).

370 A better translation here would be sanguine (caHrnHosbIi), implying the reddish-
brown color of dried blood.

371 “Cnepyrouime nonyaca ywam y MeHs Ha To, 4Tobbl 3an0NHUTb HEBO Hag, NeHUYHbIM
NoNIeM YepHbIMU KNAKCAMM LPaNHe/IbHbIX pa3pbiBOB. PUCOBan A UX OANHAKOBO —
2ycmo-yepHoe, 3aKpalleHHoe yrnem 06/1a4Ko 1 pasneTatowmecs B pasHble CTOPOHbI
CTPeibl OCKOIKOB, OCTaBAAOLWMX 33 COBON ANUHHbBIN caHeuHo8bIl cneq.[...] A nsobpasun
Haj, NosieM HECKOIbKO CTON60B rycToro YepHo20 AblMa, Ha KOTOPbIe Y MEHA yLIeN Becb
yronb. BmecTe ¢ nATHaMU LWpanHebHbIX B3PbIBOB B HEGE OHM NPUAANM KapTUHE KaKylo-
TO rpo3Hyto besHagexHocTb” (128—-129).
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Pyotr’s multi-colored drawings are reflected in his file, the first entry of which “was so
very old that the purple ink in which it had been written had faded, acquiring the kind of
historical colour that one finds in documents which speak of people long since dead and
buried” (103).372 He reads a quote, attributed to him, that “it is difficult to make sense
of the whirlwind of scales and colours of the contradictory inner life” (103).373 Pyotr’s
mind is full of color, while the background against which he lives is white —empty like

his surname.

Another bright color against the plain background of the institution’s space is the
yellow ribbon that Maria winds around his head, “evidently intended to protect his hair

against the winds raging in his psychological space” (105).374

The color white is, of course, included in the term “the Whites,” those forces
during the Russian revolution opposing “the Reds,” the Bolsheviks. It used several times
in the mental institution when Serdyuk and Volodin are sharing jokes about Petka and
Chapaev and underscores Pyotr’s temporal dislocation whenever he returns from a

hallucination of the Russian Revolution. Pyotr, however, does not understand the

372 “1 ] 6blNa HACTOMbKO AABHEW, YTO (pUOIEMOBbIE YEPHUNE, KOTOPbIMK OHa Bbina

CAenaHa, BbiLBENN N NPUOBPENN KaKOU-TO UcmopuvecKuli ysem, Kak 3To 6biBaeT B
[OKYMEHTax, rae peyb 0 No4saX, HU OAHOTO U3 KOTOPbIX YXKe AaBHO HET B Kuebix” (135).
373 “TpyAHO pa3obpaTbCa B BUXPE raMM U KPOCOK BHYTPEHHEN NPOTUBOPEUMBOMN XMU3HN”
(136).

374 “Ces B yrny, oH 06B8A3a1 BOKPYr FON0BbI ¥EAMyo NeHTY, KOTOPas, BUAMMO, AOMKHA
6blna 3aWUTUTb NPUYECKY OT BYLLIYIOLWMX B €0 NCUXMYECKOM U3MEPEHMM BETPOB, U CTan
pas3rnsabiBaTb HAc C TakKMM BMAOM, 6yaTo Bnepsble yeuaen” (139).
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reference, “All these Whites... | simply cannot understand how everything could have
been distorted so grossly. [...] | simply cannot understand where all these Whites keep
appearing from” (312-313).37> As a space in which Pyotr is allowed to engage with, and
share, his hallucinations and experiences with his guide, Chapaev, it comes as little
surprise that the prevalence of the color white, especially on the staff, might draw Pyotr
further into the conflation between identities.

As Pyotr leaves the institution, he observes the exterior of the facility. It is a
“faceless white building” in a “snow-covered yard surrounded by a concrete wall” (321).
The only color on the property that is noted is “a pair of large green gates, oddly
decorated with red stars” leading to the freedom of the outside world (321).37¢ In
contrast to the white colorlessness of the mental hospital, the world beyond these gates

is full of color.

Windows and Glass

As with the literary mental institutions | have previously analyzed, in Pelevin’s

institution, windows and glass are powerful pieces of the physical institutions and must

375 “Benble KakMe-To... 1 He MOHMMaLO, KaK BCe MOrN0 A0 TaKoW CTeMeHn UcKasuTbes. [...]
“MHe abcoNoTHO HENOHATHO, OTKYAa Bce Bpems bepyTcs 3Tu besabie” (388).

376 “NBepu Ha BONIO PAaCTBOPUIUCH [10 TaKOM cTeneHn By AHUYHO, YTO A UCMbITaN
HEKOTOpOe pa3oyapoBaHMe. 3a STUMK ABEPAMM OKa3aCA NYCTOM 3aCHEXKEHHbIM A4BOP,
OKpY*KeHHbIN 6eTOHHbIM 3a60pPOM, B KOTOPOM, NPSIMO HANPOTMB HAC, 3e/1IeHeNn
6onbluMe MeTaNIMYeCcKNEe BOPOTA, OTYEro-TO YKpallUeHHble KpacHbIMM 3Be3gamun. Pagom
6blna npoxoaHas, U3 Tpybbl KOTOPOI NOAHUMANCA NErKUIA AbIMOK. Bnpoyem, A MHOro
pa3 BMAEN BCE 3TO M3 OKHA. CNyCTUBLUUCH C KPbiNbLa, A OrNsAHYCA Ha 6e3nnkoe benoe
3aaHne 6onbHULbl” (399-400).
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be analyzed. As the first chapter of the novel ends and Pyotr’s hallucination of 1919
fades from view, it is not by accident that the first glimpse of the mental institution in

Chapev and Void is a barred window.

To be more precise, the railings were not simply close to the window, but were
part of it; in fact, it appeared that they were bars across a small window through
which a narrow beam of sunshine was falling directly on to my face. | tried to
turn away from it, but that proved impossible. When | attempted to press one
hand against the floor in order to turn from my stomach on to my back, | found
that my hands had been secured behind me: | was dressed in a garment

resembling a shroud, the long sleeves of which were tied behind my back (28).3”

Pelevin’s institution, like those that preceded his, contains barred windows. Through
this window flows natural light from the sun. In addition to the barred window that
provides an entrance for natural light, but prevents the escape of a patient, Pyotr is
bound in a straight-jacket, just like the ill-one in “The Red Flower,” preventing his

movement and ability to avoid the light. Bulgakov’s lvan, while never put into a

377 “CobcTBEHHO, pelleTKa bbina He 6IM3KO K OKHY, @ Ha CaMOM OKHe, eLLe TOYHee — Ha
ManeHbKo pOPTOYKE, CKBO3b KOTOPYHO MHE NPSAMO B M0 Nagan y3KMI Nyd conHua. A
3ax0Tesn OTCTPAHUTLCA, HO MHE 3TO He YAaN0Ch — KOrAa A MonbITanca onepeTbea o Non
PYKOM, YTOBbI MOBEPHYTHCSA C KMBOTA Ha CMMHY, OKa3ai0Cb, YTO MOM PYKM CKpy4YeHbl. Ha
MHe 6bl/10 NOXOKee Ha caBaH odenaHue, A/IMHHbIE PyKaBa KOTOPOro 6blin CBA3aHbI 3a
CMUHOM — KaxkeTcA, Takasa pyballuKka HasbiBaeTca cmuputenbHoin” (43).
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straightjacket, is transported to Stravinsky’s clinic tied up with rags. This window is in a

room that is completely covered in padding.

By wriggling and squirming, | managed to get up on to my knees and then sit
down by the wall. My cell had a rather strange appearance; up under the ceiling
there was a small barred window—the point of entry for the ray of sunlight that
had woken me—while the walls, the door, the floor and ceiling itself were all
concealed beneath a thick layer of padding, which meant that romantic suicide
in the spirit of Dumas (“one more step, milord, and | dash my brains out against
the wall”) was quite out of the question. The Chekists had obviously built cells
like this for their specially honoured guests, and | must confess that for a second

| was flattered at the thought (28).378

This padding, and the existence of cell for solitary confinement, indicate that this mental
hospital is at least somewhat spacious and advanced. The space has the capacity to
separate patients, physically lock them into a space without need for a guard, and has

padding to prevent the patients placed in this space from self-harm. Pelevin, while

378 “I13BMBaACL BCEM TE/IOM, i YXMTPUCA BCTaTb Ha KOJIEHW, @ MOTOM CECTb Y CTEHbI.
Mosn Kamepa Mmena A0BOJIbHO CTPAHHbIN BMA — BbICOKO NOA, NOTONKOM 6blna
3apelleyeHHas opToUKa, CKBO3b KOTOPYHO B KOMHaTY Nagan pa3dyamBLUMA MeHsA /iy,
CTeHbl, ABepPb, MO/ U NOTONIOK BbININ CKPLITbI NOA, TONCTbIM CN0EM MATKOM 0OMBKM, TaK
YTO POMaHTUYECKOE camoybuiicTeo B ayxe [ioma («ewe oauH war, muaopa, u a
pa306bto ro/10BY O CTEHY») UCKAOYANOCh. BUAMMO, YEKUCTbI 3aBENM TaKMe KaMepbl gns
0c060 NoYETHbIX NOCETUTENEN, U, AOKEH NPU3HATLCA, HA CEKYHAY MHE 3TO NonbCcTuA0”
(44).
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maintaining some of the elements of the nineteenth-century literary mental institution
(i.e. the barred windows, the straightjacket), immediately places his space in the
twentieth-century tradition seen in Bulgakov (i.e. space, avoidance of patient harm).

Maintaining the image of the twentieth-century mental institution, the room in
which Timur Timurovich conducts his group therapy sessions is depicted as “rather large
[...] with four beds standing along the wall. The beds were made, there was a table by
the barred window” (90).37° Orderly, organized, and comfortable, this institution is
certainly not the utopia of Bulgakov, but neither is it the oppressive space of Garshin or
Chekhov.

When the patients are left in their room alone, and all but Pyotr appear to have
fallen asleep, he decides to sneak out of the ward in search of his file, which he saw
earlier in Timur Timurovich’s office. Maria attempts to prevent Pyotr from leaving, but

fails. Once in the corridor, Pyotr

[...] vaguely remembered that Timur Timurovich’s office was located beside a tall
semi-circular window, which looked straight out on to the crown of a huge tree.
Far ahead of me, at the point where the corridor in which | was standing turned

to the right, | could see bright patches of daylight on the linoleum. Crouching

379 “noBoNbHO 6ONbLIAA KOMHATa C YeTbIPbMA KPOBAaTAMMU, CTOALLMMM BAOb CTEHbI.
KpoBaTtu bbiin 3acTenieHbl, ¥ 3apeLle4eHHOro okHa nomeuwanca cron” (120).
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down, | crept as far as the corner and saw the window. | immediately recognized

the door of the office by its magnificent gilt handle (102).38°

The window, and the light that shines through it, lead Pyotr to the treasure he seeks—
his file, or the truth about his past (or his recorded personal history). While reading his
file, Pyotr hears “Timur Timurovich’s voice in the corridor” and he initially runs to the
window to hide, “I dashed over to the window—the idea occurred to me of hiding
behind the curtains, but they hung almost flush against the glass” (104).38! Instead, he
leaves the office and finds a broom closet across the hall, ultimately returning to his
shared room unnoticed (105).382 While the window in the patients’ room is barred, the
windows in the corridor and Timur Timurovich’s office are unprotected. They provide a
clear view of the outside world and a potential escape route; one need only to break the
glass. Yet, in the mental institution Pelevin creates in his novel, none of the patients
attempt to escape. Instead, they seek release through cooperation. Maria who appears

to want to leave the most, is released first.383

380 “Q cMYTHO NOMHWMA, YTO KabuHeT Tumypa TUMypPOBMYA pacrnonaraeTca Bo3/e Kakoro-
TO BbICOKOIO MOJIYKPYI/I0r0 OKHA, CPasy 3a KOTOPbIM BUAHA KPOHa OFPOMHOr0 AepeBa.
Kopunaop, B KOTOPOM A CTOAN, Aa/1IEeKO Brepeaun NoBopayvMBan BNPaBo, U Ha IMHONEyMe
B 3TOM MECTe NIeXKanu Apkue 61nMKM gHeBHoro ceeTa. Mpurnbancs, 1 gobpanca ao
NnoBOPOTa M yBUAEN OKHO. [lBepb B KABMHET A TOXKe cpa3y y3HaN NO POCKOLLHOM
30/104eHOoM py4dke” (134).

381 “33 nBepbio nNocabiwasnca ronoc Tumypa TUMypoBMYa, [...] A KUHYACA K OKHY — OT4Yero-
TO MHe MPULWAO B FOI0BY CNPATATLCA 3a WTOPOW. HO OHa BMCea NOYTH BNIOTHYIO K
crekny” (137).

382 Chapaev 138

383 “ve got to get out of here, don’t you understand? | don’t want to spend all my life
stuck in here. Who's going to want me ten years from now?” (110). | “— A mHe oTcioaa
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While in the art therapy room, drawing Aristotle and conducting a philosophical
discussion about reality, Maria uses the window to look at the outside world —what he

believes to be reality—and attempt to prove it to Serdyuk.

“You want an explanation?” Maria asked in an unfriendly voice. “Come
over here and I'll give you one,”

Getting up from his place beside the door, he went over to the window,
waited for Serdyuk and then pointed outside with his muscular arm.

“See that Mercedes-600 standing over there?”

“Yes,” said Serdyuk.

“Are you telling me that's an illusion too?”

“Very probably.”

“You know who drives around in that illusion? The commercial director of
our madhouse. He's called Vovchik Maloi, and his nickname's ‘the Nietzschean’.
Have you seen him around?”

“Yes.”

“What do you think of him?”

“It's obvious. He's a bandit.”

“So think about it—that bandit could have killed a dozen people to buy

himself a car like that. Are you telling me they all gave their lives for

BbIATM HYXKHO, NOHAN? A He Xouy, YTOObl Y MeHSA 34eCb BCA *U3Hb NpoLlia. Komy a yepes
[EecATb NeT Hy»KeH byay?” (144).
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nothing, if it's only an illusion? Why don't you say something? Can't you

see where that leads?"”

“Yes, | can see,” Serdyuk said gloomily and went back to his chair.

Maria apparently felt a sudden desire to draw. Picking up his drawing-
board from the corner, he sat down beside the rest of us.

“No,” he said, peering through half-closed eyes at the bust of Aristotle, “if
you want to get out of here some time, you have to read the newspapers and
experience real feelings while you're doing it. And not start doubting the reality
of the world. Under Soviet power we were surrounded by illusions. But now the
world has become real and knowable. Understand?”

Serdyuk went on drawing without speaking.

“Well, don't you agree?”

“It's hard to say,” Serdyuk replied gloomily. “I don't agree that it's real.
But as for it being knowable, | guessed that for myself a long time ago. From the

smell” (107-108).38

384 “_ 06BbACHUTL? — HeapyXentbHo cnpocun Mapua. — Hy noiam cioaa, 06bACH!Io.
BcTaB co cBoero mecrta BO3/e ABEPU, OH NOAOLWEN K OKHY, AoXaanca CepatoKa u
NMoKa3a/l MyCKYJINCTOMN PYKOM HapYyHKy.

— BoH Bunguwb, «Mepceaec-600» ctont?

— Buy, — ckaszan Cepatok.

— Toxe, cKarkelb, MANO3NA?

— BnonHe BepoATHO.

— 3Haelb, KTO Ha 3TOM UANO3UK e34UT? KoMmMmepUuecKnii ANPEKTOp Hallero aypaoma.
3o08ByT ero Bosunk Manoii, a KAnMKyxa y Hero HuyweaHeu, Tbl ero Bugen?

— Bugen.

— Y70 0 Hem gymaelb?

— flcHoe peno, 6aHaMT.
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This window serves as a gateway to the outside world. Yet, to most of the inhabitants of
the ward, it does not matter. These men, with the exception of Maria, do not believe in
objective reality (or in the physical reality of the world they experience around them).
The window in Timur Timurovich’s office frames the conclusions of Pyotr’s
experience in the institution, and parallels Pyotr’s own approaching freedom from the
institution after he takes the “test for the assessment of social adequacy” created by the

Ministry of Health (318).3%°

| carefully closed the questionnaire and looked out of the window. | could see

the snow-covered crown of a poplar, with a crow perched on it. It was hopping

— TaK Tbl Nogymali — 3TOT 6aHAMUT, MOXKET ObITb, AECATb Ye0BEK YOUA, YTODbI TaKyto
MaLnHy cebe Kynutb. TaK YTO XKe, 3TN AeCATb YeI0BEK 3PA KU3HU CBOU OTAANN, €CN
3TO MAN3UA? YTO MonumMwb? YyBCTBYELW b, YEM AEe/10 NaXHeT?

— YyBCTBYO, — MpPaYHO CKa3an CepAatoK M BEPHYACA HA CBOW CTyA.

Mapusa, BUANMO, TOXKE OLLYTUA BKYC K PUCOBAHMIO. B3AB U3 yrna cBOM NAaHLWET, OH cen
PALOM C OCTa/IbHbIMM.

— HeT, — cka3an oH, NpULLYPEHHbIM IN1a30M BrNA4bIBAACb B 6tocT ApuctoTens, — eciu Tol
OTCHO4a BbIMTU KOrAa-HMOYAb Xo4ellb, HAaAO0 “ra3eTbl YUTATb M SMOLUM MPU ITOM
MCNbITbIBATb. A HE B PeaIbHOCTM MMpPA COMHEBATbCA. ITO NPM COBETCKOM BIACTU Mbl
UMK cpeam UNN3nn. A ceildac MUp CTan peaneH n nosHasaem. NoHan?

Cepatok mosiya pucosan.

—YTO0, HE cornaceH?

— TpygHo ckasaTtb, — otBeTMA Cepatok mpadHo. — YTo peaneH — He cornaceH. A uTto
nosHaBaem, A U caM AaBHO goraaanca. Mo 3anaxy” (141-142).

385 “_ dopmanbHOCTb, — cKazan Tumyp Tumyposud. — B MuH3apase Bce BpemMs UYTO-
HWMBYAb NPMAYMbIBAOT — WITAT 6ONbLLION, @ AeNaTb HeYero. 37O TaK Ha3biBaeMbl TECT Ha
NPOBEPKY COLMaNbHON aleKBAaTHOCTU. TaM MHOIO pa3HbiX BOMPOCOB, M K KaXK4oMy
npwuaaraeTca HECKONbKO BapuaHToB oTBeTa. O4MH OTBET NPaBU/IbHbLIN, OCTaNbHbIE
abcypaHbl. HopmanbHbIM YenoBeK pacno3HaeT Bce MrHOBeHHO” (395).



240

from one foot to the other, and snow was sprinkling down through the air from
the branch on which it was sitting. Down below an engine of some kind roared
into life and startled the bird. Flapping its wings ponderously, it took off from the
branch and flew away from the hospital—I watched it go until it was reduced to
an almost invisible black speck. Then | slowly raised my eyes to Timur
Timurovich, meeting his own attentive gaze.

“Tell me, what is this questionnaire needed for? Why did they invent it?”

“I don't know that myself,” he replied. “Although, of course, there is a
certain logic to it. Some patients are so cunning that they can wind even the
most experienced doctor round their little finger. So this is just in case Napoleon
decides for the time being to admit that he is mad, in order to obtain permission
to leave the hospital and inaugurate the One Hundred Days ...”

A sudden startled thought glinted momentarily in his eyes, but he
extinguished it immediately with a flick of his eyelids. “But then,” he said,
walking over quickly to me, “you're perfectly right. I've only just realized I've
been treating you as though you're still a patient. As though | didn't trust you
myself. It's terribly silly, but it's just my professional reflex response.”

He pulled the questionnaire from my grasp, tore it in half and threw it
into the waste-paper basket.

“Go and get ready,” he said, turning towards the window.
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“Your documents have already been prepared. Zherbunov will show you
to the station. And here is my telephone number, just in case you need it” (320;

emphasis added).38¢

Pyotr, looking out the window at the world into which he is about to enter, puts down
the test and questions why it needs to be answered. Timur Timurovich agrees that it is
unnecessary and he looks out the window as Zherbunov enters to release Pyotr into the
world beyond the window. As windows in previous literary mental institutions often
accompany moments of revelation and enlightenment, Pelevin subtly subverts this

connection as the two characters gazing at the window in turns agree on the irrelevance

386 “AKKypaTHO 3aKpPbIB aHKETY, A MOCMOTPEN B OKHO. 33 HUM Bblaa BUAHA 3aCHEXKEHHas
BEPXYLUKA TOMOANA, HA KOTOPOM cnpena sBopoHa. OHa nepeBanMBanach C nanbl Ha fany, 1
C BETKK, Ha KOTOPOW OHa cuaena, cbinanca cHer. MNoTom BHWU3Y 3apeBes KAKOM-TO MOTOpP
1 BCNYrHYA ee. TAXKeN0 Maxan KpbIbAMK, OHA CHANACL C AepeBa M NosieTena npoyb ot
60NbHULbI — A TNAAEN HA Hee, MOKa OHA He NPEeBPATM/IACh B /1€ 3aMEeTHYH YEepHYIo
TOYKy. [loTOM A MegneHHO NOAHAN rna3a Ha Tumypa TUMYpPOBMYA M HAaTKHYICA HA ero
BHMMATE/NbHbIM B3rNAL.

— CnywawTe, a A4NA Yero oHa BoobLe HY»KHa, 3Ta aHKeTa? 3a4em ee Npuaymanu?

— [la cam He 3Hato, — OTBETU OH. — XOTA, KOHEYHO, HEKOTOPbI PE3OH B 3TOM
ecTb. bbiBaloT 60/1bHbIE, KOTOPbIE HACTO/IbKO XUTPbI, YTO B COCTOAHUWN 06BECTU BOKPYT
nasibla AaKe OnbITHOro Bpaya. TaK YTo 3TO Ha TOT cAy4yaid, ecim HanoneoH pewunt
BPEMEHHO NPWU3HATb, YTO OH CymacLueaLWwnin, 4Tobbl NONYYNTb BOSMOMKHOCTb BbINTU U3
60nbHULbI 1 ycTpouTb CTo JHeMn...

B ero rnasax Bapyr MesibKHyNa Kakana-To UCMYyraHHasA MblIC/b, HO OH CPa3y *Ke
NPUXIOMNHYN ee BEKAMMU.

— XoTA, — CKa3an oH, bbICTPO NOAX0AA KO MHE, — Bbl COBEPLLEHHO Npasbl. A
TO/IbKO YTO NOHAN, YTO A0 CUX NOP OTHOLLYCb K BaM KaK K 60bHOMY. BbiIxoauT, A He
[0BepAto cam cebe. YKacHO rnyno, HO 3TO y MeHA NpodeccMoHanbHoe.

BblAepHYB aHKETY M3 MOUX PYK, OH Pa3opBas ee Ha ABe YacTu 1 6POCKUA B KOP3UHY ANA
Mycopa.

— WpanTte cobupanTech, — CKazan OH, OTBOPAYMBAACH K OKHY. — [JOKYMEHTbI yKe
odopmneHbl. HKepbyHoB goBeaeT Bac A0 cTaHUuKU. U B cnydae yero, moit TenedoH y Bac
ecTb” (397—-398).
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of the entire exercise they just undertook. As Pyotr’s efforts to convince Timur
Timurovich of his sanity and to achieve the enlightenment offered by Chapaev
culminate, the window—a physical feature—frames the entire exchange.

As Pyotr leaves the hospital after his release, he requests to see the window of
his ward: “Tell me, Zherbunov, where is the window of our ward?” (321-22). Zherbunov
answers him, “Third floor, second from the end, [...] There, you see, they’re waving to
you” (322). Pyotr looks up at the window, “I caught a glimpse of two dark silhouettes in
the window. One of them raised his open hand and pressed the palm against the glass. |
waved to them in reply and Zherbunov tugged rather rudely at my sleeve” (322).387 As
they exit the premises of the hospital, they pass through a garage where “An attendant
in a green peaked cap with two crossed riffles on the cockade was sitting behind a small
window; in front of it the passage was blocked by a boom made of painted iron piping”
(322).388 When Pyotr is released, the window to his ward becomes a way to look into the
hospital instead of out of it. He leaves behind two peers, more quickly than he may have

liked, as Zherbunov pushes him to go so that he will not miss his train.

Light

387 “— epbyHOoB, CKaXKu1Te, a raAe OKHO Hallel nanatbl?

— Ha TpeTbem aTarke BTOpoOe OT Kpas, — OTBETUN HKepbyHoB. — BOH, BUAMULLD,
MalyT Tebe.

Al yBugen B okHe ABa TEMHbIX cuayaTa. OANH U3 HUX NOAHAN NafOHb U
NPWUIOXKMUA €€ K CTEKNY. Al Nnomaxan Um B oTBeT. HKepbyHOB A0BONLHO rpybo AepHYA
MeHs 3a pyKkas” (400).

388 “CnysknTenb B 3e1eHOMN PyparkKe € BYMA CKPELLLEHHbIMU PYXXbAMM Ha KOKapae
cuaen 3a OKOLIKOM, nepes KOTOPbIM NOMELLAN0Ch Kakoe-To Kyuee nogobue wnarbayma
N3 KpalleHoW xenesHol Tpybobl” (400).
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Just as windows and color have played significant roles in the impact of the
institution on Pyotr, and on the patients within the previously studied institutions, now
we must turn to the light. Both windows and color are present at scene of Pyotr’s
release, but it is often light that leads him to moments of revelation, be they in and out
of his hallucinations or to his file held in Timur Timurovich’s office. The mental
institution narrative takes place during winter, when there is limited natural light in
Moscow. The mental hospital in Pelevin’s novel is often dark or dimly lit, but at times
natural light shines through windows into the building. Yet, it is natural light that wakes
Pyotr and brings his consciousness into the mental institution and presents the reader
with the first view of this narrative’s setting: “a narrow beam of sunshine was falling
directly on to my face. | tried to turn away from it, but that proved impossible. [...] up
under the ceiling there was a small barred window—the point of entry for the ray of
sunlight that had woken me” (28).38 Pyotr notices sunlight once more when he sneaks

out of his shared room in order to find and read his file.

| vaguely remembered that Timur Timurovich's office was located beside a tall
semi-circular window, which looked straight out on to the crown of a huge tree.
Far ahead of me, at the point where the corridor in which | was standing turned

to the right, | could see bright patches of daylight on the linoleum. Crouching

383 “ _MHe nNpAMO B ML Nagan y3Kui ayy conHua. [...] BbICOKO nog noTonkom 6bina
3apelleyeHHan GopToUKa, CKBO3b KOTOPYHO B KOMHATY Nagan pasdyamslinii meHs nyy”
(43-44).
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down, | crept as far as the corner and saw the window. | immediately recognized

the door of the office by its magnificent gilt handle (102).3%°

More often, the space is dimly lit. When Pyotr is taken out isolation, where he

was awoken by the sunlight, he is led into the hall and then into an office.

Barbolin gripped me by my other arm. They easily stood me on my feet and
dragged me out into the dimly lit, deserted corridor, which did actually have a
vague hospital smell about it, not unlike the smell of blood. | made no attempt to
resist, and a few minutes later they pushed me into a large room, sat me down

on a stool at its centre and withdrew (30). 3°?

The room in which Timur Timurovich’s experimental therapy occurs is also dimly lit.
After his turn in the chair, Pyotr returns to the physical space of the hospital from his
hallucination, noticing “the light changed to a murky gloom, which | realized came from

an electric bulb burning just under the ceiling. [...] Timur Timurovich’s thick lips

390 “Q cMyTHO NOMHWMA, YTO KabuHeT Tumypa TUMypPOBMYA PacronaraeTca Bo3/e Kakoro-
TO BbICOKOIO NMOIYKPYI/N10ro OKHA, CPa3y 3a KOTOPbIM BUAHA KPOHA OFPOMHOrO AepeBa.
Kopuaop, B KOTOpOM 5 CTOAN, Aa/IEeKO BNepean NoBopayYnBan BNpPaBo, U Ha IMHO/IeyMme
B 3TOM MECTe JieXKanu ApKue 6auku OHesHoz2o0 caema. MNpurnbascs, a gobpasnca oo
NoBOpPOTa M yBUAEN OKHO. [1Bepb B KAOMHET A ToXKe cpa3y y3Haa MO POCKOLUHOM
307104eHOM pyyKke” (134).

391 “Bapb0NMH NOAXBATUA MEHA NOA, APYrYIO PYKY; OHM NErko NOCTaBUAU MEHA Ha HOTU
N BbIBO/IOKAWN B NYCTOW 10aymemMHbill Kopuaop, rae AeNCTBUTENbHO Nax/i0 YeM-TO
MeOMULMHCKMM — MOXKeT ObITb, KPOBbtO. 1 HE CONPOTMBAANCA, U Yepe3 HECKO/IbKO MUHYT
OHU BTOJIKHY/IM MEHA B NPOCTOPHYIO KOMHATY, yCaAUAKN Ha TabypeT B ee LeHTpe U
ncyesnu 3a asepbio” (46).
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materialized out of the dim half-light, approached my forehead and planted a long, wet
kiss on it” (310).392 At times the perception of light becomes as important as the light
itself, as becomes apparent when the space is dark because Pyotr cannot see due to the

effects of the injections,

The effect of the injection was growing stronger and stronger. | could no longer
see anything around me, my body had become almost totally insensitive and my
spirit was immersed in a dull, heavy indifference [...] Timur Timurovich spoke a
word of greeting to the surrounding darkness and several voices answered him.
Meanwhile | was transferred to an invisible bed, a pillow was tucked under my

head and a blanket thrown over me (38-39).3%

In this passage, the critical role of the institution in Pyotr’s transcendence becomes
clear, as a safe, comfortable space for him to experience his hallucinations as if they
were nothing but pleasant dreams in his invisible bed.

Turning to the art therapy room, a space included in Timur Timurovich’s

treatment plan for his patients, the use of light continues. Pyotr “noticed that the walls

392 41 Jceem cmeHusica mycknol noaymemoti, UICTOHHUKOM KOTOPOM, KaK A BAPYr NOHA,
6bl1a ropeBsLUas Nog, NOTONKOM 3/1eKTpuYeckas namna. [...] OTkyaa-To us noaymemei
BbIN/IbIAN }KUPHble Ty6bl TuMypa TuMmypoBsuya, NpUbAU3UAUCE K MOeMyY 16y M NPUNAAU K
Hemy B 40/ITOM BNa*KHOM nouenye” (386—387).

393 “YKon pencTBoBas BCE CU/IbHEE — Al Y3KE HUYEro He BUAEN BOKPYr, Moe Teno
NPaKTUYECKN NOTEPASIO YYBCTBUTENBHOCTD, @ AyLIA NOrPy3nIach B TAXKENOE U Tyrnoe
6e3pasnumuume. [...] Tumyp TumyposuY N0340POBANCA C TEMHOTOM, U MY OTBETUNIO
HECKONbKO ronocos. MeHs Tem BpeMeHeM NePENoXUAN Ha HEBUAMMYIO KPOBaTb,
NOAOTKHY/IN MO MO0 FON10BY NOAYLLIKY U HAaKUHYAM cBepXy ogeano” (57-58).
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of the room were hung with drawings on small sheets of paper” (93).3° He is fascinated
by the art work, particularly his own as he does not remember creating it. He notices a
light in Volodin’s, “Here also there was a leitmotif —three dark blurred silhouettes
around a burst of flame, with a broad beam of light falling on them from above” (94).3%
Pyotr believes that this light is “an explosion in a campfire” (98).3% Volodin, offended,
explains that “it’s the descent of the light of heaven [...] can’t you see that it comes
down from on high?” (98).3°7 Pyotr later recounts a conversation he had with Chapaev,

in which they discussed heavenly light.

Our conversation concerned the Christian paradigm, and therefore we began
discussing its terminology. Chapaev commented on a passage from Swedenborg
in which a ray of heavenly light shines down to the bottom of hell and the spirits
who live there take it for a dirty, stinking puddle. | had understood this in the
sense that the light itself had been transformed, but Chapaev said that the
nature of light does not change, and everything depends on the subject of

perception. He said that there is no power that would prevent a sinful soul from

394 “Q Bapyr 3amMeTUN, YTO CTEHbI KOMHATbI yBELWaHbl PUCYHKaMM Ha HEBObLLIMX IMCTKAX
6ymarn” (123).

395 “3nech TOXe Bbla CKBO3HAA TEMA — KaKMe-TO TPU PasMbITbIX TEMHbIX CU/TY3Ta BOKPYT
BCMbILKM OTHA U Nagatowmii Ha HUX cBepxy cTtonb ceeta” (124-125).

3% “g3pp1B B KOCTPe” (130).

— 3TO CHUCXOXKAeHMe HebecHOro cBeTa, — OTBETWU/ OH. — Pa3Be He BUAHO, YTO OH
NPUXoAuUT UMEHHO cBepxy? Tam e crneunanbHo nogpucosaHo” (130).

397 «
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entering heaven—but it happens that it simply does not want to go there

(314).3%8

There are philosophical discussions of light, like this recounted conversation, throughout
Pyotr’s hallucinations. Light is hardly noted while Pyotr is in the mental institution, but
even there, it is linked to the divine by multiple characters. Pyotr, although he believes
the mental institution to be a dream, is ultimately brought by the means of the
institution into the sublime, which for him is death followed by entry into Inner
Mongolia. Without his time in the mental institution, Pyotr would not have had the
opportunity to engage with his wardmates and Timur Timurovich, which showed him, in
a more practical sense than his conversations with Kotovsky and Chapaeyv, that he
possessed the necessary power over reality to succumb to mortality and live on in

eternal nothingness.

Narration, Hallucination, and Transcendence

398 “y Hac 6bln Pa3roBOp O XPUCTUAHCKOWM Napagurme, 1 NO3TOMY Mbl FOBOPUAM B ee
TepmuHax. Yanaes KOMMEHTMPOBaN 0aHO MecTo 13 CeeaeHbopra, rae nyd HebecHoro
cBeTa ynan Ha AHO aJa M NoKasasaca AyLlWwam, KOTopble TaM KUBYT, 310BOHHOWM Nyxeit. A
MOHAN 3TO B TOM CMbIC/1E, 4TO TpaHCHOPMUPYETCA Cam 3TOT cBeT, a Yanaes cKasan, u4To
NPUpoOAa CBETa HEe MEHAETCA, U BCE 3aBUCUT OT cybbeKTa BocnpuaTua. OH CKasan, uto
HeT TaKMX CU/1, KOTOPbIe He MycKanun 6bl B pait rpeLUHyIo Aylly — NPOCTO OHA cama He
Xenaet Tyaa natn” (391).
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Having explored the elements of color, glass and windows, and light, that are
common to all of the narratives | have been discussing, it is important to note that
Pelevin’s mental institution is unique in its manner of presentation. With a first-person
narrator, a lot of description is left out. Only what Pyotr remembers, notices, or deems
important to his immediate situation is shared with the reader. There is no personage
who is not a patient in the mental institution to guide the reader through. This choice of
narration is a departure from all of the earlier works examined in this thesis. It alters the
reader’s interaction with the space of the mental institution by limiting what is shared
and communicating the feeling of imprisonment more directly. That said, when Pyotr
reads his file, which is written in third person about him, there is evidence that Pyotr is
indeed mentally ill and needs to be helped. Furthermore, Pyotr’s constant movement
between two timelines and identities, coupled with accurate facts about the 1990s,
which from 1919 would be an unknowable future, indicate that Pyotr does suffer from
hallucinations.

As mentioned earlier during one of Pyotr’s hallucinations described in this novel,
Chapaev encourages Pyotr to believe that various futures are attainable, including one
in which he himself does not exist.3% As Pyotr’s hallucinations continue, led by his
spiritual guide, Chapaev, he believes more and more in the rejection of, not only

societally enforced reality, but the rejection of all sensory and experiential reality and

399 “perhaps you will reach a future in which there will be no Furmanov — or, perhaps
you might even reach a future in which there will be no you” (77). | “BbiTb moXeT, Bbl
nonageTe B Takoe byayllee, rae HUKakoro ®ypmaHosa He byaet. A MOXKeET ObITb, Bbl
nonazgeTe B Takoe byayulee, rae He byaet Bac” (105).
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develops a preference for nothingness. As demonstrated by the conversation with his
wardmates about the reality of the Mercedes-600, Pyotr is enabled to cement his beliefs
in non-existence not only during his hallucinations, but as a lucid patient on the mental
ward. It is Pyotr’s final hallucinations within the confines of the mental institution’s
walls that lead to both his release from the facility, and his ability to free himself from

the external world at the end of the novel and to enter into Inner Mongolia.

“Ah, Petka, Petka,” said Chapaev, “I keep on trying to explain to you. Any
form is just emptiness. But what does that mean?”

“Well, what?”

“It means that emptiness is any form. Close your eyes. And now open
them.”

| do not know how to describe that moment in words.
What | saw was something similar to a flowing stream which glowed with all the
colours of the rainbow, a river broad beyond all measure that flowed from
somewhere lost in infinity towards that same infinity. [...] Or to be more precise,
the rainbow-hued stream was everything that | could possibly think of or
experience, everything that | could possibly be or not be, and | knew quite
certainly that it was not something separate from myself. It was me, and | was it.
I had always been it, and nothing else.
“What is it?” | asked.

“Nothing,” replied Chapaev.
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“No, not in that sense,” | said. “What is it called?”

“It has various names,” Chapaev replied. “I call it the Undefinable River of
Absolute Love. Ural for short. Sometimes we become it, and sometimes we
assume forms, but in actual fact neither the forms nor we ourselves, nor even
the Ural exists.”

[...]

“Now, Petka,” Chapaev asked, “how can you not be yourself when you
are absolutely everything that possibly can be?”
[...]

Without giving myself even a moment's pause for thought, | leapt to my
feet, ran forwards and threw myself headlong into the Ural.

| hardly felt anything at all; the stream was simply on every side of me
now, and so there were no more sides. | saw the spot from which this stream
originated—and immediately recognized it as my true home. Like a snowflake

caught up by the wind, | was born along towards that spot (308—310).4%°

400 “_ 3x, NeTbKa, — cka3an Yanaes, — o6bAcHAewWwb Tebe, obbAcHAewb. /Tlobaa dopma —
3To nycToTa. Ho 4TO 3TO 3HAUMUT?

- Yro?

— A TO 3HayuT, YTO NycToTa — 37O Jitobas dopma. 3aKpoit rnasa. A Tenepb OTKPOW.
He 3Hato, Kak onucaTb CI0BaMM 3Ty CEKYHAY.

To, uTo A yBuaen, 6b10 NogobMemM CBETALLEroca BCEMU LiBETAMM pasyr NOTOKa,

HENM3MEPMMO LUMPOKOM PeKM, HaUMHABLLENCA rAe-TO B 6ECKOHEYHOCTM M yXOaALLEN B
TaKyto e 6eCKOHEeYHOCTb. [...] a ele ToYHee — 3TOT Pady*KHblli NOTOK U Obln BCEM TEM,
YTO A TO/IbKO MOT NOAYMaTb AN UCMbITaTb, BCEM TEM, YTO TOJIbKO MOT/I0 BbITb UK He
ObITb — 1 OH, 1 3TO 3HA/1 HABEPHOE, He Dbl YEM-TO OT/IMYHbIM OT MeHA. OH bbin MHOIO, a
A 6b1n um. A Bceraa 6611 UM, 1 6onblle HUYEeMm.

— Y710 3TO? — CcnNpocuA 1.
— Hwuyero, — otseTnn Yanaes.
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Here, in a monitored hallucination, Pyotr learns that he is already both everything and
nothing, and gives himself over to the eternal whole. Embracing this enlightening
realization, Pyotr is able to enter eternity through the rejection of society, self, and all
external reality.

The novel ends with Pyotr outside of the mental hospital, but with all of the
knowledge he gained while in there and with an established belief in the primary reality
of his hallucinations. In situational rhyme, Pyotr returns to the location of the Musical
Snuffbox, the club he visited with Barbolin and Zherbunov as Cheka officers in 1919. In
both the opening and concluding chapter, Pyotr stands on the stage recites a poem and
attempts to shoot the chandelier in the middle of the room, after which shots ring out
from others’ guns. The second time, however, Pyotr is hit by a bullet, leading to his

physical death.

— [1a HeT, A He B TOM CMbIC/e, — CKa3an A. — KaK 3To Ha3biBaeTcA?

— Mo-pa3Homy, — oTBeTM Yanaes. — Al Ha3bIBAKO €ro YC/I0BHOM peKow
abcontoTHoM Nto6BK. Ecin coKpaleHHOo — Ypan. Mbl TO CTaHOBMMCA MM, TO NPUHUMaEM
dopMbl, HO Ha camom Aene HeT HU GOPM, HU Hac, HM aaxke Ypana. [losTomy 1 rosopart —
Mbl, dopmbl, Ypan.

[...]

— MNeTbKa, — cka3an Yanaes, — HY KaK Tbl MOXellb He O6bITb CO60M, KOraa Tbl U eCcTb
abCoNOTHO BCE, YTO TOIbKO MOXKET BObITb?
[...]

He octaBuB cebe HM ceKyHAabl Ha pa3ayMbs, S BCKOYMA HA HOTU, pasberkanca u
6pocuncsa B Ypan.

fl He NoYyBCTBOBAN NOYTU HUYErO — NPOCTO Tenepb OH Obla CO BCEX CTOPOH, U
NO3TOMY HUKAKMX CTOPOH YyKe He bblno. fl yBnaen To MecTto, rae HaunmHanacsa 3ToT NOTOK
— M Cpasy NOHAN, YTO 3TO N eCTb MOM HacToAwMn oM. CNOBHO NOAXBaYeHHasA BETPOM
CHE)MHKa, A noHeccA K 3Tol Touke” (384—386).
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At these words | raised Zherbunov's pen and fired at the chandelier. It
shattered like a toy on a Christmas tree, and a blinding electric light flashed
across the ceiling. The hall was plunged into darkness, and immediately | saw the
flashes of gunshots from over by the door where the canary-yellow gentleman
and the ruddy-faced young fellows had been standing. | went down on all fours
and slowly crawled along the edge of the stage, wincing at the intolerable racket.

[...]

A bullet knocked the small organ off its stand and it tumbled on to the floor right
beside me. At last, | thought as | crawled towards the wings, at last | had
managed to hit the chandelier! But—my God!—was that not always the only
thing of which | had been capable, shooting at the mirror-surfaced sphere of this
false world from a fountain pen? What a profound symbol, | thought, what a pity
that no one sitting in the hall was capable of appreciating what they had just
seen. But then, | thought, who knows?

[...]

A few gulps of frosty air restored me to my senses, but | still had to lean
against the wall—the walk along the corridor had been incredibly tiring.

[...]

| staggered across the courtyard and out into the street.

Chapaev's armoured car was standing exactly where | had expected to
see it, and the cap of snow on its turret was just as it should have been. The

motor was working, and there was a grey-blue cloud of smoke swirling in the air
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behind the back of the vehicle. | walked up to the door and knocked. It opened,
and | climbed inside.

Chapaev had not changed in the slightest, except that his left arm was
now supported by a strip of black linen. The hand was bandaged, and | could
easily guess that there was empty space under the gauze where the little finger
should have been.

| was quite unable to say a single word—it took all the strength | could
muster to drag myself on to the divan. Chapaev immediately understood what
was wrong with me. He slammed the door shut, murmured a few quiet words
into the speaking-tube, and the armoured car moved off.

[...]

“I see,” said Chapaev. “Anna sends her greetings. She asked me to give
you this.”

He stooped down, reached under the seat with his sound hand and took
out an empty bottle with a gold label made out of a square of metal foil.
Protruding from the bottle was a yellow rose. “And it seems that you promised
her some books or other.”

| nodded, turned towards the door and set my eye against the spy-hole.
At first all | could see through it were the blue spots of the street lamps slicing

through the frosty air, but we kept moving faster and faster, and soon, very soon
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we were surrounded by the whispering sands and roaring waterfalls of my dear

and so beloved Inner Mongolia (333-335).401

401 “C 31iMM cnoBamm A NOAHAN KePOYHOBCKYIO PYYKY U BbICTPEIUA B IIOCTPY.
OHa IoNHya, KaK eN04YHan UrpyLKa, U NoZ NoTO/IKOM MOJIbIXHY/IO OC/IENUTENIbHBIM
3NIEKTPUYECKUM OTHEM. 3a/ NOrpy3naca Bo TbMy, U CPasy XKe Yy ABepHU, rae CTosAn
KaHapeeuHbl rocnoguH 1 pyMaHble NapHU, 3aCBEPKAAN BCMNbILWKK BbICTPENOB. A ynan
Ha YeTBEPEHbKM M MeAJIEHHO NONO0A3 BAO/b Kpas 3CTpaabl, MOPLLACb OT HECTEPNNUMOrO
rpoxorta.

[...]

Myna cwmnbna opraHYMK ¢ NOACTAaBKMU, U OH WWAEMHYACA Ha MO COBCEM PAAOM CO MHOM.
HakoHeu-TO, Ayman A, N0A3A K Ky incam, HaKOHEL-TO A nonan B AtocTpy. boxe moli, aga
pa3Be 3TO He TO e4MHCTBEHHOE, HA YTO A BCeraa ToNbKO M 6bin cnocobeH — BbICTPeNUTb B
3epKa/ibHbIM Wap 3Toro ¢panblLMBOro MmMpa 13 aBTopyykM? Kakas rnybmnHa cumsona,
AYMan s, U KaK ¥ajb, YTO HUKTO U3 CUAALLNX B 3a/1€ HE B COCTOAHUM OLEHUTD
yBUAEHHOE. Bnpouem, aAyman A, Kak 3HaTb.

[...]

HecKoNbKO r1I0TKOB MOPO3HOro BO34yXa NPUBEAN MEHA B YYBCTBO, HO BCE PaBHO
NPUX0AMA0Ch ONMPATLCA Ha CTEHY — NOXOZ, MO KOPMAOPY OKasasca HEBEPOATHO
YTOMUTENbHbIM.

[...]

MowaTbIBasACh, A NpoLlen Yepes ABOP M BbIWEN Ha yauLy.

BpoHeBMK YanaeBa cToAN KaK pa3 Ha TOM MeCTe, r4ae 8 0Xnagan ero yBuaeTb, U
CHe)KHaf LWarnka Ha ero balHe 6bl1a UMEHHO TaKol, Kakol A0/1¥KHa bblsa 6bITb. Ero
MoTop paboTan, 1 32 KOCOM CTanbHON KOPMOW BMIOCb CM30e 061a4KOo AbiMa.
Job6paswunce oo Asepwu, A nocty4an B Hee. OHa OTKPbINACh, U A BNE3 BHYTPb.

Yanaes cOBEPLIEHHO HE U3MEHMWJICA, TOJIbKO €ro 1eBas PyKa BMCEA HA YePHOM
NoNOTHAHOM neHTe. KUCTb pyKM 6blna nepebnHTOBaHAa, U Ha MeCcTe MMU3UHLA NoA,
CNOAMM Mapau yragbiBanacb nNycroTa.

A1 6blN He B COCTOAHMK CKa3aTb HU €AMHOrO C/I0OBA — MOWX CUA XBATWU/0 TOSIbKO Ha
TO, 4TOObI NOBAaNUTLCA Ha N1aBKy. Yanaes cpa3ly NOHA/, YTO CO MHOM, — 3aX/10MHYB ABepb,
OH YTO-TO TUXO CKa3an B NEPEroBOPHYO TPYOKY, U BPOHEBMK TPOHY/ICA C MECTa.

[...]

— MoHATHO, — cKa3an Yanaes. — Tebe npmeeT oT AHHbI. OHa npocuna nepeaatb
Tebe BOT 3T0.

HarHyBLWWCb, OH NPOTAHYA 340POBYIO PYKY NO4 CUAEHBE M NOCTAaBMA Ha CTON
NycTyto BYTbINIKY C 30/10TOM 3TUKETKOM, CAeaHHOM U3 KBaapaTuka donbrn. U3 6yTbinkm
TOpYana entas posa.

— OHa cKasasa, YTo Tbl NoMMellb, — CKa3an Yanaes. — U elle, KaxkeTcs, Tbl
obelan e Kakne-To KHUTK.

A KUBHY1, NOBEPHY/CA K ABEpPM M Npunan K rnasky. CHayana ckBo3b Hero 6biin
BUAHbI TONbKO CUHME TOYKM GOHApen, MPope3aBLLINX MOPO3HbIA BO34YX, HO Mbl €Xanu
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As Pyotr experiences physical death due to a gunshot wound, he reenters his
hallucination in which Chapaev is his spiritual guide. Yet, there is still a sign of his
insanity—the yellow rose, a flower, in the color historically associated with madhouses,
which pervades his hallucinations. His physical death allows him to further embrace the
philosophy he learned in his hallucinations and to reject the external, physical world,
himself included, and to submit himself to the divine whole, known to him as Inner
Mongolia.

The mental hospital protects Pyotr from the outside world. It provides him a safe
space in which to exist, philosophize, and converse with other people where he does not
have to face reality. Instead, he is able to fully live in his hallucinations, until they (the
hallucinations) bring his philosophical understanding of the universe to a point at which
he is able to choose Inner Mongolia [death] over life in a world that is unwelcoming to
someone with his illness. Rather than cure Pyotr, Timur Timurovich and his mental ward
serve as an essential stage in Pyotr’s attainment of the eternal. If Pyotr had died without
allowing his hallucinations to lead him to Buddhist awakening, his death would not have
guaranteed his connection to the sublime. Without the protective shell of the mental
institution, Pyotr’s false personality would have either been forced to be suppressed or

would have gotten him killed under circumstances in which he was not prepared to

BCe BbICTpee — U CKOPO, CKOPO BOKPYT Y»Ke LWypLUaau NeCKM 1 LWymenun sogonaibl MUIOM
moemy cepauy BHyTpeHHelt MoHronnmn” (413-415).
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peacefully enter “the whispering sands and roaring waterfalls of [his] dear and so

beloved Inner Mongolia” (335).4?

402 “Cyayana ckBO3b Hero 6bIM BUAHbI TONIbKO CMHME TOUYKM POHape, Npope3aBLImX
MOPO3HbIN BO34yX, HO Mbl €Xanu Bce bbICTpee — N CKOPO, CKOPO BOKPYT YXKe WypLIanm
NecKku 1 Wymenu Boaonajbl MUIoi moemy cepauy BHyTpeHHel MoHronun” (415).
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6 Conclusion

For Pelevin, not unlike Nikolai Leskov’s oft quoted commentary that, “In ‘Ward
No. 6’ all of our customs and characters are portrayed in miniature. Ward No. 6 is
everywhere. It is Russia”*% in Chapaev and Void, all of Russia is, for Pelevin, “Ward No.
6.” As such, the mental institution is the place where Pyotr can accomplish three key
activities: He can engage all of Russian society as embodied in the other patients, safely
have his hallucinations, and transcend all reality (and enter Inner Mongolia) through the
rejection of his society, himself, and his reality through the guidance of his self-created
spiritual guide, Chapaev. In many ways Pelevin is the culmination of the literary
depictions of the mental institutions discussed in this project, but he is also the
subversion of all of them.

In Garshin, the narrative focuses on the experience of one patient confined
within its walls. This “ill one” receives a fate similar to Christian martyrdom through an
attempt to rid the world of evil by destroying three red poppies. The asylum that this
patient turned self-perceived martyr inhabits causes the hero pain, both physical and
emotional. Yet, this location is not only a place of incarceration for this man, but also a
place of liberation. It is the space in which he completes his self-professed life purpose

of eradicating evil from the world. It is where he dies, and his soul is set free to embrace

403 "Manate N 6" B MMHMaTIOPe N306parkeHbl 06LLIMe HaLlW NOPAAKM U XapaKTepbl.
Bctogy — nanata N 6. 910 — Poccus... YexoB cam He aymar, 4To Hanucan (oOH mHe
roBOPW/ 3T0), @ MeXAy TemM 3To Tak. Manata ero — 3to Pycb!"
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eternity. In his conversation with the doctor, the patient claims that he is everywhere
and always. His death allows him the privilege of entering eternity; the act of
transcending time and space. Garshin’s madhouse, although overcrowded and
insufficient for healing, is the instrument by which the individual is free to enter
eternity. When the physical body is confined, particularly in such gruesome conditions,
it requires spiritual escape. In a place where people are permitted to behave in ways
counter to societal norms, the patient is able to greet death through a quest that is
purposeful only to him.

Chekhov’s mental institution, although it is the one that supposedly “is Russia,”
proves to be somewhat of an outlier in the chain of influential Russian literary mental
institutions. Since Chekhov’s mental ward is a microcosm of all Russia, it is not as
obviously a uniquely powerful space, but instead a distilled version of a larger world. In
order to gain a glimpse of both reality and the eternal, one must go from the outside to
the inside. The visible suffering inside this mental ward uncovers the notion that such
suffering is largely universal outside the space as well. The institution forces the outsider
to experience this revelation, and the boundary between the inside and the outside
dissolves. Ragin is inside the building but looking at the world outside when he exclaims
to himself: “This is reality.” That comment could apply equally well to both the interior
space and the exterior space. Ragin’s descent into suffering and development of
compassion, indicates that the mental ward is nonetheless a special place, perhaps a
distillation of all the evils of the broader world outside. To attain a full comprehension of

reality—specifically of the power of suffering, and the possibility of evolution toward
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compassion, Chekhov seems to say—may require one to be on the inside of the ward, as
a patient.

Bulgakov’s mental institution stands in stark contrast to the mental institutions
of the previous century. He presents a utopian space, the only space in all of Moscow
where people are safe from the insanity unfolding all around them (or in society). Its
state-of-the-art, utopian qualities stand out against the dysfunctional Moscow on the
outskirts of which it is located. Yet, were it not for this physical location, with its unique
qualities, neither the Master, nor lvan would have had a safe space in which to process
their lives and the story of Pontius Pilate. While Moscow is the unrealized Soviet Dream,
the psychiatric clinic is the unattained, utopian ideal of the Soviet Union. Ultimately, the
mental institution is the space that links the two main narratives and allows the Master
to be set free from life and Ivan to be set free from the task of writing inauthentic and
antireligious poetry. This mental institution brings with it both access to divinity and
aspirational characteristics of Soviet space—industrialization, modernization, and
mechanization.

In Chapaev and Void, Pelevin integrates and engages with all of these elements
that have come before, but he does something very new with this same physical space.
The same physicality leads to something nuanced and novel within this tradition—a
transcendence that is dependent upon the individual who attains it. There is no clear
higher power as in Garshin and Bulgakov, with their Christian themes. It lacks the
nihilism of Chekhov’s hopelessness: it is almost Chekhovian because it lacks acceptance

of Christian belief, but it has prominent religious overtones. These religious overtones
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are eastern and, as a result, they are all dependent on the individual and what is inside
rather than on the external structures or beings. Yes, Pyotr has a spiritual guide, but this
is a guide that he has created in his own mind and who only teaches him how to turn
further inward and reject the external world. Pelevin’s means of accomplishing the
process of the individual returning to the whole is through madness and the mental
institution. Pelevin, in his use of various physical traits of the mental institution adapted
from his predecessors, creates a new Russian literary mental institution—one presented
through the fog of hallucination and the philosophical teachings of Buddhism. Yet, he
attributes the same, preexisting power to his space—it enables its inhabitants to access
the sublime. Pelevin depicts “New Russia” and provides its inhabitants with a new
solution through the adaptation of Buddhism and embracing hallucinations, thereby

subverting expectations of the mental institution set by his predecessors.
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Note on Translations

For this project, | used the following English translations.

“The Red Flower,” translated by Liv Tudge. | found that this version read closer to the
Russian than the other translations that | could access via our library and the internet.

“Ward No. 6,” translated by Constance Garnett. There is always debate about her
translations, but | often prefer them to more recent translations.

The Master and Margarita, translated by Diana Burgin and Katherine Tiernan O’Connor. |
chose to use this translation for several reasons. First, many translations of this text from
Russian into English have been undertaken by many individuals far more talented at
translation than | am. | found this particular translation to possess the most balance
between direct translation for meaning and consideration of style. To me, this version
reads the smoothest, in the most natural English, without losing the meaning of the
Russian. While some other translations translate some names, words, and syntax more
directly, | found their use of syntax in English bulky and uncomfortable to the extent of
losing the meaning they had so carefully identified. In addition to proving to be the most
practically and stylistically useful, this translation is the first version of The Master and
Margarita | ever read. As such, it is the very text with which | fell in love and the one that
incited my long descent into the madness that is undertaking a PhD in Russian Literature.
As this project primarily employs close reading to accomplish its goals, at times it was
necessary for me to translate a word or phrase directly from the Russian for the benefit
of my non-Russophone readers. Therefore, when noted, the translation is my own.
Otherwise it is the work of Diana Burgin and Katherine Tiernan O’Connor, to whom | am
grateful for their marvelous contribution to the cannon of Russian literature in English
and inspiring my 17-year old mind to continue studying the Russian language no matter
how impossible it seemed at the time in order to one day read this text (over and over
and over again) in the original Russian.

Buddha'’s Little Finger, translated by Andrew Bromfield. This translation is not ideal, but
it is the only one available and | am not a better translator.

In all instances, | made note of issues with the translation when relevant to my analysis.
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