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ABSTRACT

The satirical novel is of;en characterized as a minor
genre e: -ibiting such unappealing qualities as moral nihil-
ism,?pessimism, alienatioﬁ,.énd a cynical, even Hysterical
tone. To correct this negative view of twentieth-century
satire, and to assist in its‘recognition (for there 1is* a
certain reiuctance to study modern satire), this tbesis

discusses four satirical novels: Jaroslav Hasek's The Good

Soldier 8vejk and His Fortunes in the World War, Mikhail

Bulgakov's The Master and'Margarita, George Orwell's Nineteen

Eighfy—Four, and Kurt‘Vonnegut, Jr.'s Breakfast of Chéﬁpions.
in the Introduction,‘a brief preview of contemporary
satire and satire criticism is followed by a discussion of
the definitions of'satiré and_ﬁhe satirical novel, and of
irony, parody, grotesque, caricature, and period terms. Then

comes an exposition of the pmweblem of targets and norms.

-

The section closes with a jﬁstification of the choice-of the

four works .

‘Chapter II offers a study of HasSek's The Good Soldier

Svejk as an anti-militarist satire. The targets of satirej

the devices and narrative strategies are studied with the

aid of Mikhail Bakhtin's concept of carnivalized literature,

leading to the isolation of two txées of satire: pplitical

satire and the satire of human nature. They issue from the

pﬁrveyo; of .both—S3veijk.

Chapter III advances a still controversial view tha:x

.



Bulgakov's The Master and Margarita is a satire. This view

is supported by an analysis—of the satirical targets and
devices, and thematic elements—that leads to the novel's

classification as a metaphysical satire.

Chapter IV identifies Orwell's 1984 as an anti-utopian

satire that attacks totalitarianism but still exhibkits a

streak of misanthropic satire as well. It differs from other

anti-utopias (We, Brave New World) because of its impassioned

advocacy of rationalism.

Chapter V recognizes Vonnegut's Breakfast of Champions

as 1 recent American attempt at serious satire 'largely over-

locked by American critics. An anti-American_satire in the

tradition of Mark'fwain, Ambrose Bierce, and Slnclalr Lew1s,
the novel ‘satirizes the American way of life and other evils.
At the same time it documénts, in the manner of a Bildungs-
roman, the nérrator’s ultimate victdry over nih}lism and
fatalism. ) _ N |

The Conclusicn relates the four satires to a model of
satire implicit in the Introduction and based on a combina-
tion of criticism and humour. It also éuggests a thematic
classification of satire into sub-genres ("anti—miiitarist,'
"metaphysical," and so on). Finally, it fejects the claim
that twentleth—century satire is negatlve, by demonstratlng
that the evidence of the four works points to the opposite
conclusion. Twentieth-century satire, then, offers not only

a diagnosis of what is wrong with the world, but also supplies



4

a prescription: the overcoming of evil with the help of

popular wisdom (sfasek), love (BulgakoQ), sacrifice (Orwell)

RSO

and awaifcness (Vonnegut).

’
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There are Lrilliant satirists
today, whose names will be
celebrated 1n the tuture.

— Quintilian

AL PupQOSU and Qrganication

The purpese of this work is Lo examin. four twentioth-
century satire: som o the point of view of recent satire
criticism. These: four siatires, o =atirical novels, are as

rollows: Jaroslav Hasok's The Good Soldier §vo7k and His

ortunes in the world War, Mikhail Bulgakov's The Master .and

Margarita, George Orwell's ineteen Eighty-Four, and Kurt

Vonnequt, Jr.'s 3reakfast of Champions.

in order to familiari;c the reader with recent Satire'
criticism, I start wisth a brief preview of contémporary
satire and Satire criticism, and with a discussion of‘some
problematic issues of satire theory, such as the definition

A}

0f satire and the problem of the éatirical novel. This
discussion is complemented by a clarification of terms that
are often used in various ways by various crifics:‘terms such
as irony, parody, grotesque, caricature. I then proceed to
clarify period terms, such as classical, traditional, moaern,
and twentieth~century. The folHé;ing section ccncentrates
on the problem of targets . ' norms in satire, Fiﬁally, I
offer a justification of - o yice of the works I studied,
to cloge the introductory chapter. The four chapters that

follow are compriséd of studies of the four- novels. Tn the

concluding chapter, I apply the critical ideas discussed in

49



the introductt o to the four tyro s of sative, o sunanarioe
ny findings.
B. dontemporary Satire and fatire Jritlicism: A Creview

(A
r‘w}

»osatirical novel is oa comparatively mlnor genre,

and has never, perhaps, had a wide popular appeal.” James
sutherland 1s particualarly disenchanted with the Fnglish

. . . . . 2
satirical nevel of this century, a time when "meral nihilism”

N
w

all but causes satire to Lecome "i1noperative. on the

~ntrary, Northrop Frye tells us, 1t 1s the lnnate nihilism

v . . 4 :
of satire, reactionary and wrong-headed, that cur wue "can

'- I|D
put to a rdvolutionary use.

. . 6
ours 1s a "satirical age,”

And while recognizing.that

Robert C. Elliott warns us that

1t could be hardly called "an age of great satire,"” and 1its

7 Similar

great authors are not "preeminently satirists.”
sentiments are voilced by Gilbert Highet8 and Leonard
Feinberg.9 At the same time, all the above-mentioned authors
contribute to the unprecedented critical interest in satire.
The poetics of satire which has Leen worked out "to a large

extent"lo is the work of recent decades. It is hardly sur=-

prising, though discourag‘ng, that, in their works, scholars

do not pay as much attention to twentieth-century satire as

it warrants. Thelrs are the pioneering studies of "the

my ths, the qpnventions, the schemata that underlie and even
shape all satire,"ll or the analyses of the "devices, the
rhetoricél tricks and subterfuges, the particular symbols

and displacements," and of "the apolocia, irony, various



personac, asc el ste it s Tike that of the satirist

b

vld

satirlas
The  mifold approches to satire  the ar “hetypal, the
historical, the :hetorical, and the auathropralecical are
| L3
described and evaluated by Gerald W. o'Conn , )
conciudes that ho single approac . "can fully ac omod te the
14

diversity and complexity of the genre." Jons que ly, he

advocates a wmovement "away from critical monism to critical
: . lllb ~™ - - 11 'C
cclecticism. The maln representat.ves studied vy O'Connor
are torthrop Frye, Edward Ww. Rosenheinm, r., Alvin B. Kernan,
and R. C. Eklliott; they represcnt the four approached.
Leaving now, for a while, Anglo-American criticism,

we can supplement O'Connor's 1ligt of critics with Mikhail

'

Bakhtin who, in a work about Dostoevsky,lb a classic struc-

-

tural study, has formylated a theory of satire (menippea, or
renippean satire, as he calls 1t) in a broader framework of

serio-ccmic genres and ~arnivalized "literature. The nore’

orthodox 2xample of the class-approach of Marxist criticism

1s visible in Georg Luké&cs's Zur Frage der Satire (1932):17

Lukacs believes that satire is not a species of literature,

but a creative method (eine schépferische MethodelB). Fur-

thermore, satire as a part of the general aesthqtic category .
cf the comical, modelled on older.works (Meredith's Essay on
Comedy and Bergson's Laughter), appears in the works of

Marxist critics B, Dziemidok19

and Yury Borev.zo However,
the tradition of the linguistic, semantic, and.structural

studies initiated by the Russian Formalists has survived in

N
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the work of Aleksuander Bereza.

In Germany the'bheoretiéal discussion of satire has
been bound to the analysis of the satirical text. The gener-
alizations about satire have been arrived at only after
close feading of satire or satires: Helmut Arttzen Studieé
the satire of Robert Musil,22 Kiaus Lazarowiczlposits a crazy

world of satire (Verkehrte Welt23) on the basis of examples

drawn mainly from the eighteenth century; he is c¢riticized
for his generalization about thé crazy world by Ulrich Gaier
in a work in which a.prpfound analysis of satirical writings
1s preceded by‘studies of Neidhart, Wittenwiler, and Brant.24
The last work successfully proves that aesthetic

theories that so far have excludet satire from the closely
guarded precincts of literary art are no longer vaiid.25

The effort Eo make satire legitimate, to have a fresh look

at the older works, and to provide guidance for the study of
contemporary satire is the result of the last twq decades
(predominantly the"sikties) of critical scholarship devoted

to the study of satire. oOur understanding of satire, and

conseguently our respect has heen enhanced to the point

where Highet's or Feinberg's admissions ("satire is not the
greatest type of llterature") sound unnecessarily apologetic.
But could it be that unprecedented outburst of

critical interest in satire has L=en unrelated to the no 1le:s
. . . . L. . <

fascinating "revival" of sa. ic.._ writing in our century?

Far from bécoming "inoperative, as James Sutherland says,

satire has revived in this century, Alvin B. Kernan believes,27

- - T T e e o Gkt 2



"as tirst-rate authors began to work again in this qenro."ZB
The large, obvious, and dangerous target that caused this
revival 1is, according to Kernan, "the fatuously simple
belief in progress, progress based on some form of material
improvement, on scientific achievements, and on wildly
optimistic assumptions about human nature and history."29
Thus, Kernan finds each satirical age devoted to the attack
on a few varied and complex targets:

The prophet Jeremiah exposed the stiff-necked pride

and worldliness of Jews; Aristophanes the dangerous

reliance on human reason of the fifth-century

Athenians; Horace and Juvenal the power-seeking and

self-indulgence of the Romans of the early Empire;

Erasmus and Rabelais' the pomposity and muddledom of

the scholastics; John Skelton and Ben Jonson the

proud boast of Renaissance man to make of himself

and his world whatever he willed; Dryden, Pope,

Swift, and Voltaire the Enlightenment's unexamined

belief in the inherent goodness of man and socliety;

Byron the Romantic identification of man as a

purely noble and spiritual creature for whom the

body was only unimportant baggage.30

We shall find that "progress" is by no means the only
target of importance for the modern satirist, but it ‘is hard
to dispute its importance; in one form or another, explicitly
or implicitly, "progress" turns up among targets attacked
more frequently than any other.

Kernan does not mention the fact that some satirical
ages inspire the critics more than others. Thus, for
example, the brilliance of eighteenth-century satire.still
casts such a powerful spell over the critics that contempo-

rary satire, twentieth-century satire, is shunted aside, or

given less priority. This led Gerald O'Connor to say -that,

6



untortunately, the criticism of satire scems to have "taken

'
5

up permanent residence 1in ic cighteenth confury.""1 While
this preference may be based on sound reasons, the depreca-
tion of twentieth-century satire takes on, at times, an
unreasonable tinge, as when a critic complains that works of

Orwell, Waugh, Vonnegut, Auden, a-” others "appeal to a

32
waL

limited audience, an astonishilng assertion considering

the phenomenal popularity of some of the authors. What 1is

less encouraging still 1s that many satires go unrecognized

. L. . 33
as such, and are, consequently, not criticized as satires.

O'Connor calls for new criteria for critical judgement, so

that writers like Albee, Burgess, Vonnegut, Donleavy and

. e L 3
others can be recognized and criticized a= satirists. 4

While a number of studies have appeared since the time of

35

O'Connor's plea, the task is far from finished. And the

present work can be considered as one which tries to Jleal

with the préblem of broadening the field of study.

C. Issues in Satire Theory

1. Definition of Satire

While a student éf literature can rejoice at the
number and the quality of criticai'works.that he can use for‘
an analysis of a work of satire, he is at the suame élme
driven to despair by the bewildering array of terms that
seem to bear the mark of originality of their maker but also
réquire of the same student obedient forgetfulness of ety-

mology .+ Consequently, repetition, or stale imagery is often

I e T R



a welcome relief., Thus Matthew Hodgart talks about "the

n36

Protean body of satirical literature, and Leonard Feilnberg

warns us that satire "is such a protean species of art that

no two scholars use the same definition or the same outline

w3/ David Worcester has a chapter entitled

Il38

of ingredients.
"The Proteus of Literature. And Ulrich caler, agreeing
that satire is a Proteus, nevertheless identifies the ﬁuthor,
Carl Friedrich Flégel,39 who was the first to use the term.
Because, as Feinberg says, "no two scholars use the

+

same outline of ingr. lients," it is hardly possible to
escape the common courtesy of extending to the reader a
4clarificatlon of my usage of some critical terms together
with some information on the current usage of these terms.
Such clarification will concern firstw.Qf all the problem of
the definition of satiré; then, a related problem of fic-
tional satires, or satirical novels; further, a dlscussioﬁ
of key terms like "irony," "caricature," "classical,"
"traditional," "modern," "twentieth?century," and, finally,
a brief discussion of the problem of th? "norm," or "norms"
in satirical literature.

Gerald O'Connor assumes that satire "exists as a
literary genre, the real problem being not‘in finding it but

w40

in defining it. And, according to R. C. Elliott, this is

because no "strict definition can encompass the complexity
of a word which signifies, on one hand, a kind ofvliterature,
and on the other, a spirit or tone which expresses itself in

41

many literary genres." Under "kind of literature," Elliott




arranges the formal verse satire; consequently, satirical
prose would fall under the category of -"a spirit or tone
which expresses itself in many literary genres." Elliott

himself begins the definition with one written by Dr.

Johnson: "Satire is a poem in which wickedness or Folly is
censured," and adds that "more elabcrate definitions are
42

rarely more satisfactory." The opposite of the elaborate

definitions 1s a working.defrinition of the type offered by’

Feinberg: "Satire is a playfully- c¢ritical distortion of the

43 w44

familiar." It is also "an amorphous genre. Northrop

Frye takes it to mean "a tone or guality of art which we may

find in any form,"45 and posits the two-.things that dre

essential to satire: "One is wit or humour, the other an

6

object of attack."? But Edgar Johnson believes that there

. 4 o 4 . :
1s only one essential: criticism; / for even laughing satire

1s laughing-at,.not merely irresponsible laughing."48 It is

"criticism getting around or overcoming an obstacle."49
Edward W. Rosenheim, Jr., the representative of the "histor-
ical" approach, starts with the notiorn of "attack": "All

\

satire is not only an attack; it is an attack upon discern-

ible, historically authentigaﬂprticulars;"50 And he uses

the word "spectrum" to encompass satire which lies between

rhetoric and comedy.51 In his Anatomy of Criticism, Northrop

52

Frye enlarges dpon his earlier definition: The word

"satire" means "a stru?tural principle or attitude, what we

3

"have called a,mxthos";s, tiis is further equipped with a

qualification, a)qgstinétion between specific literary forms




(prose and verse satire, both named "satire") and the v
mentioned attitude:

As. the name of an attitude, satire is, we have seen,
a combination of faritasy and morality. But as the
name of a form, the term satire, though confined to
literature (for as a mythos it may appear in any

art, a cartoon, for example), is more flexible, and
can be either entirely fantastic or entirely moral. 54

In The Plot of Satire, Alvin B. Kernan admits his

indebtednéss to Northrop Frye.5$ At thé same time he

respectfully declines to use Frye's terminology, preferring

what he takes to be the "more traditional critical terms."56

Therefore, Frye's "myths" are Kernan's "genres," and Frye's
"genres" are Kernan's "modes."57 ﬁowever, Kernan parts with
tradition himself, contributing to the criticism~of~3atire a
number of familiar terms that he continues to thoroughly

Xﬁe of the key terms with which Kernan operates

are plot, action, and dullness. _“Du}lness," we learn, is

requalify. S

“that quality of mind and being which is the subject of The

|158

Dunciad. It is not only "inertness, the ponderous move-

ment, and the vacant stare; it is busyness, briskness, and

39 Kernan's "action" 1s an "essential

active quality in a satife;"GO it is a "verbal quality,

pertness as well.

anterior to any perticular word and unlocalized in any single

shape or éubsgance."6l Flnally, the meaning of "plot":

The term "plot" should not carry with it any pre-
scription for a particular kind of agency, linkage

of events, or type of -action; it should only point
toward that aspect of a literary work which involvest
movement and the relationship of parts occurring at
different points of time.62

The reader who is not impreSsed‘by Kernan's argument

10
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for "plot," and who finds Kernan's parlance somewhat esoteric,
might nevertheless be impressed by his "practical criticism."
Kernan's design to capture the elusive movement, the flux of

happening in a Satirical work, his search for the essenflal-

are, no doubt, quite legitimate critical concerns, but

elevate "movement" to a position of the greatest importance
for a satirical work, one might ask?

The rhetorical apbroach to satire often takes a
blunter form of an inexorably logical statement: the art of
‘the satirist is an art of persugéion; persuasion is the
chief function of rhetoric; therefore, satire 1is a department
of rhetoric.63 So puch for James Sutherland. Maynard Mack

takes the same position, but goes further in identifying

°

satire: "Rhetorically considered, satire belongs to the
category of laus et vituperatio, praise and blame.v:"64 Con-
sequently, the chief function of satire 'is to teach.65 But

the theoretical significance of Mack's approach is limited

to fermal verse Satire.

Surveying the various defihitions df.satire, and the
'no less numerous arguments'about thé genre, Patricia Meyer
' Spacks asks: ‘

Is satirs - genre at all? Attempts to define or

~ descriue 1t as one frequently founder; descriptions

" which sezem pl:oasible in theoretical isolation. turn
out to be useless in dealing with actual satiric
documents. 66 ‘

What is* more, Alvir = < 2rnan illustrates also that the

opposite can be tr.=. implausible description may lead

to an impressive ar:li: . a satirical text.



\

Under these circumstahces .it is hard not to pledge
alleglance to a pragmatic Statement of R. C. Elliott, one of
the leading scholars of satire criticism, who in The Power
of Satire excused himself from a thorough discussion of the
defind-tion:-

Satire is notoriously a slippery térm, designating,
as 1t does, a form of art and a Spirit, a purpose
and a tone—to say nothing of specific works of art
whose resemblance may be highly remote. My use of
satire throughout will be' pragmatic rather than
normative; that is it will comprehend responsible
uses of the term as I encounter them. I shall

. depend upon context and qualifying terms to convey
the relevant sense of satire intended at any given
time.67 ‘

My own view of the problem.of definition is akin to
O'Connor's. I do think we are dealing with a gemre; perhaps
a peculiar genre, but a genre nevertheless®. The fact that
it is not possible (so far) to define this genre in a manner
that would satisfy everybody does not seem to trouble those .

who, like me, embark upon the study of,?articular satires.

However difficult the description, we ‘are not really- com-

pletely in the dark about the essentials of satire. These

fall into two categories: criticism (Dr. Johnson's "censure,"

Frye's and Rosenheim's "attack," and Mack's vituperatio);
™~

and humour of the widest pOSSLbIé variety (from Frye's "wit"

to bléck, or g@lldws humour) . Admittedly, there are works

where humour is rare, but in general these two essentials

; «
are'not\atspﬁégP\ The agreement on those two essentials is

a minimal requirement that can clear the way for the pragma-

tism announced by Elliott, or the eclecticism advocated by

.

12
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in the sense that a formal verse satire would be

O'Connor: positions which seem reasonable for the study of

works "whose resemblance may be highly remote."”

2. The Satirical Novel
s

Debate of an entirely different kind concerns the

"

particular problem of satirical fiction, especially the

satirical novel. In a‘novel, Leonard Feinberg tells us,
satirists usually "subordinate the satire to the étory."Gg
Satire seems to require a light and closed form, and the

novel 1s open-ended and large, Matthew Hodgart thtnks;69

he draws a conclusion that "no full-length novel is likely

“to be ;satirical throughout, and indeed not one axample among

w0

the classics comes to mind. And Wyndham Lewis says that

"no work of fiction, however, is likely to be only 'satire',"
.71 Does

*

this mean that it Would not be possible to speak a out a

satirical novel as a satire? Not so. There are two possi-

billtigs; either we have a novel in which satire is truly
only an element, when we talk about satiric "touches," or

L . 72 . .
satiric "coloduring," or we have a satire, a genuine

2] o

literary form, possessing its own "peculiar power," and some

hallmark of its own-—"in structure, substance, style, or

motive—which allows us to classify the work in its entirety

wl3

as 'a satire'. A look at the identifying features of

Rosenheim's'fsatire" tells us that we can realistically

expéct‘only the last one, admittedly the most nebulous of

the four mentioned, namely the motive, to be present in every

“

and

13



satirical novel. For this reason, I would prefer Northtrop
Frye's "tone," "quality, of art," "attitt\;de,"74 lnasmuch as
1t would not exclude "all the writers who haye ignored the
models but have preserved the tone and attitude of satire."7S
If it be true ;hat satire, like a disembodied spirit, "may
take a literary form,"76 then it may also take the form of a
novel. Consequently, that novel may be called a satire.
Adopting R. C. Elliott's pragmatic approach does not
conflict with O'Connor's "critical eclecticism," as Elliott's
intimation of "following the text" shows: "Every work is

entitled to its own donnée. Why not consider Gulliver in

its own terms, sui generis, working out from the text its
77

own presuppositions, 1ts own assumptions?" Still Elliott

o <Y
is reluctant to take the plunge, fearing the untold dangers
inherent in the procedure. His timorousness can be checked
with the help of Wayne C. Booth's temerity: "if we let the

work (in its implicit genre) be its own rule—maker, we can

be open to makings in all modes, without surrendering to

complete relativism,“78

In my sthdy of the four noveds, I shall assume that I

am dealing with satires (supported by the theory of Rosenheim

and Frye), and shall discuss them accordingly, aided by the
possibility of cri%}cal, perhaps even creative, eclecticism,
in the pragmatic fashion initiated by Elliott. Infmy view,
then, considering the novels as satires, I have to reject
Feinberg's -argument about the subordination of satire touthe

story: there are, after al~ :*-ories subordinated to satires

14
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(or elsc 1984, to mention only one example of many, would be

tirst and foremost the love story of Winston and Julia,

"

which it 1s not). Hodgart's argument (no novel is satirical
"throughout"), seems to me even less persuasive: for what
does he mean when he says "throughout"? -That there are

chapters, or paragraphs, or even sentences which are non-

satirical, "straight"? Does not, for example, Don Quixote

have an underlying unity of satirical ﬂurpose (satire of
chivalric literature, or chi?alric ethos) which throws light
on even the novel's digressive pastoral ard allegorical
elements? And wh@at of the satiric attitude and motive?
Granted that, as Lewis says, no wofk of fiction is likely to

be "only" satire: could this not be said of other genres as

‘well? Aand even if it could not be said of any other genre,

it would still be a positive, rather than a negative feature.
Having saiq this, I recognize.the génuine concerﬁ of these
crifics for a more reSpoﬁsible use of terminology: their
fears do contribute to a mopé discrimin-ting approach. What
follows, then, will deal with the usage of some more key

terms.

3. Irdnz

Discordant variety is not owned exclusively by the

‘;arger problems of genre, definition, and the satirical

novel. It is noticeable in the critical discussion of

. - Ty
satirical devices as well. With regard to irony, which I am
=V Ay

obliged to consider a satirical deviée (whatever else it may



be for any other purpose), we can depend on the excellent

work of Wayne C. Booth, A Rhetoric of Irony. Basing his

work on Norman Knox's The Word TIrony" and Its Contexts: -

1500-1755, D. C. Muecke's The Compass of Irony, and Kierke-

gaard's The Concept of Irony, among others, Booth mentions

the many transformations of "irony.f Before the eighteenth
N
céntury, irony was a rhetorical device, and by the end of
the Romantié period it had become a grand concept, a synonym
for romanticism, even an esséntial attribute of God. In our
century, it 1s a mark of all g.od literature, and Kanneth-
Burke has made it into a kind of synonym for comedy, the
“"dramatistic," and for dialectic. Finally, it has been used
"to cover just about everything there is," Booth tells‘us.—/9
small wonder if ‘satire criticism happens to reflegt
the general trend. We can see David Worcester, in The Art .
of Satire, reeling under the accumulated weight of meanings
that have accrued to irony. He divides irony inté two dis-
tinct>groups: "Irony, the Ally of Comedy," and "Irony, the
. Ally of Tragedy." Among the former he includes "verbal
“irony," Mirony of manner," and an ironic character, ingénu.
Among the latter belong gdramatic irony," "romantic irony,"
apdlcosmic irony." For Worcester, irony is a flash that
iii&minates the "artifices of our author in accumﬁlating a

charge antagenistic to his apparent purpose."so

With irony,
then, "a third dimension is added to 1. -erature. One read-

81

ing is never enough." Using fearlessly martial imagery,

Northrop Frye tells us that irony "is a kind of intellectual

16
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<

tear-gas that breaks the nepves and paralyzes the muscles of

\\

everyone in its vicinity, an acid that will corrode healthy

P4

as well as decayed tissues."
For Luigi Rirandello, irony is but a verbal contra-

dicticn "between what the writer says and what he wants
3

3

understood"; that is »essentially, the. first meaning of

the word given by The Oxford English Dictionary: "A figure
<

of speech in which the intgnded meanfng 1s the opposite of

that expressed by the words used"; here, it appears, little

disagreement could be expected. wever, 1rony, like the

sublime, is a term "that can stand for quality or gift in

the speaker or writer, for something in the work, and for

somethiny that happens to the reader or auditor."84 More-

over, there are many kinds of ironies; Booth catalogues ther,

and divides them first into two main groups: stable and

unstable ironies, each of those being further subdivided into

stable-covert-local, stable-overt, and unstable-overt-local,

unstable-covert-local. A group apart are the infinite é

instabilities. With this classification Booth deals with a
thankless task, since the division of the various groups, or

degrees of irony, is designed to account fc- thc degree of

recognition of irony by various readers. I: .zder .to do

this, Booth recorstructs representative passages that illus-

trates the various types of intended ironies. Thus, my own

need of reconstructing ironies in the satirical novels has

been well served by W. C. Booth's excellent work.ss
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4. Pa x‘odx

Ot no less import (although in this work I do not use
all these terms), 1s the group of terms that deals cither

with "the device of incongruous imitation and deflationary:

- . . _ . . 86 N .
treatment of serious themes for satiric purposes,” that 1s,
terms like "parody," "burlesque," and travesty," or with a

Y Y »

group which deals wf&h distortion of a different ki:

"caricature" and "grotesque.™
Parodyv, we are told, especially literary or critical

parody, belongs "to the genus satire and thus performs

w37

i

Parody JE

|

double-edged task of reform and ridicule.
sometimes used interchangeably with burlesque and travesty.

Accordingly, David Worcestér in The Art o:i Satire does not

spcak of parody, but of burlesque, which to him is "satire

Ly com: Son."88 In the same chapter (that devoted to bur-

w89

{
lesque), ne also discusses "grotesque satire. In Gilbert

liighet's The Anatomy of Satire, parody has a prominent place

as well, as "one of[the most delightful forms of satire, cne

of the most n: ural, perhaps the mostksatisfying, and often

I —-

the most effective. It springs from/the very heart of our

\

sense of comedy, which is the harpy ggfcegpion of incon-
gruity."9o Nevertheless, he adds, "parody 1s not rerelw

w91

distortion; and mere distortion is not satire. That

parody 1s imitation that strives toward a comical effect is

7

indisputable, but parody can be seen also as =+vlization

with a hostile tendency, a vehicle of re-intergp-otation and



re-evaluation, and as a catalyst of literary change. These‘
further views were contributed by the Russian Formalists,92

why were "at their best in dealing with what might be called
Q;Ztation mark techniques—with parody and stylization,

'laying bare' the artifice and destroying the illusion of

reality.”93 The WQrk of Yuri Tynianov,94 Mikhail Bakhtin,95

and also Viktor Shklovsky aﬂd Borié Eikhenbaum, is an impor-
tant contribution to the understanding of parody: Tynianovh
for example, studied parody as a caﬁalyst of Iiterary change,
a "regrouping of the old elements."96 For Bakhtin, parody

ié one of the "metalinguistic phenomena,"97 and he explains

a chéracteristic feature of these phenomeda:

. in all of them the word has a double-
directedness—it is directed both toward the object
of speech, like an ordinary word, and toward .
another word, toward another person's speech. 1If
we are not aware of the existence of this second
context of the other person's speech and begin to
perceive stylization or parody in the same way that
ordinary speech—which is directed only toward its
object—is perceived, then we will not understand
the essence of these phenomena: we will mistake -
stylization for the style itself, and will perceive
parody merely as a poor work of art.98

. Recently, when A. Morozov, a Russian scholar, called
, for tﬁg definition of parody as a genre,g9 J. G. Riewald
compiained about the Eontinuing and‘interchangeable use of
"parody,” "burlesque," "parica£ure," and “travesty," which
‘urs and impoverishes the meaning of these words.lOO
70 date, the most satisfying Attempt tQ clarify these
téfms is the'work of Henryk:Markiewicz, "On the Definitions

of Literary Parody." Here, Markiewicz makes the following



distinctions: ;

PARODY SENSU LARGO: comical recast or imitation ¢ °
literary model;

PARODY SENSU STRICTO: comical exaggeration and
condensation of the features of the literary model;

LOW BURLESQUE: comicality of discrepancy between
serious subject and low style;

HIGH BURLESQUE: comicality of discrepancy between
common oi)trifling subject and high style;

TRAVESTY: close imitation:- of the plot with details
~and style changed, or close imitation of the
pattern of style and composition of the rnodel, with
change in content. ‘

5. Grotesque and Caricature

Let us turn now to another pair of terms, "grotesque"
and "caricature," that occur in satire criticism, as well as
in my work. Here too, the Russian scholars contributed some

of the most provocative studies, especially in throwing

/

light on the term "grotesque." "Modern satire is permeated =

.102 *

with the grotesque, Leonard Feinberg tells us in a

special section devoted to the phenomenon in his book. Among
the examples of the grotesque in modern satire, he mentions

tﬁé\attempted rape of a wooden statue in Ginter Grass's The

~—

Tin Drum, the cofbées\andkggneral parlors in Evelyn Waugh's

The L= % One, the horror of Nathanael West's Day—of-the

Locust, Kafka's Metamorphosis, and other works. He also

mentions Constance Rourke's definition of the grotesque as a
"mediggﬁbetween terror andlaughter,"lo3 and Ernst Kris's

statement that the "psychology of the grotesque is based

.
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largely on the sudden and surprising relief from anxiety-

which leads to laughter\."lo4

05

The grotesque stylel 1s studied by Boris Eikhenbaum.

Its requirements are as follows: .

”
o
2,

- - . that the. situation or event being described
should be enclosed in a fantastically small world

of artificipl experiences . . . that it be com-
pletely isolated from reality at large and from the
true fullness of the inner life, and, second, that
this should be done not with a didactic or satirical
intent, but rather to make it possible to play with
reality, to.break up its elements and displace them:
freely, so that normal correlations and associations
(psychological and logical) will prove inoperative
in this newly constructed world, and any trifle can
grow to colossal proportions. It ig only in the
context of such a style that the faintest flicker

of genuine feeling can take on the appearana~ of
something earth-shaking.106

"It is a characteristic device of grotesque texture to set
forth minutiae while pushing into the background things that

w107

J
would seem to warrant greater attention. The disclaimer

of "satirical intent," understandable in the work that

108

Eikhenbaum actually analyzed, can nevertheless be rejected

on the grounds that the grotesque style does~figure prom-
inently in satirical works, that is, work with a satirical
intent.

The narrowly cent#ed’work of Eikﬁenbaum can be con-~-
trasted with the all-embracing wofk of Wolfgang Kayser, The

Gfotesque in Art and Literature. Evolving from the specific

meaning as a piece of ornamental art, "grotesque" became, 1,

the end of the eighteenth century, synonymous with "odd,
unnatural, bizarre, strange, funny, ridiculous, caricatural,

etc.,"109 says Wolfgang Kayser. We learn that the word, like

—



"irony," applies to three different realms: "the creative
process, the work of art itself, and its reception,"llO and
that Kayser's final interpretation of the Jrotesque is this:

"AN ATTEMPT TO INVOKE AND SUBDUE THE DE.IONIC ASPECTS OF THE

L1111

WORLD. He recognizes two basic types of the grotesque:

the "fantastic" and the "Satiric."llz

The individual and
historical idiosyncracies can be. defined only by’means of
structural analyses, and these would always find new
materiai.ll}

A Serious,crit@cism of Kayser's views was advanced by'

M. Bakhtin in his book, Rabelais and His World. Seeing the

twentieth century as the time of "a new and powerful revival

w114

of the grotesque, Bakhtin notes two contradictory lines

of developmenf "of this genre":llS the first is the

"modernist" form (Alfred Jarry), connected with the Romanti?

tradition, and under the influence of existentialism: the }

second 1is the realist grotesque (Thomas Mann, Bertolt Brecht,

i

Pablo Neruda), related to the tradition of realism and folk

culture, and reflecting at times the direct influence of

116

carnival forms. Bakhtin finds Kayser's definitions alto-

117 and particularly unacceptable to him are

gether gloony,
the trai£s of the grotesque that Kayser found essential:
"something hostile, alien, and inhuman."ll8 On the‘contrary,
Bakhtiﬁ Sees grotesque based on the "principle of.laughter
and the carnival spirit."119

Kayser télls us that caricature—"as well as satire

(which is related to it)—has much in common with the

—~
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grotesque aqd may even help to pave the way for it."lzo

Accordinglyz he suggests not only a relation among the three,
but also a kind of interpenetration which makes the job of
identifying them quite difficult. And here is how Leonard
Feinberg deséribes the operation of caricature:

Caricature in literature operates by choosing an
objectionable quality, attributing it to an
individual or a group, then describing the victim
only in terms of that disagreeable characteristic.
In carrying out this process, oversimplification is
the basic requirement.l121

Alvin B. Kernan goes further: "We never find characters in

nwl22

satire, only caricature, to which Feinberg reacts with

the statement that "the more profoundly a character is

developed, the less likely he is to be a character suitable

wl23

for pure satire. In literature, as in pictorial art, we

find that caricature can be divided into various degrees  of
distortion. Of this kind is the typology of Christoph
Martin Wiéland, worked out in 1775:

(1) true caricature, "where the painter reproduces
natural distortions as he finds them," (2) "exagger-
ated caricature, where, for one reason or another,
he enhances the monstrosity of the subject without
destroying its simil. rity to the model," and

(3) "purely fantasti - caricatures, or grotesques in
the proper sense, where the painter, disregarding
verisimilitude, gives rein to an unchecked fancy
(like the so-called Hell Bruegel) with the sole
intention of prévoking laughter, disgust, and sur-
prise about the daring of his monstrous creations
by the unnatural and absurd products of his
imagination."124 .

To summarize, my reaction to the definiktions and usage
of all these terms is an awareness of the complex nature of
the terms: the kind of responsibility Elliott advocates for

"satire" in the Introduction to The Power of“Satire.125




1

6. Period Terms

Before tackling.the thorny problem of the norms in
satire, a few words about my use of the terms for the

periods: "classical," "traditional," "modern," and "twenti-
eth-century."

Comparisons between (what I would call) traditional

and modern satire were drawn by P. K. Elkin in The Augustan

Defence of Satire:

The fundamental difference between the Augustah and

modern approaches to satire is that whereas Pope

and his contemporaries saw man as a free and .

responsible agent, capable of ordering his life and

society in the light of reason, we tend to think of

him instead as impelled by all sorts of forces from

within and without, from his own personality and

society, which he is powerless to control—at best

he may slightly alter their direction.l2
.To me "Augustan" is "traditional," that is, based on, or
continuing with, or inspired by the "classical" satire of
Horace, Juvenal, Persius, Petronius, Lucian, and Apuleius.
While I would reserve the term "classical" for the latter
group of satirists and their works, "traditional" would mean
an ideal or "synthetjc" type of satire distinct from "modern"
and "twentieth-century." For Elkin's "Augustan" is also a
synthetic type, encompassing the wide spectrum, the untidy
satiric farrago of the Augustan Age.

In Elkin's usage, "modern" is what "we" tend to think
of things, that is, the term reflects our contemporary
. . a

approach. But when did "we" start te think "modern"? 1In

the twentieth century? Or in the nineteenth? Or, perhaps,
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" really in the eighteenth? Because it is impossible to
pinpoint "modern" with historical exactitude, I would use
"modern" as Elkin does, in contrast with "Augustan" or
"classical," or "traditional." All twentieth-century
satires that I discuss are "modern." But not all "modern"

satires were written in this century. The term "twentieth-

century? is, fortunately, self-explanatory.

7. Targets and Norms of Satire

Since one of the purposes of satire is to criticize,
it should be obvious to the reader what is being criticized.
Satire should not have to be interpreted by the critic to
the reader. anard Rosenheim, Jr. insists that the readef
should be able to point gut the individual, group, institp—
127 .

tion, custom, belief, or idea which is under attack. In

satire, the fictional constructions have definite referents
in the real world. For the targets of satires are not

a

fictions. They or the objects they represent exist or

128 ,And the illusion of fiction is

existed in reality.
ineviﬁably_broken as the reader recognizes the satiric
target.
. But what are the implications of this (historical) .
dpproach? Itvis possible to attack a‘specific target from
different vantage points, but the target is a priori an
"object worthy of satire as far as the satirist is‘concerned.

The‘implications of this are twofold. First, the satiric

target has a model, an ideal counterpart. For example, a
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éorrupt official who is the target of satire has a counter-
part in a mocel official, a warm human being, an understand-
ing‘man whose mission it is to serve people wholeheartedly.
An unbearable po%itical system has a couﬂterpart, as in
Orwell's 1984, in a humane political system, an unrealizec
(and perhaps unrealistic) idealized form of socialism, as’
Wyndham Lewis suggested.129 Second, this counterpart is
given normative value by the satirist.

The ideal counterpart i; the norm from which the
satiric target is an aberration. This point should be clear,
but it seem; it is precisely the area of the norm that
creates difficulties for the student of satire. I believe

that these difficulties spring partly from the satirists'

uncertainty and ethical relativism, and partly from what

Wayne C. Booth terms the morality of elitism,l30 found in

B 4 .
some satirists, critics, and lnterﬁmeters_of satire.

Satire Newslétter;lsl a magazine that readily

responded to -the céntroversial\issues'of literary criticism
of satire, organized a symposium in 1964 to deal with the
problem of norms in satir 132 The participants were asked

to respond to this question: "Is reference to moral norms

essential to satire?" Fourteen scholars took part, including

most of the well¥known critics of satire. Disregarding the
predictable, obligatory range of opinions, one is neverthe-
less Struck by the confusion generated by this qﬁestion;

While it is true that the.qeustion was posed in a way that

could encourage misunderstanding, some representative
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responses are included here to illustrate how the critics
grappled with the question of norms.
R. C. Elliott133 answered the_ guestion by ‘turning on

the word reference: "Reference to the moral norms is not

essential to satire.”" A commonsensical opinion. After all,

in his A Modest Progosal Swift never says that cannibalism

is wrong on moral giounds, it is understood Insﬁead,»the
question should have been:. Are moral norms essential to
satire? And indeed, judging by their responses, most
scholars understood the question ih this way. Therefore,

Norris W. Yates ‘said:
True, "norm" is a tricky word; it may legitimately
mean either "average performance" or a model of
what ought to be rather than what is. . . .
Controversies over whether a satirist has or has
not used a norm usually arise from differences on
extraliterary grounds over whether his norm is
valid . . . theoretically, a norm may be non-moral
and wholly implicit; in actuality, satire nearly
always involves morality and therefore its norms
must be moral norms. 134 : .

~

Yates's:. answer made it evident that without norms satire

would not exist. "Norm makes the satire satiric," as

135

Northrop Frye says. But Edward Rosenheim, Jr. suggested

that:

There are also some satirists whose "norms" or
assumptions do not lie in the substratum of common
belief—however modest the "commonality“ may be—
but whose satiric performance follows from premises
that are novel, totally unorthodox, even terrify-
ing. To make such premises clear and even mini-
mally sympathetic is a very tough Jjob. Satirists
rarely tackle it, and even more rarely succeed.
(Swift, for one, brings it off in the ninth chapter
of A Tale of a Tub—~—which is what makes that chap-
ter so difficult and so triumphant.) It is not
surprising that most satirists are content to

27
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exploit the standards which they and their readers
implicitly share. It is not surprising that they

address themselves to an audience which is able ta
recognize folly and vice by the simple exercise of
good sense and an instinct for decency.llsz

;

A more contemporary example of the fype of satirist that

!
Rosenheim is talking about is William Burroughs, whose work

is filed under the category of The Nauseating Wallowing by

h.137

Wayne C. Boot Burroughs' work pretends to be safire,

but it is a pretension that is nevertheless to be taken
seriously. The norms there are homosexuality, drug—ﬁaking,
extreme anarchism, and so on. But granted such unorthodox
satirists exist, they are not the main reason for the
difficulties the critic encounters. Ellen Douglas LeyBurn

sensed the difficulty in the change of the satiric mode of

writing:

It seems to me that the difficulty for the critic
comes from the fact that the disturbed sensibility
of our time is producing a superficially satiric
mode of writing which' is fundamentally different in
purpase from most of what has been embraced by even
so catholic a term as "satire." We are confronted
'with a body of works which seem to be cast in the
tone and manner of satire and yet not to have at
all as object the gudgement which satire has
hitherto implied.l 8 '

Leyburn's observation harks back to Elkin's belief

that there is a lack of saeva indignatio in modern saFire.

Althougg it would seem that evén a superficially.satiric work
cannot avoid judgement, since passing judgement is inherent
-in satiré, Leyburn found fhat the change of satific morphdl~
ogy\makes the job of identification especially problematic.

139

This. is an important point. Roman'satire, which had such’
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gr influence in the eighteenth century, does ndt hawve for
us the status of a model or paradigmatic example, one that
could standardize satiric expressions. And so it becomes
possible to ask of a work: Is this a satire?

It is possible to understand "norm" as an alternative
to an evil shown in satire. This is the view of Philip

140

Pinkus, who has in mind a "visible moral norm"141 in- the

sense of, apparently, a positive example juxtaéosed to the

-evil shown in Satire. He goes on to say that satire "is not
in the reform business. Its purpase, ultimately; is the
Same as that of any other art, to bring awareness. For that
purpose moral norms are not absolutely necessary."142

There is a consensus among the critics that satire is
no loﬁger in the "reform business.” That much is clear from
Leyburn's, Elkin's,‘and Pinkus's statements. But to contend,
as Pinkus does, that moral norﬁs’are ”not-absolutely’
necessary" indicates a misunderstanding of the whole issue.

143

Alvin Kernan, like Pinkus, has also confused norms with

positive examples presented in satire:

Our: definition of;satire should not, .I believe turn

on the presence of norms but rather on patterns of

futility and grotesque shapes created by the

actions of duntes who relentlessl{ believe - that

they have achieved the opposite.l4d4

The symposium would have unanimously projected a sénse

of helplessness had it not been for the brief contribution
of Northrop Frye.145 Without Frye, one would have been left

with the mistaken impression that a moral norm is some sort

of positive example introduceéd into satire in much the same



way as Gogol, in Dead Soul .. ows the successfgé“landowner
Kostanzhoglo; Cervantes, t. -2ntleman in Gr Qr Swift,

Don Pedro of Gulliver's last voyage. Frye clarified the:
issue:

Of course the moral norm is inherent in satire:
satire presents something as grotesque: the gror
tesque is by definition a deviant from a norm: ‘the
norm imakes the satire satiric. , This is a very -
different thing from saying that the satirist must
"put something in" to represent a moral norm. It
is the reader who is responsible for "putting in"
the moral norm, not the satirist. The satirist may
simply be representing something as grotesque and
appealing to the reader's sense of the norm in
seeing it as such. Or the satirist may be opin-
ionated, wrong-headed, or malicious, ‘in which case
we may accegt some of his moral norms and reject
the rest.ld

If, as I have sﬁg@ésted,‘the norm is‘the counterpart
of the satiric target, it is possible to imagine that a
reader could dispute the positive value of this inherent,
implicit counterpart. For that particular reader, such
disagreement would tHen nullify the satiric value of the
target, ;he satiric attack. If, in Goncharov's Oblomov, the
idleness'of the main character is the traditional sigsfic

target, but at the same time this very idleness (undér a

more acceptable name, say, non-involvement) appeals to us as

readers; we are bound to side with Oblomov against, his fic-
ti%nai counterpart Stolz. It will be Stolz who will seeﬁ\to
us to be a more deserving satiric target. His unfeeling
practicality will personify the evils of rationalism, and of
the now unfashionable expansiocnary indﬁstriaiism, while his

counterpart, Cblomov, will personify the virtues of serene
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contémplation of the universe.

In The Critical Path,l47 Northrop Frye voices his

idea of the use to which a reader can put any literary work.
This idea is tied to what he has to.say about the moral norm,
but 1t amplifies soméwhat,his previous statement;

Nobody's work is inherently rerlutionary or

reactionary, whatever the wrifer's own views in

his lifetime: it ic the use made of the work which

determines what it is, and any writer may be

potentially useful to anybody, in any way.

VWhyﬂwas it so important to-bring the symposium on
norms into this study of satire? What is the practical sig-
nificance of the problem of;the norm? Wayne C. Booth tells
us about the "fantastic exploéion of controversies about
readings that has occurred in the last few decades."149
Satire happens to be one of the more fertile grounds for
controversies, disputes which stem from the decoding or
reconstruction of irony;' For modern satire relies almost
exélusively on irony. If we do notfknow or are unsure of
the norm t;at is implied invthe text, we have to rely on the
narrator. But the reliability of the narrator has become
questidnable; not only of obviously unreliable narfators,
but also of those who until recently were considered quite

reliable.lso

Consequently, an understanding of the problem
of the norm is essential to the student who struggles with

the co%plexities of modern satiric'writing;\ But essential

/) -

S 7 .
as no doubt it is, the same schclars who dre not quite sure
about the norm are still able to write perceptive and help-

ful studies of satire. This indicates that misunderstanding



one element (albeit an essential one) in a complex satiric
‘ork does not necessarily invalidate a particular reading.

| While cracking the code is not a very happy metaphor,
the reconstructions of satires very often resemble, in the
unravelling of ironies,(phis complex and cryptié activity.
At the same time a truly great satire is more than the sum
total of finely-read ironies; it is the expression of a basic
dissatisfaction with the stéte of things, a dissatisfaction

convey . in an art form in a most forceful way. 1t 1is,

therefore, the opposite pole to the aestheticall§ pleasing

and rapturous pole of literature.

D. The Works to be Discussed: Justification of Choice

In stuaying the satirical novels of HasSek, Bulgakov,
Orwell, and Vonnegut, I had two purposes in mind: to
recognize these works as satires and, secondly, to study
‘them with the awarenéss of the recent accomplishments
achieved in the criticism of satire. None of the four novglé
i; unknown, or requires justification for study; indeed, they
all have sufficient intrinsic merit to warrant a close study.
However, not all are known predominantly as satirical works

(particularly Bulgakov's The Master and Margarita and Vonne-

gut's Breakfast of Champions), and not all have been criti-

cized in a manner that took into consideration the recent
offering of the various approaches to satire (particularly

HasSek's The Good Soldier §vejk, but partly the other novels
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as well). It is true that in this century, so rich in
satires, I could have chosen other works too. Yet each of
. “the four novels represents a wider trend in twentieth-century

satire: the anti-militarist, the metaphysical, the anti-
151

utopian, and the anti-American. And, underlying  these
Jartoplan ; g

trends is the important fact that each of these satires 1is
addresSed to a crucial period in the history of this century.
Thus, Haéek'slnovel appears after the Great War, an e;ent
that, aé;ording to many, ushered in the "modern" age;
Bulgakov's novel was fipished after the time of.the Great
Terror, a time that is still growing in significance;
Orwell's novel emerges from the painful awareness of évil
demonstrated by the Second World War; and, finally,‘the
novel of Vonnegut, our only qonteﬁpopary writer who speaks
for our time, appears toward the end of the American
involvement in Vietnam, a war with great conséquencés in £he
political life of Americans. |
But while éome of these déscrippions might embrace a
clear tfend, the four satires by‘no means_exhaust {(nor do
they attempt to) the rich variety of’twentieth-century
satire. ‘That satire in this century has become highly
indiv%QUaliild’and‘?iSO highly personal is a fact that we
have ﬁo come to te#ﬁs wiEh.- If there is something else that
unifies or ‘ties tqgether these satires,hit must be, despite
éheir variogs ?;iéins and epgchs that estfange them, the- .
wimgortance thét ﬁhey have already demonstrated, their almost

palpable achievement as masterly models or pioneering
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ventures: an achievement to which the best testimony is the
growing critical and popular interest.

Stephen Jay Greenblatt, in Three Modern Satirists:

Waugh, Orwell, and Huxley, concludes that despite the fact

that all three satirists have "witnessed the same historical
develppments, lived thr ‘h the same national and inter--
national crises, been influencgd by the same culture, grown
up in the same society,"152 their works reflect "a remarkable

w153 a1y

diversit§\of interest, prejudice, and temperament.
that unites them is their conviction Ehat "thefe is something
dreadfully wrong with society"154——a Statement that, of ‘
course, would apply to my selection of satirists as well.
Hardly less important, the four novels, in their own
satirical way, also sketch a fragmentary but nevertheless
often penetrating picture of the intellectual history. of our
time. However, whatever other virtues these works possess,
and whatever other approaches have been or could be made to
them, the starting point for my studies is satire: It is,

therefore, the satiric funétion of these novels that is of
the greaﬁesﬁ import Ep/ﬁgt\ -,
This last point, then, leads me to restrict my study
‘to a basically two—prongéd inquiry: what is being satirized
(a stﬁdy of the targets of satires and the views of human
nature implicit in them), and how it is satirized (a study .
‘of devices, narrative strategies).‘,Consequently, thé last
chapter will take into considérétion these factors in‘order

to establish whether or not the four satires have anything



in common (group characteristics or individual distinction),
and what is new ("modern") in them, and finally\ what is
modern satire's view of the human situation based on the

\

four works.
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CHAPTER II

JAROSLAV HAZSEK'S THE GOOD SOLDIER SVEJK:

ANTI-MILITARIST SATIRE

36
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Jaroslav Hasek's unfinished novel, The Good Soldier

§vejk and His Fortunes in the World War,l emerged from the

aftermath of the Great War as one of the greatest satiric
novels of this century. It is an anti-militarist satire,

written “ter the-anti-militarist novel of Henri Barbusse,2

but before the novels of Erich Maria Remarque and Louis-
. Ferdinand Céline.3 One of Hasek's chief concerns is to
ridicule the Austro-Hungarian monarchy, a concern shared by .

Robert Musil4 and Franz Kafka, his compatriots in the

-

Austrian Empire. HasSek's work presages much of modern satire,

and it is not surprising that'his name crops up in discus-

5

sions of Joseph Heller's Catch 22~ or Vladimir Voinovich's

‘The Life and Extraordinary Adventures of Private Ivan

6

Chonkin.

The stature éf Hasek's novel in world literature can
be measurea;by the number of translations.and adaptations,
and the nﬁmber of comparisons, as a litérary type, that Svejk
stimulates. As for the latter, not onlyAhaQerimilarities
been suggested to Dostoevsky's PFinqe Myshkin,7 and Sancﬁo
‘Panza, but also to GoncharoQ's Oblomov'.8 §vejk?s folksy
character has been compaﬁéﬁ to Tyl Ulenspiegél and Nasreddin,
and the narrative manner haé'been likeped to that of

Tristram Shandy9 and Fielding's Tom Jones. Svejk's speech

reminds some of Dickens' Sam Weller, and~§s a comic type he
is likénedvto HansWurst,‘Falstaff, Lazarillo de Tormes, Gil'’

Blas, and others. In its attitude to waf'and other momentous

historic events, The Good Soldier has also been comparéd to
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Grimmelshausen's Simplicius Simplicissimus, as well as to

Voltaire's Candide. ' The latter wofk, together with Diderot's

Jaques le fataliste, is mentioned in relation to phi losoph-

ical aspects of HaSek's work. Then, too, the exaggerations
of §vejk's comedy bring to miqd Swift's Gulliver; and the

scatology is reminiscent of Rabelais' Gargantua and Panta-

gruel. Finally, Svejk has also been compared to such tragic
characters as Faust, Hamlet, Don Juan, and others.

The £ranslation that brought the novel to the
attention of the outside world was Grete Reiner's translation
published in 1926 in Prague for the considerable German

10 yax Brod, the biographer of

11

community established there.

Kafka, had the highest praise for the novel and, together

°
'

with other German writers of Prague—Egon Erwin Kisch, F. C.
Weiskopf, Louis Firnberg, as well as the Marxists Karl Krei-
bich and Kurt Konrad——brbught it to the atteqﬁion of German
readers and thus guaranteed its unusually early success
abroad.12 - :, | o L .
It seems that the nbvel ié eﬁinently suitablé for
dramatic adaptatiéhs: the first'drématization and_berformance
took place in 1922, after only a few installment had been

13

published. The dramatization by Erwin Piscator (1'927),14

and also Bertolt Brecht's Schweyk in the Second World War

(1943)15 illustrate both the attraction of the novel as a

potential theatrical play and the deep interest exhibited by

German readers ‘and theatre—‘goers.16

" In the context of Czech l;terature, The Good Soldier

4 —
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is a worthy addition to the vigorous tradition of satiric
writing that began with the fourﬁeenth—century satiric adap-
tations of the Decalogue17 and the seventeénth and eighteenth-

century Satire on Four Estates (Satira na CtyFi stavy).18

During the tumultuous period of national revival in the
-nineteenth century, a number of satirists appeared, sharing

a common revivalist goal: the establishment of an autonomous
'Bohemia with the impliéd dismemberment of the Austro-
‘Hungarian Empire. An epigrammatic form of satire containing
virulent and vitriolic attacks on the Monarchy and the Church*
was developed by Karel Hévliéek Borovsky (1921-1856) ; he and
Jén Neruda (1834-1891) appear to be the fathers of modern
Czech satire. Near<thé end of the 'eighties appeared Josef

Holelek's anti-militarist novel Bloodless Pictures from the

War (1887), with some similarity to The Good So‘ldiér.19

As some of his stories show,2O Hasek, a voracious
reader, could not remain unaffected by his favourite authors,
Maxim Gorky and Mark Twain.2Y But the greatest single

"~ influence on The Good Soldier was without any doubt the

Great War iFself. This war ﬁshered in the modern age and

set the staééwfor the debut of a truly modern kind of satire,
The rapid whirl of change transformed the world and tﬁis
whiri,'anshort but explosive era of transition;.bebaﬁe,the
focus of'Haéék's'aEténtion, particularly the change as
reflected in the consciousness of the Czech'%ffpie whom he
‘knew so intimately.

That Hasek mahaged to contribute to Czech literature
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—~and possibly even to world 1iterature22——an original type
of literary character, an "idiot of genius" ("genialnd{

23 yas noted by Ivap Olbracht. This character's

idiot"),
popularity and influence "spilled over" into real life,
giving birth to the sociological phenomenon "Svejkism"

(Svejkovina), a term which refers to the peculiar ability of

the Czechs to sabotage an authoritarian regime by imitating
Sveik (as they were said to be doing during World War II,
uﬁder the German Prntectorate). The contemporary "work-to-
rule" campaigns of the labour movement are extensiong of the
"§vejkism" concept. In order to do a good job, everyone has
to do a little more than the rule requires. ‘THe system
bréaks down when the rule is followed to the letter. 24

At first glance, HaSek's work seems so removed from
that of Musil and Kafka25 that thefe seems to be no reason
to introduce these names into this discussion. However, one
view holds that there is a basis forbcomparison, namely,
their ﬁodernism. This view is supportéd by gfﬁwing efforts to

place The Good Soldier among the isms which originated after
26

the war: dadaism, futurism, and expressionism. Moreover,
- :

' the HaSek-Kafka parallel is not only "external," Bohumil

Dolezal tells us,27 it is "internal," if only on the basis

of imperfections.28 Radko Pytlik goes even further and
places Hasek's novel among the works of what he calls the
"literature of the critical disillusionment”": T. S. Eliot's

The Wasteland and Joyce's UlysSes, works which, Pytlik

stresses, were published almost simultaneously with HaSek's.??



In an earlier work, Pytlik also refers to Karl Kraus's Last

Days of Mankind as the only work that comes close to HaSek

in its encycldpaedic satire of ignorance, petit-bourgeois
stupidity, false "heroic" megalomania, and the monarchy

before its collapse. Despite the brilliance of this work,
' | 30

Pytlik informs us, it is dry, monotonous and dull. And

finally, Hasek's "black humour," his tendency toward
grotesque caricature, evokes connection with Alfred Jarry
and his Ubu.3l
It is hardly surprising, then, that a number of

-critics take the grotesque picture that HaSek paints, al®ng
with the "black humour" and cynicism that is a part of it,
and make it a point of departure for a negative evaluation
of -the novel. The great Czech critic Arne Novék has left us
an unflattering characterization of Svejk:

Amidst crowded scenes of popular and sharp, although

.crude, caricatures one observes a truthful albeit

sorry type of clown and coward, idiot and glutton,

cynic and babbler, who quite obstlnately and suc-

cessfully rejects not only war, but also the- state,

manly valour, heroism, and patrlotlsm 32 _
Novak noticed §vejk's cunning and gave credit to the touch
of genius visible in this work, Yet could not but give a
negative appraisal of the ideology. inherent in the novel.

He pointed out that the main character represents the lumpen-

prolétariat conceding that-he also personifies the "passive

reSLStance of the people, and ~corporeal health threatened by

world madness, n33 The main fault of the work, Novak believed,

is that the novel is a "true statement of a sorrowful period,

41
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o

biééed for Sancho Panzas who rebel against and abandon the
idealistiq Don Quixotes,"34 '

Novak's criticism has been sup%;seded by another view
that glorifies HaSek as a satirist who strove'for an objé -

‘tive criticism of various unnatural aspects of the social

life of the time.35

5 . .
question of cynicism is skirted. But years had to elapse

In this later period of critigism, the

after the éppearance of the novel before critics of the post-

war periodﬁfécognizéd The Good Soldief\gvejk as a work that
! ; I

had appeared ahead of its time, as M. Jankovic said,36‘"not
because of 'its theme, which was topical and immediately
understood, but because of its conception and manner of
expression, which elevated a novel about the breakdown of
the Austpian army into a éicture of the>tran$ition between -

two epochs."37 That this view is by no means automatically

accepted can be seen in René Wellek's Essays on'Czeph

Liﬁerature,38 in which he supports Novak's cdﬁqlusions: S

The book is not much of a work of art, as it is i

full of low humour and cheap propagandm; but the,”

type of the foolish, smiling, cowardly Czech Sancho

Panza who goes. unscathed through the military

- machine of the Empire is difficult to forget

however unheroic and uninspiring he may be.3é
Wellek also points out that it'is a "grotesque picture"40
painted by a "cynical HaSek."4!

I believe that the study of modern éatire through the

médium of Haéek's novel can'be further advanced if undertaken

on the basis of Mikhail Bakhtin's theory of carnivalized

literature as set forth in his Problems of Dostoevsky's




Poetics. 12 _Bakhtin's theory centres on the serio-comic
genres to which satire (menippea, or menippean satire)
clearly belongs. Bakhtin'distinguish@s three characteristics
common to all serio-comic genreét First, their starting
point for understanding reality is  the present: an object of-
serious presentation is represented without any epic or
tragic distance. Second, the 'serio-comic genres are not
based on legend but are conséio;sly based on experience.
Legend is to Beucriticized, unmasked, robbed of. its myst;fy
and sanctity. Third, within a‘single work there may be both -
a variety of and deliberateldiscordanée of genres: a mixture

of high and low, of the éerious and the comic. The writer

may use introductory genres: letters, manuscripts, parodistic

quotations.' He may employ slang and dialect. The repfe-

sented work (izobrazhennoe slovo) appears alongside the

representational word (izobrazhayushchee slovo), signalling

a new @ttitude to the word as the material of literature./’l-3
/
\émother important aspect of Bakhtin's theory that

applies to Hasek's novel is carnivalization. By carnivaliza-

A "

tion, Bakhtin means the adoption, by a literary genre or by

an individual work, of the essential categories or attitudes

of Fhe‘%hrnival: ree, familiar contact, the carnival mésal-

liances, érofanatién, making light of symbols of authority.44 /
While carnivalization may be a general charactegiétic of

~dern satire, different satirists "carnivalize" to different . //

¢ grees. HaSek's and Bulgakov's novels fit Bakhtin's -~



criteria for carnivalized 11terature while, for example,
Orwell s 1984 does not.

Indeed, Bakhtin's theory accounts for aimost every
aspect of Hasek's complex, if careless, novel. HaSek's
satire is definitely rooted in the post-war period during
whichrﬁ Mmfe'ﬂm mnel. The specific events and institutions
th;z he satirizes (particularly the Austro4Hungerian monarchy
and its bulQarks) may have already been censigned to history,
but HaSek's perceptions of what he considered to be distor-
tions of the past are products of the modern consciousness.
Conseguently, Bakhtin's first criteriOn——that the éresent be
the starting point of understanding reality——%s fulfilleahby
Hasek in that he writes about an issue that hed already been
practically resolved (the:mbnarchy was abolished, together
with the entire'Empire) but tﬂat still dominated the con-
sciousness bf a world unprepared fo£ ents -as shatterlng as
the collapse of the Austro—Hungariah monarchyFWas for ;ts
subjects. ﬁ

Another of the requlrements of Bakhtln s theory——that

tﬁe serlo-comlc genre be based on- eXperlence——ls fulfllled
by Hasek's almost documentar§ descrlptlon of the Austrian
war effort, his portrayal of the-morale of the soldiers, and
the folksy, often true-to-life portraits of individual

: fsoldlers, whom Hasek often placed directly into his novel
5.w1thout botherlng to dngUlse thelr 1dent1ty

His satire demollshes legend that” is, the official

picture of events, by exp081ng the corruptlon, the dellberate

44
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deception, and- other sins which he, rightly or wrongly,
ascribed to the Monarchy that exhibited them so blatantly in
the war.

Thirdly, we find in the ﬁovel an amazing variety, a
mixture of high and low, as well as the use of introductory
genres: letters (a number of them, written by soldiers énd a
general to their respective wives), ddéuments, military
orders, manuscripts, parodied quotations (for example, the
conversation between a dying soldier and Marshal Radecky
that appeared'in a 1915 calendar, and which is parodied on
yﬂéééés.448—450)i HaSek's use of dialect and slang expressions

also fits into the framework of Bakhtin's theory.

With respect to carnivalization, HaSek seems to ‘have

done everything that the“genre requires. Profanation is

achieved by hiscvenomous attacks on the Catholic Church. His
translator, Cecil Parrott, remarks in his introduction that
these attacks on the Church and on religion are so-numerous
that the readér "soon becomes surfeited, if not nauseated”
'(éf xvii)w As igx%nly natural in satire, authority is
denigrated, but the anafchic and nihilistic attitudes soon
become obvious and t- ;ndiscriminate ridicule of authofity
has the unfortunate end effect (as Novak's and Wellek's
.criticism-suggests) of undercutt}ng the poiﬁt.énd validity
of”particular'crificism.

Carnival mésalliances ?re’constantly created in the
novel by évejk's almost miraculous propensity for -chattering

with soldiers, chaplains, officers, and generals alike,
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often in circumstances in which the latter are clearly at a
disadvantage. |

The most typical features of t'io carnival-—the light-
headed comedy, the all~-pervading humour, the uﬁrivalled
laughte£-are alsoc the most characteristic traits of Ha. S
novel., In fact, the success of his satire arises from the
enormous success of hig humour. One is tempted to say that
he is a better humorist than satirist. He is clearlfrthe
most humorous of the modern éatirists discussed in this work,
but his humour is employed in the service of satire. And it

45

is his humour, his often playful interest in the narration,

that helps him bridge the many gaps created by his inconsis-
tencies.46

As we see, Bakhtin's theory can provide a systematic
perspective for HaSek's satire. Howeyer, to discover how
HasSek's satire works, one has to examine his satiric tech-
nique, his huméur, and its employment in the service of the
satire, as well as to explain the role of the "black humcur, "
the cynical and grotesque comedy in this satire.

Apaf; from the situational humour p:esenteé, for
example, in the épisode of Svejk's anabasis in the CGeské
Budejovice region, and the humour that resultsAfrom his
sabotage or overfulfillment of orders, the biggest single
medium of humour in the novel is the great number of stories

(nearly two hundred) told by §vejk and other characters, to

various audiences.

While these stories have an "anecdotal construction"

47



(E. Frynta believes they exemplify the pub story, die Gast~
: LY

hahsgeschichtg48), they differ from an anecdote proper since, -

unlike the anecdote, they are not exhausted by relating a
simple plot, free of digressions and directed toward a
comical point;49 1t is precisely the digressions, comical
'contrasts, unexpected reversals, "free" play of the imagina-
tiuﬁ, word association, theﬁ"avalanche of‘comicél‘conﬁrasts

w50

and reversals, that are so typical of Hasek's story.

The stories told by évejk and other characters are of

‘\a great variety. ~For example, in order to relieve the guilty

conséience of Chaplain Otto Katz (who plays the part of a
"lovable rogue"), an inveterate drunk who lost his batman
Svejk in a card game, §§ejk tells a story about a card game
in a pub (pp. 158-161). In this story, a tinsmith by the
name of Vejvoda has an enéless streak‘of iuck which attains
absurd proportions and ends only after the playefs owe Vej-
voda millions and the'police break up,the game. The humour
‘of this story is‘of fhe "absurd" variety. Its funétion is
to ‘serve as a bounterpoint té the chaplain's losing streak,
which §§ejkltries to mitigate.. It is also an example of
supglying a sto;y for the occasion, a proof of the admirabie
éssociative quaiitf oflévejk(s mind. |
Another example of gratuitous humour is the story of

§vejk's expertise in the dog-selling business, recounted by

him to Lieutenant Luk&S (pp.. 173-175). And yet even here we

can read the story as a gentlesatire on aristocracy, the

hereditary nobility:

-

e

k\\
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There are really very few dogs existing w11ch could’
say of themselves: "I'm a thoroughbred." Either
its mamma forgot herself with some frlghtful
monstrosity, or' its granny did, or else it's had
several papas and inherited a blt from each. From
one its ears, from another its tail, from another
again the tufts on its snout, from a third its .
muzzle, from a fourth its hobbllnq leas and from
, a fifth its size. And if it had" had'twelvo such
spapas, you can 1mag1ne, sir, what such a dog looks
wglike (p. 173).

The use of the absurd and.grotesque is also apparent
in the description of the end of detective Bretschneider.
Ordered to familiarize himself with évejk so that he can
break down‘évejk's defences and find proof of his treasonable
activity, Bretschneider is obliged to buy dogs from him:

Svejk diverted the deftest political conversa-

tions to the curing of dlstemper in puppies and. the
most cunningly prepared ‘traps’ always ended in ~

Bretschneider bringing back another unbelievable
-mongrel monster. .

, And that was the end of the. famous detective
Bretschneider. When he had seven monsters of this
kind Ain his flat, he shut himself up with them in
the #Fack room and starved them so long that they
finally »gobbled him up (p. 54).

The detective Bretschneider is a character so dehuman-
ized‘aS'to remind one of the negative characters to be.found
in- fairy tales: he is 'the wicked witch who always meets a
grotesqua.end. The® absurdity of the demise of the otherwise
cunning detective exemplifies the shadowy side of Hasek's
humour. Here the.humour is part -of the satire of Eélitical

persecution in which policemen of Bretschneider's type were

active,

v

HasSek's use of authorial comment to satirize contem-

porar' p ~tices is evident in a passage where-Lieutenant

e
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Dub sees §vejk explaining something to a group of soldiers.
The subject of the discourse is a number of abandoned cham-
berpots. This Jjunkheap leads HaSek to a brief meditation

upon the practice of archeology:

o

A
And under the embankment there was indeed lying
provocatively a rusty chamberpot of beaten ename 1
among chips and fragments of other pots. All these
articles, which were.no longer suitable for domes-
tic use, had been stacked up here by the station
master as material for discusgion for archeologists
in future ages who, when they discover this settle-~
ment, will be quite crazy about it and children in
the schools will be taught about the age of enamel
chamberpots (p. 601).53

The black humour, or galldws‘humour, of the novel is

often apparent in §vejk's comparisons and illustrations:
It's just the same thing as the medico Houbicka
- always used to say, that when you cut someone up
in the pathological institute it comes to the same .
thing whether he hanged or poisoned himself (p. 605).54
But in order to see how HaSek develops Sveijk's pub story
style, and how the humour and satire work in it, one has to
consider the context from which a story appears, and see the
s%ory in its entirety. A group of soldiers is discussing
N ;

the topié: "It not allowed, but it can be done," and the

result 1s a story exem: 'ifying an outwitting situation (a

familiar pattern of many folk tales, a pattern found also in
cbecamerone). Sveijk usually, startsvto weave his tales when
iﬁépired\py a particular topic suggested during'the course
of: a conQé;sation:

L Or consider another case which happened in our
'f”fwtmngtreet five or six years ago. A man called Mr
"Karkik was living on the first floor. Cne storey
abové "thHere- 1ived a good man called MikeS who was a
. student at *the conservatoir. He was very fond of
«5—-}‘3’ .
> ;"'b- N
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women and among others began to run after the =
daughter of Mr Karlik, who had a carrier's business
and a confectionery shop as well as a bookbinding
firm under a completely different name somewhere in
Moravia. When Mr Karlik learnt that the student
was running after his daughter he went to see him
in his flat and said to him: "You're not going to
marry my daughter, you gutter-snipe. I shan't give

her to you!"™ "All right," Mr Mike$ replied, "if I
can't marry her what do you expect me to do? Do
you expect me to break myself in half?" Two mor.ths

later Mr Karlik called on him again and brought his
wife with him. They both said to him with one
accord: "You bastard,'you've robbed our daughter of
her honour." "Of course I have," he answered them.
"I've taken the liberty of making a whore of her,
madam." Then Mr Karlik started shouting at him
quite gratuitously that he"'d told him that he must
not marry her and that he wouldn't give her to him,
but Mr Mikes answered quite correctly that he was
not going to marry her and that at that time they
had never discussed what he could do with her.. -
There had been no bargaining about that. He would’
keep his word and they shouldn't worry as he
wouldn't marry her. He was a man of character and
not a straw in the wind. He would keep his word
because when he said something it was sacred. And
if he were persecuted for it it wouldn' ter to
him because he had a clean conscience{ His late
mamma on her very deathbed had asked him to. swear,
that he would never tell a lie in his ife, and he
had given her his hand of honour in promise and an
oath like that was a valid one. In his family no
one at all had told lies, and at school he had
always had the best marks for moral conduct. " And
SO you can see from that that ots of things aren't
allowed but yet can be done, and that "though our
ways may be different, let our endeavours be the
same”" (pp. 6ll—612).55

Sveijk's story begins with the mention of locale. The

stories are usually set in a pub which SvejkHas frequented,

but ‘in this case the location is the street wherc-he livéd.

Thenl comes the presentation of two characters whose ve.. al

exchange forms the entire story. The story is close cc an

anecdote, a modern counterpart of the fabliau told in prose.

Where it starts to differ from the common anecdote is in the

d
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excessive description of Mr Karlik's‘activities. Here we
see almost protocolar attention p;id to the three businégses
of Mf Karlik. 1Is the fact that Mr Karlikfs bookﬁinding firm
in Moravia is registered "under a completely different name"
important? What does it contribute? It establishes Mr
Karlik as a man of means, of better than middle-class status.
The fact that his firm.in Moravia is registered under a
different name indicates an amount of business acumen that

/
immediazeiy calls forth an image of a cunning businessman, a
no-nonsense man who should be a more than adequate matéh for
hisuopponent, Mr Mikes. The sparse characterization of Mr
MikeS, who is presented simply as a "good man" and a woman-
loving conservatory student, puts hiﬁ clearly in the underdog
position even before the verbal exchangebétarts. This is an
important point iﬁ ﬁﬁe overall narrative strategy of this.
typiqal Hasek story.  Hasek usually makes a feint similaf to

this in order to achieve a more powerful climax with his

a

delayed punch line. ‘ o /////"
The punch line arrives in a perfectly polite and ele-. \

gant sentence addressed to Mr Karlik's wife. Both the formal

&y

politeness. of the address (as opposed to its content), and

the fact that it is addressed to a lady, increase the shock

value of the statement: "I've taken the liberty of making a
. . B

!

whore of her, madam."
After this climax, when the reader knows that it is’
unlikely that Mr MikesS WOuld_marry a whore, the purpose and

consequently the tone of the story change. Here we meet with
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HaSek's innovation, a shift from the emphasis on the action
of the story (the verbal exchange) to the emphasis on

MikeS's gllbness and its exploitation for the sheer fun of
Rf\

5

word—glax. “In this connection, Milan Jankovic writes about
the "parodisgic shift from the narration of an event to the

play with the narration";56 and Bakhtin's note about the

repfesented and the,representational word57vcharaqterizes
this teéhnique as well. |

The value of this technique is that it is really the
ﬁedium for a more éophisticated type of humour.(more éophis-
ticated than the scatological or the black humour which
appear alongside it, prodﬁcing "cheap" léughter); We can
start chartlng this playful humour from the time Mr Mikes

turns. from admlttlng the violation of Mr Karllk s daughter

to insistence on the 1mpeccab111ty of his credentials as an

honorable person. This in itself is an enormous leap and,

as stated, commands very little legic-of its own. It is

entirely to Hasek's credit that he could equip the fictional
Mr MikeS with the verbal means to bridge the chasm with\fome

~.

~

semblance of logic.

Mr Mike§ never argues that he would marry or wants to

marry Miss Karlik. Since, accordin@"to both men, the act of

"making a whore o er es not constitute marriage, the

student is innocgnt, as "they never discussed what he could
do with her." 'onsequéntly, Mr MikeS has kept his word and,
having said th s, he sets out to prove that he is "a man of

character" as %s indeed his family's tradition. His word is

52



"sacred," hé has a "clean conscience," and he has always had
"the bésF mast for moral conduct."- Hasek's great coup here
ist that Mr Mike$ fights with his opponent's weapons, so to
speak. For the student's playfully cynical harangﬁe is a
parody of a typical businessman's argument about an oral
contract. It is just too bad, Mr Karlik failed to specify...
Svejk's story ends with: "though our ways may be

different, let our endeavours be the same." The statement

i

(a call for national unity) comes from Jan Kollar's The

Daughter of Slava (Slavy dcera, 1821—1824),-a great poem of

the nineteenth-century cultural and national revival, and
its appearance here is another example of the playfulness of
Hasek's humour. It is a satiric jab at comtemporary attempts

to create a "Pantheon" of national heroes. In 1921-1923,

when The Good Soldier was first published, the foundations
of thé first Czechoslovak Republic (1918-1938) were Shaky.

A national identity was being created, national heroces were
sought. Ja¥ Kollar was one of those heroes. To make  fun of
' Kolléf by lé%ting Svejk quote from his major work sho
Hasek's considerable detachment from the ﬁationalist aspira-
tions of his coqtemporgries.

We can gain an insight into the overall plan of
Hasek's novel by knowing how a typical story works, by .
knowing its internal complications (a tension between the
the story gnd‘its representation), and by seeing how it
relates at the same time ;b one of thé‘main satiric themes

of the novel. N
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' The satiric plan of the novel follows the same pattern
- that we find in eacﬁ individual story or episode. Each
episode illustrates a particular idea, sometimes an absurd
one, someﬁimcs ;n.incongruous one. Each episode in its turn
adds its weight to the variety of illustrations aimed at
exposing the wrongs of monarchy as a social organization, of
the Austrian war effort, of corruption and human greed in
general. (Thére is a hierarchy of ideas that borresponds ﬁo
'a hierarchy of satiric targets. 1In an episode like the one
above, Mr Karlik represents a disgruntled pafen£ first, and
a man of means representing a particular class second. But
in, the overall satiric plan, the same episode represehtsgé
battle of wits between the anarchiét student and the EéEE"
geois Mr Karlik (that.is, a surrogate class-warfare). As
the effect of the episodes accumuiates, the reader switches
from one plane to ahotﬁer..

We have seen that it is difficult to divorce HaSek's
humour from his satire. Even when we find examples of
gratuitéus,humqur, humour that at first giénce seems devoid
of satiric intent, it is almost ai@ays possiblg to see them_
;S integral to the'satirié‘plan. What follows is an example
of a passage that at‘first,glance seems to have no purpose
beyona its own inﬁernai comedy. Sve is a batman assigned
to Lieutenant Luk&s. Anﬁthei batman, Mikulasek, is with him
wheﬁ’Lukéé staggers in drunk. MikuldSek is paralyzed with
fright énd does not answer Lukég}s‘queries, whereupon Lukas

ordeis §vejk to load and hand him a revolver so that he can

¥
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shoot MikulaSek down from the table where he remains frozen,

contrary to military regulations. Because Sveijk has to save
MikulaSek's life, he acts:
Humbly report, sir, we haven't got any cartridges
and it'l]l be difficult to shoot him down from the
table. May I be permitted to add, sir, that he is
MikulasSek, Major Wenzl's batman. He always loses
the power of speech when he sees ‘one of the officer
. gentlemen. He's too shy to speak. I tell you,
the thing's a complete milksop and it's still wet
behind the ears. Major Wenzl always leaves it
standing in the corridor, when he.goes anywhere in
the town, and it always moons about miserably from
batman to batman in the barracks. You could under->
stand it if it had some reason to be startled, but
really, you know, it hasn't done any mischief at
all (p. 354).°8

what is happening here? After Svejk in£roduces Miku-
1&4Sek, there is a sudden shocking change of pronoun from "he"
to "it." MikuléSek is dehumanized in order to solicit
compaséion from the drunken Lukas. The passage is a tridmph
- of huﬁoristic invention. In Czech, the "milksop" Mikulasek
is "Elégé," which could be better reﬁdered‘iq English as the
L"puppy" Mikul&sek, in view of the description that follows.
Svejk's experfise in the dog business, and Luké&sS's demon-
sgfated_fondnéss fo; pets, strengthen the preferencewfor
"puppy." To reconstruct Svejk's reasoning: Luk&s is fond of
pe;s,.especially of dogs. He might shoot a paralyzed Miku-

143ek, but he would not harm a puppy dog. The comedy is

heightened by the reader's knowledge that Lukas still consid-

ers Svejk an idiot. The fact that Mikulé&dek is present and
helpless to object to Svejk's disparaging remarks about him

adds an extra edge to this already sharp comedy.
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The situation is ludicrousﬁ. Lukéé is drunk, Mikulasek
is paralyzed, and Svejk is saving the day by means of his
superb wit, which probably goes over the‘head of the drunken
Lukas. So this would seem té be a purely humorous incident.
Yet, in it Hé§ek introduces thé\plight of the. army batnan
(p. 162), explains how miserable He is, how he is mistreated
by his officer. Mikulasek will ;eem less funny and more
pitiable if we see him also as a Vicﬁim and an“inéyrument‘of
Major Wenzl's corruption: Wenzl sends MikulaSek for supplies
that belong to the military hospital; the Major keeps the
supplies for himself. ‘ |

Svejk's dehumanization of Mikul&Sek isyalso a mark of
contempt, a sign of §vejk's displeésure with the soldier who
acts as an accomplice in his officer's thievery. So the
neuter pronoun Jit" comes fiom one who is conscious of his
superiority. In this light, the dehumanization of Mikulé&Sek
is both a positfo and a negative feature: positive in the
sense that it saves Mikul&sek from Luk&S's drunken anger,

/
and negative in £hat it is a'sign of true contempt. Svejk
excludes Mfkulé§ek from membeféhip in the humén family:'
"You're a fart," he tells him, "sit on the doorstep and wait
untii your Major Wenzl.comes" (p. 354).

Here, too, we see“how‘Ha§ek employs humour in the
service of satire. 1In the second half ®f.-the novel, §vejk
is aided by Marek, a former student of Classics, a gharacter

whom most critics consider to be the spokesman for HaSek.

Marek and §vejk get along very well, having first met in



prison. They collaborate in ridiculing the corporal who

D)

escorts them in the prison car on the train; .they focus on

the corporal's ignorance, as in the following example of

humorous improvisation, in which they make fun of his

ignorance of geography:

"Well, then, look at the map," the volunteer [Marek]
put in. "There really does exist a land of our
most gracious monarch, the Emperor Franz Joseph.
According to the Statistics the only thing on it is
ice which is exported from it on ice-breakers
belonging to the Prague ice works. This ice indus-
try is highly prized by foreigners, because it is a
profitable, if danggaipsis \enterprlse. The greatest
danger occurs -dur oy

. Emperor Franz-Jose
Can you imagimne> jE7H
Austrian colony,x

‘ross the polar circle.

his one and only

psthe whole of Europe with

ice and'ig_isw " "g national economic
asset. Coloniz@ig kD oceed g slowly of course,

xgecaUSe colonists pa‘yf on't iglunteer and partly

et frozen to death. N&ne the less’,. with the help

of an adjustment of the climatic conditions, in
which the Ministries of Trade and Foreign Affairs
have a great interest, there is hope that the great
areas of the icebergs will be appropr: “ely
exploited. By building several hotels ineaps of
tourists will be attracted. It will of course be
necessary to lay out tourist paths and roads
between the ice floes and to paint tourist signs on
the icebergs. The only dlff:;;}xy are the Eskimos,

who make the work of our local/authorities impos-
learn German" (p. 3l8)59

sible. . . . The bastards w
We are told that the corporal is an ignorant peasant

who wants to make the. army his career. He is no match for

‘Marek and Svejk. Such expressions as "national economic

asset" and "adjustment of the climatigﬁpohditions“ are beyond
him and he fails to see how nonsensical they are. This also
makes the humour of;the passage é'little less powerful than
it wéuld have beén were the corporal slightly more intelli-

gent. But the value of this passage lies in its lightness,
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the free rein of the comic imagination and invention that \\x
usually occurs only in anoimprovised spontaneous srtuatLQp
\
Here, intact, is preserved the flavour of such anp improvisa~
tien. The ‘echnlque involves the presentation of a com-
Pletely nonsensical didea (the 1mportatlon, by the Prague ic:
works of ice from the polar regions) and 1ts 1nterEolatlon
with legltlmate expressrons ‘that pertain to the matter under
dlscugs1on (trade economlcs tourism), in order to give it
a semblance of ratlonallty and legltlmacy. The effectiveness
of this technlque depends of course, on- the subject's
. #
dependablllty as a dupe who accepts this pseudo~discourse.

For the corporal i1s an easy prey: his gulllble nature
propels Marek and §vejx further into - the Absurd testing the
Corporal's - Seemingly bottomless 1gnorance.

"The Mlnlstry of Education, corporal, built g

school for them [Lsklmos] at great expense and

sacrifice. Five of the builders froze to death.. .

"The. bricklayers surv1ved " Svejk interrupted him,

"because they kept themselves warm with the pipes

they 1lit." "Not a1l of them," said the volunteer.

- "Two of them unfortunatel% forgot to puff and their

pipes went out" (p. 3l4)
Marek "and Svejk play w1th the corporal and both seem to
compete to make the joke ever more elaborate. The corporal
swallows even Marek's assertion that it may be necessary to
send an army to restore order among the Eskimos who are

res1st1ng with the help of "tame_polar bears."

Yet this humorous conversation satirizes the self-

aggrandizement of the Austrian monarchy, The' passage

parodies the power of the Monarchy, its military might, by



exacgerating it into a caricature. Similarly, some charac-
A

ters who are little more than caricatures become surrogates

for largef»targets; the latrinengeneral (pp. 533-538)
personifies the alleged senility of the Emperor himself and
the anachronistic nature of the Austrian monarchy, just as

[

Cliaplain Otto Katz represents the alleded hypocrisy and

meaningleséness of the Churcéh, and so on. That exaggeration

”by caricature is central to HaSek's technique of character-
ization is demonstrated by the fact that most of the |
characters are little more than ca;icatures (Lieutenant Dub,
Chaplain Otto Katz, General Fink von Finkenstein, detective
Bretschneider). This caricature status is shared by other
characters in the novel, even the characters otherwise
treated wiFh a modicum of sympathy (Lieutenant Lukas, the
sapper Voéiéka, the batman Baloun, and even the ?olunteer
Marek and §vejk~hiﬁsélf). |

The humorous stories, those a sur’ e lasting

popularity of The Good Soldier, are in fact no less satiric

than those in which the satire is more overt. HasSek's

satiric intent is most clearly visible. in his authorial

comments in which, instead of cemedy, he often gives .us
‘realistic descriptions of cruel incidents just slightly
tinged with irony:

A little further away a Hungarian gendarme was
amusing himself with a priest. .He had tied his
left foot with a cord, held the cord in his hand
and forced him with his rifle butt to dance a
csardas. Then he tugged at the cord, held the cord
so that the priest fell on his nose, and-as the -
priest had his arms tied behind his back he could
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not get up but made desperate attempts to turn on

his back, perhaps to be able to raise himself from
the ground. The gendarme laughed so heartily at
.this that tears ran from his eyes, and when the
priest tried to get up he gave another tug at tlFe
cord and the priest was on his nose again (p. 573).61

This account of human cruelty on a small scale is

combined with horrifying descriptions of the destructive

-

force of war on an enormous scale. For war savagely attacks
and mutilates nature itself:

On the way to Medzilaborce the whole valley was
furrowed and the earth piled up as though armies of
giant moles had been working  there. The road behind
the river was dug up and destroyed, and alongside
it could be seen the vast trampled expanses left by
the armies which had rolled over them.

Storm and rain had uncovered the torn shreds of
Austrian uniforms lying onvt\e'edge of the shell]
craters. N .

Behind Nova Cabyna entangled in the branches of

an old burnt-out pine there was hanging the boot of

an Austrian infantryman with a piece of shin-bone

(p. 592).62
Svejk's frolickin§ and the obvious humour of the nével are
interfﬂpted by éudh;passage as the above, although rarely.
But it is enough to‘remind us of the author's attitude, of
his satiric concern that underligés the novel'as'a whole.
Despite the openly satiric passages, most of the satire'is
indirect, %ﬁat‘i%, arrived at through skillful manipﬁlation
of the main character who slowly, thrbugh stories often
unrélated to the topic of anti-militarist satire, makes the
entire %usfrién war effort laughable. But it is precisely
here, in Ha§ek'é»attempt at indirection, that one can observé
an intentional ambiguity which, far from being a failuré,

)

enhances the value of the novel by pulling it away from

i
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straightforward preaching, didacticism, and dogmatism. This:-

ambiguity is often noticeable in Hasek' olack humour, and.

it gives rise to speculation~about his cynicism, his nihilism
and anarchism. How to see #gzg\}mbiguity from the perspec-

tive of satire?

Hasek's sympathies seem t‘ifluctugte in the course of,
a single passage. It is this phenomenon that needs to be
explained on the basis of his anti-militarist satire, .The
following is an example of this type of ambiguity:

When I was in the army half-of a company of‘us were
sometimes locked up together. And how many .dnnocent
people used to be condemned! And not only in the
army but in the civil courts too. I remember once
a woman was sentenced for strangling her newly-born
twins. Although she swore an oath that she couldn't
have strangled twins, when she'd given birth to
only one little girl, which she had succeeded in
strangling quite painlessly, whe was sentenced for
double murder all the same. Or that innocent gypsy
in Zébéhlice,.wpo broke into a greengrocer's shop
on Christmas Day in the night. He swc:. that he'd

" gone there to get warm, but it.dic "L . "p. Once
it gets into  the hands of courts i-'s bac (p. 18).63

Where does the irony lie? As v - read the passage we

are sure that Svejk's exclamation: "And ..ow many innocent
peor .e L:=2d to be condemned!" means what it says. All the
“indicar ions so far tell us that we are dealing w%th a satific

novel, written "on behalf" of the many innocent pebpie who
used to ge condemned. But the example that follows forces

B

us to revaluate an apparently literal statement and realize
its. ironic content, that is: Few innocent peéﬁle uséﬁjﬁo be

QgemnédlléYétAsuch a statement runs contrary to ;hégfirst

e of satire, which is that it is directed against

R

61
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>ﬁz she'd given birth to only one little girl, which she had

someone or something, and therefore is also written on behalf

of someong Oor something. The unexpected irony forces us to
forsake pfécisely those. truly innocent people who are the
basis, the positive principle, the "norm" of satire. So

N _ _
this paSsage ihtefrupts the Zatiric flow of the novel by .
suspending what I cali its positive principle. It is a brief
interruption, but not thé\oqugone. Whatever the author's

reason (and I have tried to advance one, namely t e . v - of

amblgulty as an antidote to preachlng, didacticism, ...d

dogmatlsm) for thlc 1nterruptlon, its effect 1s to keep the

-

reader in doubt, and thlS leads to an 1ncrea§ed awareness of
the use of irony¢~a boon for the re#der of a satire.
| Butkqui£é;aparﬁ ffom these considerationé, and also
apart.frqﬁvth% éonsideration Qf the fact that this ambiguity
occurs'vggyléérly in the novel——greparing the reader, so to

speak, for & quite new, original experience—is the value of

this passage as comedy. The punch line of the joke comes in

»

the murderess's défence which is.no defence at all: ". . .

2

. succeeded in strangling ‘mite painléssly." This example of

bléék hungour, no doubt, 1. calculated to produce laughter.

zVEBut the absence of sentiment-(a_necessary absence, to be

gure/ in black humour), and even more the faét that the
victim_referred to is a baby, a tfpe of. victim which iﬁ other
contexts ih_the novel figures without aﬁbigui£y, could have
led to the qohclusion'ﬁhat cynicism is\at work here.. But we

have to cbnsider“that b@‘are»still at the beqinnifg of the

Ty
~
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novel: the main character, Svejk, is just establishing
himself ag,a raconteur whose output, rich and varied, will
of necessit&hpontain a number of stories and anecdotes of
black or galldws humour.

Finally, the most misanthropic and nihilist statements
'Y )

«

=come from the one-year volunteer Marek. It is he, and not

%
At
§vé§%{ who 1s .supposed (by the .ri ics, to represent HaSek's
‘Ar. . ‘.‘ -
views. hNig. means that what -~ -ays 1s a standard, a i
: g o . . a "
norm (or clodsg to it), accordiny .o which the .reader should *hyy
. 4"’%‘, v
judge the satirei., Does the text justify this view? And how
< .
does Marek's attitudeé'-fit this satire?

-

Marek 1is introducédwas F/ehatté}box

the Sancho

Panza type (incomparably mor8s§o than §vejk), wholhas the

-

.- e
‘becomes imme@};tély and

advantage of some education, a

v

! .
painfully apparent in_gisiuse and choice éf} latitudes,

e \\\/. .

. hY -
maxims, ..d sententiaéd§ ‘Marek has\been aving a good time
in the hospital as a malingerer, but he hasﬁk\

ecome too bold
and;has spent much time outside, where he has_;épidentally
found himself in troubie with an officer. As éfpesult, he
has been sent to prison; where he meets_évejkk Hé aescribes
his encou. exr with the officer and }ts afterﬁgzh:

Then came that fatal mistake at night on the square” 1
beneath the aréhway, a mistake that clearly -showed
that no trees grow all the way up to heaven, old
man. Pride goes before a fall. All flesh is grass
and all the glory of man as the flower of grass.
Icarus burned his wings. Man would like to be a
giant—and he's nothing but a shit, old man. Don't
trust to chance but pinch yourself morning and night
to remind yourself that discretion is the better
part of valour and that nothing's more harmful than
excess. After debauches and .orgies there always’
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follows the moral hangover. That's the law of
nature, 0ld man. . . . Carthage fell. Niheveh was
reduced to'ruins, old man, but thumbs up! Don't
let anyone imagine that when they send me to the
front I'11l fire a single shot (p. 288).64

The reference to the Requiem Mass ("All flesh is

grass . . ."), the avalanche of platitudes, the many cultural
echoes, aré used to build a comic;} contrast of two kinds:
"perennial" wisdom versus the vulgar,. elementary and scato-
logical (Icarus, man the giant—shit); and the formal
language of the maxims versus the language of informal
discourse (Carthage fell. Nineveh was redgced'to ruins, old

man, but thumbs up!). These contrasts, of course, are well

within the general satiric plan of the novel, based as it is
on the contrast of’the Auétro—Hungarian monarchy, the world
of aristocracy and the generals, with Svejk, a commoner and °
a private in the Austrian army, with his stories from the

< »

world of lumpenproletariat. In his cell, the perennial

wisdom quoted by Marek becomes, during the war that overturns
established values, that overturns an eStablished wo;}d,'a
reminder of the burnt-out cinders of a world of the i%ﬁﬁ:o-

cable past. Marek is HaSek's disillusioned man, a character

type that frequents the novels of the period after the Great
War (like Céline's Ferdinand). As the world in Voltaire's
,Candlde constantly refutes the views of Pangloss, the war in

The Good Soldier constantly refutes the views of the world °

of aristocracy and generals in favour of the world of Svejks

and Mareks.

In the conversation with the corporal (when Marek and

‘o



Svejk amuse themselves by baiting him), Marek attacks him
several times with his cynical wit. Since the corporal 1is
also a representative of the ignorant peasantry, Marek's
sadistic wit takes on the proportion§ of an attack on

humanity itself: it becomes, in a word, a misanthropic

satire, out of proportion to the corporal's indivicual
significance:

Nature has denied many breeds and families of
animals any intelligence whatsoever. Have you ever
heard talk of human stupidity? Wouldn't it have
been better if you'd been born some other kind of
mammal and not got the idiotic name of human being
and corporal? It's a great mistake for you to think
that you're the most perfect -and most developed
creature. If they take your ‘§f3rs away from you
you're a mere cipher to be shot dead in any trench
and on any front without anybody caring. If they
give you another pip and make you into an animal
that's called an "old sweat" it still won't be all
right with you. Your mental horizon'll get still
narrower and when somewhere on the front you lay
down your culturally underdeveloped bones there
won't be anyone in Europe to shed a tear for you.

- - . You're a piece of defunct ‘'grey matter (p. 330)85

In such a passage, the satire of a military machine
served and run by people like the corporal gets out of hand
to become, méﬁenﬁarily} a misanthropic satire. Thén, what
is under attack is not the war,machine, nor the individual s
corporal (howevef deserving of cenéure),'but man's place in
nature, his legitimacy as master of the planet, even his

raison d'étre. For the moment we come close to what Jean
66

-*

Paul termed "satanic laughter," and Marek approaches the

"satanic narrator" of Bonaventdra's Night Watches (1804) who “«

%

asks: "What the devil.is this whole earth with its sentimen-
‘ ' 67

T

tal companion, the MSon, good for éxcept to be mocked?"

7 ’



This belittling of man finds a particularly powerful
' expression in the final misanthropic outburst of Marek

against the same corporal”.

What are you really in comparison with the universe,
when you consider that the nearest fixed star is
275,000 times farther away from this army train
than the sun and its parallax can make one second
of arc? If you were a fixed star in the universe
you'd certainly be too minute for even the best
astronomical instruments to identify. Your insig-
nificance in the universe defies definition. For
half a year you'd make in the sky a tiny arc, in a
year a tiny ellipse which would be too small to be
expressed in figures. Youg parallax would defy
measurement (pp. 337-338). 8 '

In this passage, by pointing out his insignificance in the
universe, Marek successfully ridicules the petﬁy attempt of
the corporal to assert his importance. And he does so in a
genuinely funny manner: by using the spécialized terminology
of astronomy, whereby he achieves a comical effect rather

than that of general, "philo;dphical" contemplation of man's

place in the universe. In Turgenev's Fathers and Sons {(1861),

the nihilist Bazarov also contemplates men's plaée in the

universe: gg%
F %

While I think: here I lie under a haystack. . . .
The tiny bit of space I occupy is so minute in com-
parison with the rest of the universe, where I am
not and which is not/ concerned with me; and.the ,
period of time in which it is my lot to live is so
infinitesmal compared with the eternity-in which I
have not been and shall not be... And yet here, in
this atom which is myself, in this mathematical
point, blood circulates, the brain operates and
aspires to something too... What a monstrous
business! What futility!69

In this contemplation, the nihilist Bazarov also expresses

the feelings of a disillusioned man, but we can note an



67

utter lack of humour if we compare it with Marek's speech.

7

And yet they both manage to créate, by their separate means,
an expression of futility, monstrosity. Their conciusion is
the same. It is thé direct opposite of the expression of
wonder which the same contemplation inspires in mysticé; it -
is foreign even to a layman's co?templation on the same

topic found, to mention only one example, in Marcus Aurelius's

Medi .tions.

I mention the misanthropic element because in recent
years the antifmilitérist satires which'follow Hasek have
come increasingly under fire. These' include Joséph Heller's
Catch 22 (and its televised counterpart, M.A.S.H.). In
Heller's_work, its similarities to HasSek are striking.
Heller'édmittedireading Haéek'slwork; and it is in the spirit
of the novel,;%n its unbridled aqarchism, in its inability

to distingﬁishubetween right gﬁﬁ%WrongﬁcauSes (a kind of

ethical blindness), that Catch 22 surpasses The Goéd Soldier.

An anpnymous reviewer found this quality intolerable:

Ityfollows a fashion in spitting indiscriminately

at business and e professions, at respectability, .
at ideals, at all visible tokens of superiority. It
is a levelling book in the worst sense, levelling
everything and everyone downward. It is chilling
to observe the:compulsive love of destruction that

. has gone into this presumed protest against the

destructiveness of war. The only surviving values
are self-preservation, satisfaction of animal -appe-
tite, and a sentimental conception of "goodness of
heart." The "sane" viéw~is-"1ive—and—let—live," as
if it were as simple as that, and men had never -
died so that others might live./0 B

The reviewer has something in common with Arne Novék,

and most‘of the criticism aimed at Catch .22 would apply to
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The Good Soldier as well, with this important distinction:

the war depicted by HaSek was between two equdlly imperfect
powers, while the war depicted by Heller (Worli,War II) was
between imperfect democracies and undisguised, total evil.
Consequently, Catch 22 is even more anarchistic than The
Good Soldier.?l After all, in his satire, Hasek never
leaves us in doubt about his attitude; when his characters
7 play a card game, hevcomments: "And.while here they were

KD

smashin&;the king With the ace, far away at the front the Y
kings were smashing each other wtth their serfs" (p. 463). ?
On -the other hand, Heiler's characters live in a haze of
ethical blindness that makes the world totally absurd: Hltler
and the. concentration camps remain outside the novel.

Can we, reversing our approach by looking atJHasek’s
misanthropy and cynicism (such as a:e\communicated to us
through his characters) from the p01nt of view of Heller's
novel, con31der them modern? The example of Swift shows
that mlsanthropy is not unique to modern satlre It wOula
be perhaps more accurate to say that disillusionment (created
-as in Voltaire's Candlde by the clash of the vulgarlzed g
philosophy of Lelbnltz with the reality of, for example, the
Lisbon earthquake; and in Grimmelshausen'. SimElicius by the
horrorvof the Thirtleears' War), which often breeds cynlClsm
and mlsanthropy, results from the sudden’ tran51tlon, the

"future shock" that occurs as a new age is thrust upon an

unprepared humanity.

If Hasek's Good Soldier is in fact a seminal work in
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the tradition of the anti-militarist satiric writing of
S;ift, Grimmelshausen, and Voltaire, how is»this to be
reconciled with the popular perception of HaSek's novel as a
light, predominantly humorous novel?

Thefe‘are, in fact, two types of satire running
paraliél to each other throuéhout the novel. One is the

~political satire aimed at the obvious targets of militarism,

the Austro-Hurigarian monarchy, together with & number of
secondary targets that are tied to the two primary ones (the
satire of the Church as the crutch of the Monarchy, and the

satire of the petit-bourgeois hypocrisy and conveﬂtion

expressed in the topos épater le bourgeoisﬁ.
TN

-

The second type is the satire of human natlre (hence

the cynicism and misagthropy). The second tends to undermine

M .
) R

the effectiveness of the first, but both are necessary for
the success of the novel. Without tﬁe,satire of human natur
the novel wouldlbe strictly political, too doc;rinaire, and
more tame (the blépk humour and thé séatological humour would
beégbsent). Without the political satire the novel would be
an unimpressive compendium of beer—parlbur humour and |
diatribes against human frailty.

These two types of éatire issue from the purQeyor of
both: the good soldier Sveijk, @hose.prototype appeared some
ten years before the novel. He; then, is the unifying
element of the novel. His essential impof%ance makes him a
natural target for speculatibn and leads to a temptation to

view him as an enigma. The question arises: Who is Sveijk?



In the epilogue -to Part I, Ha%ek records his disap-
pointment: o

I do pot know whether I shall succeed in achieving
my purpose with this book. The fact that I have
already heard one man swear at another and say
"You're about as big an idiot as Svejk" does not
prove that I have. But if the word 'Sveijk' becomes
a new choice specimen in the already florid garland
of abuse I must be content with this enrichment of
the Czech language (p. 216).73 :

Svejk is defined by the characters from his own
milieu. 1In contrasf to the impulsive and truly explosive
temperament of the éapper Vodicka, §Vejk appéars to be
thoughtful&gnd calm. When faced with the cowardice of the
batman Mikulasek, Svejk aemonstrates his.contempt for the
cowardice. The batman Baloun's gluttony moves §vefk to
attenpt, unsﬁccessfully, a cure of‘the greedy Baloun. These
and other chéracters who come from the same milieu act as -
.reflectors who definé §vejk. And the §vejk of the satiric
mas terpiece, thué'definea,-becomes possessed, if only

R

indirectly and by implication, of certain values: his clown-
» .

ing begins to make sense; and he assumes a certain dignity.
Yet it is essentially this dignity, his meaningfulness, and

his complete sanity, that readers and critics often deny him.

- . %

But as he, the supreme todl‘bf HaSek's satire, slowly,

incident by incident, story by ‘“ory, destroys the satiric

’

targets,  his corrosive satiric iLorce can never be denied.
And so, HaSek's unfinished masterpiece enters into
the reader's consciousness through. the medium of its main

v

character, §vejk. For the anti-mflitarist nature of this

70
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nitirical novel also stems{é?gg the ﬁég;
antithesis of a military ma;}\but this, as we have seen,
does not limit the satire to fédicule of the military,
because, perhaps, the underlying attitude, easily perceived,
subordinates the horrors of war to the victorious cunning
and folk wisdom of §vejk. The satire in its entirety, then,
encompasses not only its anti-militarism but also the
victory of the cunning and wi;dom of §vejk over hypocrisy
and convention, and also the attack on the impc.fections of
human nature. This blending of topical and tréditional

satire is an additional reason for the success of this

lasting masterpiece.

“
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CHAPTER III
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\ | MIKHAIL BULGAKOV'S THE MASTER AND MARGARITA:

METAPHYSICAL SATIRE
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"truth, a believer in the inexorable law of justice and

S~

"Bulgakov became a satirist just at the time when

real satire (satire that penetrates. forbidden zones) became

i

absolutely inconéeivable."l These words, written by

Bulgakov himself, do explaiﬁ why it was impossible earlier

‘to publish his masterpiece, The Master and Margarita.2 But

they do not\tell us anything about the work itself. There

is, however, a voluminous literature aboutﬁBulgakov -+ his
work,3“and my contribution to this literature LS th = ne
Master and Margarita is a satire, and as a sati it points

‘to an aspeét of Bulgakov which is still "undiscovered."
Fortunately, there is now a'number\of excelleht
studies that provide‘the much-needed commentary on the novel;

of the many stqdies; I have decided to choééé those that

combine attempts at interpretation with efforts to identify

t
the sources and thejtradition'of the noQél. Consequently,
tﬂ?auéﬁabtér will be concerned wiﬁh the discussion of the

trédition, the sources, on which Bulgakov based his nobei,

and the themes and devices of his satire.

4 Proffer,5 Jovanovié,6 and

The works of Lakshin,
Milne7 each make a number of discoveries and venture an
interpretation. While finding Bulgakov contemplative, naive,

and weak,B,Lakshin defends the author as a seeker after

progress whose "deity" «is history.9

And while noticing a
certain tendency to mysticism, Lakshin defends Bulgakov by
saying that the novel is connected to religiousness and

mysticism in the same sense as is Dante's The Divine Comedy

73
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or Goethe's Faust. For Lakshin, there arc only echoes of

"eternal" topics known to the literatures and folklore of
10 . :

‘many countries. As for satire, he acknowledges the effort

of A. Vulis, 11 who called the novel a menlppean satire,

after M. Bakhtin, but he re -cted this effort as well as

labels by asking: "Does this help us in any way in
12

be
RN

;underslandlng the book itself?" I w1ll of course, argue

\w,/// that it does. But the main value of Lakshin's study, to my

mind, is. that it suggests the avenues of approach by pointing

out parallels with hative and foreign iiterary traditions.

13

He mentions Dostoevsky (the devil of Ivan Karamazov) and

Chekhov14 (the story "Student"):, and mainly the rich Faust

tradition: that is, not only Goethe's Faust, but the "Faust-
bocks" of Spies (1587) and wvthers, Suggestihg the merging of
Mephistopheles and Faust in the character of Woland.15 T

understand that Lakshin is defending Bulgakov from the
attacks of some more dogmatic criticsls and wants to make
him "legitimate”; therefore, the says that the main idea of

the novel is "the judgement of history," "the'irony of

history,"l7 which he connects to the idea of relentless

-

progress for the better. 1In this way he present o us a

Bulgakov Sﬁfipped of religion and mysticism, a SuigakOv.yitﬁ
an awareness of the docﬁrine of hietorical ma&eriaiiém.
Ellendea Proffer identifies the Master with Buloakov,l8
but. her main concern is with\the compos1tlon of the novel
She tells us how the two narratlves (the Jerusalem and the_'

<i
W

Moscow narrative) fit together, demonstrating this with

«
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R examoles of thematic and formal parallels. 19 She con51ders

the novel unusual not only in the context of the Sov1et
lterature .of the time, but in general: "It is like a
“\5[ .

' . N 2
technicolor extravaganza in the time of black and white."<0

Although at one time she considered the novel as a satire in

the earlier'work,21 folleowing Vulis, Bakhtin, and Frye, she

now rejects this view. The novel, then, is a meeting place

22 The realistio and

of all "Bulgakov's themes and talents."

lyrical author, the'gay and mocking feuilletonist, the

satirist, the fantasiét, and the tragedian all meet in the:
¢ L

person of the author of The Master andMargarita.23

The most thorough and the most lmpre551ve work to

.

appear so far is, without doubt, MlllVOje Jovanovié's Utopija

.Mihailé Bulgakova. His theéis i% that’ Bulgakov's novel’

further develops ideas and themes found in his e ‘“ier works

'24: Furthermc

~

(starting with White Guard, 1925).

connects these llterary themes and. phllosophlcal -as to .

ra——

the herltage of Gogol and argues that . Bulgakom;301ns :

phllosophrﬁal critique of everyday llfe w1th the eX1stentia1—

J
ist - phllOSOphy exempllfled by Klerkegaard He applles to

«\\\

the novel the cencept of the nGVel of secrets elaborated by

OE e

27
Jovanov1c lS

‘Viktor Shklovsky 6-and know%?to Bulgakov.
28

partlcularlyflnterested in the "dembnologlcal lin nd

b.

therefore in the genealogy ‘0of Woland, 2 in connection with

whom he mentions Eblis {(or "*Hlis " Kdran XV 33- 40) and

Hermes.30 Though Hermes,}together w1th Plato s . "wise demon,"
g \ S

1s mentioned 1n passing as Wolahd s ancestor, the choice of

o
-
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y and-"hermeneutics" are derived from the name and’,

.this satlre "hermetlc," but metaphysg@dl'

Q‘R -Q

- Hermes is® perxhaps of crucial importance: both "Hermetism"

e ori ' 31 .@.btherefore,_
woulanpewmore fitting to speak about Hermetism than
cligion and mysticism and‘%reemasonry"‘since freemasonry
still suggests\Royal Art, ‘a hermetic term.32 But more

1mportantly,‘the concepﬁyof Hermetlsm makes sense of the (so
e )
far) puzzllng amblgﬁﬁty of Woland and his suite, their dual
&

: ¥
‘aracter, ‘and the hermetic cosmology
33

(posrtlve negativ,

ioncept of the "intermediary world" the’

O

exphqpns with its
COnclulen of the novel: the ascent of the Master. .and’

Margarita;tbfgfL mbo (in fact the descrlption posits a kind

of 'lower extreme of the Empyrean,, the "area" of peace")

b

through dalllance wrth'Satan, w1th whom- t%ﬁy part ln thel\{.

,j 4

, same. 1ntermed1ary reglon (the grotesque demong,belngﬂchanged

, -
into archetypes") . It Was,'of course, temptlHQatO call

134 better descrlbes /
[ e . . " “N' L - ": ,!(.;.,
tie work, in its entirety. ', ‘ E . B oo

\a -

While Lakshin mentionS'freemasonry as“ampossiﬂggi_

source tor. some partlculars relatlng toqthe-MaSter,vJovanov1c'

& i vanov!
supplles a whole blbllography~bf maSOnigﬂllterature.35, e

also properly SLtuates Bulgakov among\@{lnyak and Platonov,
and ﬁ%ov1des (among countless other 1n51ghts and lnfmrmatlve .

1tems too numerous to mention) ‘two . further conoepts helpful

to our understandlng of the n@gel. "the concept of poetlc

» Justlce36 and Pushkin'’s concept of "secret freedom.". After

examlnlng world llterature for llkely examples of the

dlfferentaglnds of‘poetrc justlce,vJovanov1c follows the

<t

\\\ ‘ 4
~ ‘
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_ in that Mllne belleves that the oomblnatlon of the sacred-

" does not cohere intellectually, yet works aesthetically in a

Mespearean" branch to Russia, namely to Dostoe’vsky who,

together with Pushkin, forms the model for twentieth-century
Russian literature.f Bulgakov, then, follows the tradition

of Pushkin and his concept of "secret freedom" expressed in

~one of his later poems: Iz Pindemonti l1836).37 - In it,

Pushkin rejects "freedom" in the political sensef,"l need
another, better freedom / Whether t. depend on the Tsar, or
on the people/ Is 1t not ali the same to us? Good rlddanc%§
to both"-38 one is respon51ble first and foremost to oneself
Blok,vgandelstam, and Pasté&na% all follow this tradition of
Pushkin. To this is-also connected t&e theme of‘the artist's

‘ne .

m1551on, and the relatlonshlp of thenartlst to the world;

o

[ . \i" o N
formulatéd in the early Renalssanceﬁgﬁ‘gﬂﬁ&arﬁh and Leonardo.39

Ly CE e ..
To sum up, Jovanovié's work 1nvested the stddy ofi Bulgakov's
v
novel ‘with the.sophlstlcatlon anduawareness of complex1ty f/
whlch prezgous research always suggesfed.but rarely answered
an a conv1nc1ng orllnformed manner. = o H @{

.
The approach of Lesley Mllne dlffens fr0m§30VanOVlc 's
o v&s_, < ,,Lb ) . s

o

Ty '

'%ubllme with the carnlval—profane has 1ts roots deep in the

folk. tradltlons and can~be ekamlned 'phllosophlcal and

¢
a@@h;Op .Loglcaﬁﬁglane."fl,6 Consequently, ‘Milne's work is

o

,based on Mlkhall Bakhtln s Rabelals and His- World concluding
kS . L L

that/the novel is a- "comedy of splrltual vxctory'over the‘

material world and death."4l Like many other CrlthS, Mllne

¢

notlces the contradlctory nature of the novel: "the novel

’ .
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42

most complete and satisfying way." To resolve this contra-

_diction, and at the same time to supply :an explanation for

T
’ 1’ is

- *the "novel within a novel," Milne points to the concept of™
figura introduced .y Erich Au_erbach,43 a concept used in
‘antiquity for in‘ erpretation of a aistant event by means of

ion by the:New

a new one and v ce versa (the interp

»

Testament of :nts recordediih'the;\

figural inte _etation

. . . escablishes ‘a connection between two everts

or persons in such a way that the first signifies

net only itself but also the second, while the

. - second involves or fulfills the first. The two T

" poles of a figure are separated in time, but both,

being real events or persons, are within temporal-
ity. They are both contained in the slowing stream
which is historical life, and only the comprehen-' .
sion, the intellectus spiritualis, of their
interdependence 1s a spiritual act,44¢» P

4

Accordingly,.ﬁilne notes parallels betweeh‘E?e events and.
w @ ° 2 P : g
characters ianerusalem and Moscow. The cdnversation about I

s

'é?k Bthe ex1stence of God among Woland .and Berlloz and” Bezdomny .,
iy

(Ch l) has* a/paraliel in the conversation between Pilate

45

and Yeshua (Ch S 2). These conversatlons, accordlng to

i

Milne, parody the law of "the Négation of the Neqatlon (the

previous state is 51multaneously negated and preserved), S : .
". known‘as one of the fundémehtals of Marxist “dialecfical (‘ "

materialiéﬁ}"46 Bnother example of a figura is the connec-

-

T R . L , - ?,. .
‘tion between the Massacre of St Bartholomew's Eve, Satan's

‘Ball aag the &Qents of the 19305 in Ru531a (themselves
~
described as a sort of "Wltches Sabbath") To sum up,

a .
“ M 2

. . Milne's figugal interpretation establishes a vertical :
@ o



connection through all three planes of the novel: the
historical, thejcggiemporary, and the fantastic.48 And in
doing so, it is eVid;ntly nelpful for the consideration of
the satire.. it is, however, less helpful in making the
connections between the various characters. The Master, for

example, is connected to Yeshua,49 but also to Pilate,SO

even to Woland.51 Milhe resolves the contradiction by

and

listing the Maste , Woland, and Bezdomny as "aspects of the

5 {

one creative personality.” 2 Taking a cue from Makarovskaya

and Zhuk, 53 Mllne calls Woland a'satlrlst "the sardonic

Prlnce of Sa%&rlsts,' noting the tradltlonal nature of "this
identification (quoting Jean Paul‘Who called the devil "the
é&eatest humourist and wh1m51cal man'’ ).54 Speaking about

"poetic justice," Milne—-unlike Jovanovié—refers.only to

. the rulk- and fairy- tales, while, at the same time, making a

"'" R .
dﬂg%ggpﬂlon between "retrlbutlze justice" (Woland) and

\u

redemptlve justlce" (Xeshﬂa) iﬁrlnhlly, ‘Milne argues w1th

’Lakshln, who alled the conc1u51on of thé novel purely

illusory."5§ My own argument has to start w1th_this point.

. v

Lakshin's labelllng of the resolution-as%"purelyA

iilusoryﬁ is an attempt to ignore an integral part of the

. . "‘k ‘) & ) ~
nqvel that is, if € words of Milne, "so fundamentally anti-

B 57
materlallstlc."

-
- v

satirical. For we are presented w1th a ch01ce; either we

i « ‘ - . -
. are dealing with a satlre in whlch, by deflnltlon, something
(SN N . ~

is ‘criticized (the author takes a definite position) and we

.can identify the satirig targets, or we are not dealing with

&~

And, I Would like to add so fundamentallyd
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a satﬁre; in which case many incidents will not make any
sense whatsoever. When Lakshin says that the resolution is
"purely illusory," he is either unable or unwilling to make

sensekdfva crucial part of the novel. It is not that the

existence of satire in the novel is denied;58 rat:j:> the

richness df the novel encourages interpretations t

obviously, may profitably vsfw the novel in ways in which

satlre is. assigned a rather lowly position, w1th consequent %
distortions. For example, commenting on a satirical incident

in which Woland, the Prince of Darkness, tempts the &us;ov1te

e

women w1th fashionahle clothlng and perfumes whlch to the

_hor or of the ladies, dlsappear and leave them naked Nadezhda

Manderstam says: - ' &7 Y ?
&V _ v i

63 -
.‘It was not very clever of Bulgakov to thake fun of
the poor.women in the days of NEP rushing to get
new clothes because ‘they ‘were tired of going around
. in old castoffs, or 1n_outland1sh dresses made out
- »; ®f a pair of father & Of course they

were sick to deatha .59

.

"Nadezhda Mandelstam knows whereof she @ggéks and there could

be no’ better witnéss to the times but, llke many other

9

commentators, she chooses to speak . the satire of "byt"—
of everyday life, the quotidian satire—which quite rightly

makes Bulgakov open to,a'charée of eruelty. But what if his

o

design was grander? What if, as Jovanovié has shown, his .

0
.design concerns a phllosophlcal cr1t1c1sm of everyday life

on a much\blgher level that is, hlS prime concern is ot

‘those gullible but excusable ladtes, but ideas—ideas about &

!

_ the naturé;of progress, the_revolutidnary process, even the

- o
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Great Evolution?60

Accepting the latter view, we see a satirist that

differs markedly from his fellow satirists, notably I1'f and

Petrov;61 Val Bolen tells us that "it may be reasonably

assumed that Bulgakov intends e Mcz ter and Margarita to be

oa polemlc Sequel to Il f anc :stre s satires . « . showing
‘the error of thelr optlmlstlc procnosis for the Soviet
State."62, Even so, 1n’hls crltlcal attltude Bulgakov was

\

not alone: Zamyatin, Pllnyak PIatonov, and Zoshchenko all.
- .

producedﬁvery crltlcal and often unorthodox satlres but the
‘comblnatlon of Hermetlsm and satlre, fantasy, phliOSOphy,

> "A 5 -
and hlstory,ls entlrely his own. While Sov1et satire can be

" U

characterlzed in general .As attacklngj"the surv1val of “the,

urgﬁols) mentallty,"‘Bulgakov s satlre attacks the -

et.mentallgy (or uln Other words, puts in. doubt its

PRI o

fated 'newness") . e T "J' - :v o !
. 4). N - . ok

If the unorthodox nature of Bulgakov s. satire is
respon51b1e, on one hand for a celtaln reluctance on\the

part of scholars to analyze it in depth it is_ also, on\%he

N

other- hapdkﬁreSpon51ble for another extreme; the w1111ngneSqr

to: uﬁcover hldden meanings through ' cryptography n63 This

approach is taken by Elena N. Mahlog who considers the

novel - as,an allegory:®® ‘ =
\
-Beneath' the surface story of The Master and Marga-.
rita and "Pontius Pil e (structurally, a novel-
w1th1n-the—novel) lie contexts constructed by

means of stylistic dgv1ces. - . « Taken together,
all characte;s .and images' constitute a .code, thch
oncefat is decrphered reveals the meaning of the
nove

Ve



-'Calaphas is the Communist Party,67 while the Master is the

- have to be drawn among the klnds -of satlre- consequently,_

82

The results of this attempt at deciphering are the following

substitutions: Pllate represents the dlctatorshlp of the

'proﬁetarlat Yeshua is the prolét%rlat Caesar is Stalln,

® v
Russian intelligentsia qg the spiritual and idealistic

current of thought, and Margarita is Russia whose cultural

" ‘and Spiritual roots are in the pre—Revolutionary past. 68

gt
G
Such an interpretation points beyoend the novel to a peculiar-

rehearsal of recent Russian history. Consequently, if we
were to accept the allegory, we would lose more than we

would gain, since this "subcontext" and the new "meaning" of

¢

ﬁﬁhe novel can hardly be considered an improvement over the
»

more literal reading of the novel. My objectibn to Mahlow's
approach is very simple: if one can fiﬁ; satire in the
"surface story," why. plunge }nto "subcontexts"° But a more ' .~

serious objection could "a too. by dec1pher1ng -the

novel in terms of recent R én hlstory, Mahlow also narrows o

down:the appllcablllty of Bulgakov s "message." What could
be of unlversal valldlty is turn 1nto a limited, local |

validity: the result is an impoverishment.

‘It is clear that if the novel claims universal

validity or, more modestly, valldlty out51de the boundaries
WJ

" of the USSR (a questlon of relevance) 4sgme'distinction will

’

w‘“ E1

some w1ll be re evant some will not This, in turn,

v

suggests a division into main groups of satiric targets)that

‘comprise the individual'satiric incidents depicted in the

5 (’/

¢ . b

ry T .
[ . 'J,\_/
N )
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novel. Hence, starting with the satire of everyday life,

the following targets are satirized: the housing crisis, the
- queues, the lack of essential goods, tte general ignorance,

the cheap, popular entertainment (Variety Theatre), the

medical profession (Dr Kuzmin), the bureaucracy (an empt§

suit continues to produce doctments), the weaknesses of

human nature, and the "Eoshlost',"69 which could, perhaps,

{

be characterized as banality with tﬁe\capabity to plumb

metaphysical low%. Next, a more ominouS‘grouﬁ: the satire

of the police regime: the often mystifying mass arrests of i@@
the 1930s (the "disappearances"), the confinements in the
insane asylﬁm (of the Master, the poet Bezdomny, and the

o

.chairman of the house committee Bosoy), the exploits of the

B . S . 3 ' .
police in its behaviour toward suspects, and 1ts modus
oEer andi in general. A group"quite apart. from these is the

satlre of the literary establishment: MASSOLIT (tﬁe writers'

-, "

3‘ profe551onal organization—in fact»the erters' Bhly
g e%ployer),rGriboyedov House (the locationwof the same
organizationé—representing Herzen House), the way literary
activities are conducted (the pressure of'Berlioz'on Bez~—:
Ty domny, the gossip, the corrupting atmosphere of MASSOLIT),
the prosperity of the éalentless (partly Bezdomny, wholly

Ryukhin, Bogokhulsky, and others), the failure of the

N
»

talented (the destruction of the Master by the cabal of the
y ) s s

. N . 3 <

crities Latunsky, Lavrovfch and Ariman). A more -géneral

'target, Uie relathnShlp between the artlst and the staté is

also suggested by this llst, And, flnally, a group of
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targets responsible for attributing to the novel terms like

"philosophical," "mystical," "religious," "hermetic," and

others: metaphysical‘§atire§’the achievemeﬁ?@ of the Revo-

lutiﬁq the New - Man the creat Evolutlon,4§mg materlallsm

70

aﬁﬁa‘tual man confronts materialist man"). It is

understood that’ the last ygroup subsumes the other groups,

| sinc;,there is a hierarchy of principles and the higher ones
—of an all-embracing philosophreal (or metaphysical) nature
—include, as illustrations or otherwise, the lower. That
this Jist does not exhaust all the targets is understandable,
but it is a fair sample of the main groups of the satiric
targets and incidents iliustrating them. Biblical, legendary,
and hlstorlcal personages and the "Moscow of today,' together

with a rich throng of characters, and a completely 1mprobable
3

turn of events——such is the stuff of the novel.
A
. sk
$ But for all the newnesééﬁg in B words, the
x?( T

"unexpecteg@" quality of the novgig %?me of the most lmportant «

.

-~

dev1ces as well as the premises from which the satiric

]
.’r’ o A

attacks are launched are not quite so new, specifically
because they can be found in the earlier work of Bulc_;akov.jl
Therefore, my examination of the devices of Bulgakov's satire

will start w1th a brief mentlon of some eapller warks, which

l

——w1th the notable exceptlon of Jovanov1c-are generally
neglected. ’
* The notion of opposition or contrast is essential to

.
s

satlre, s1nce the satlrlst‘Ls formulatlng hlS work in oppo-
{2158
. o

> .
sition to ideas or phenémena. In The Master and Margarita,
7 - '

-



&
we can find oppositions or confrastslon several levels. "The
devil in Moscow," if such is a descxlptlon of the novel on
the mdg; ﬁdper{1c1a1 level, exemplifies this %tontrast, this
opp051tlon:'%; "unreal" character in a EEéi Gity; a Biblical
o character in a historical eetting; a timeless-being
‘confronting the temporal (mortal, decaying creation); a

personification of the concept of Evil confronting an evil

with an ideology of its own that, like a cancerous drowth,

threaéz © to displace the original»or.tragitional Evil
i " personified by Woland. Other contrasts are between Woland
< (in Moscow) and‘Yeehua (in Jerusalem),;that is, Moscow and
| Jeruselem; and between the fantastic occurrence aszgoe,r ult
of supernatural tampering (diabolus ex machina) ag@ the
fantastic occurrence as a fact of everyday life LaiMoscow of
.the 19303; On bgth a smaller and(e" larger scale there is,. @
then, ogréeveral levels, the notlﬂ..of contrast aw Qﬁkhaps.- .
5 the dominant vehlcle of satire or, if- speaklngxebout;jév1ceg,
™ as a contrasplngidev1ce.' On one hand, then, there is the c
‘}?Q "known" and the "¥eal," and on the other, e'mixture of .

//,f Biblical, legendar?,_literary, and'historical:charécteggai”
/— that can be aisguised,‘though'equipped with sometfeat;re
’Ehat acts as aereference or‘%S'ellusion {for example,
Koroviev-Fagot's checked pants taken ftom Ivaqgsgiamazov's

N : ,
devil, Frieda recognized as Goethe's Gretchén). Alread§ in
"The Adventures of Chichikov" (1925), Bulgakov uses the same

device when he lets.a crowd of literary'chéracterg invade

" Soviet Russia:
S

85



A bizarre dream... It was as if a joker~satan .
had opened the doors to the kingdom of shades --
over the entrance to which an inextinguishable
lamp inscribed "Dead Souls" flickers. The kingdom
of the dead started to stir, and an endless line . ‘
filed out of it...

.And the whole band headed into Soviet Rus, and
then astonishing events occured there.’2

Although this exploit is organized by a "joker-satan," he
does not take an active part. The curious mating of the
bureaucratic and the infernal (a bureaucrat is seen as an
. . . i AN

73

infernal being) appears in "Diaboliad" (1925). But it is

White Guard (published in part in 1925) that helps us to

explain some puzzling features of The Master and Margarita.
Therevis“the contrast between.the,peacefulmess of Kiev
before it is ravaged by the pilfering bands of various armies
and.the/threat that,.@ike a snoWstorm, will fﬁetitably
obliterate the peacefulness in order to: transform it. Thls o
.o .o
1nev1tablllty is expressed by references to the stars. Mars -
actlng as a dominant d$ymbol of D1v1ne wrath 9the red planet~
preflgures the red leglons- the fuslon of the blood and the; { ’ y .
flag, and so on)."  But nQt only thlS _contrast seeks our . -
sattention. The palnfully naturallstlc descrlptlon*ef a
slippery, overcrowded mortuary (where one can see the model
for Hella in a beautiful female corpse74) is contrasted with -
the clear miracle of Alexey Turbin miraculously healed~cy
the prayer of hlS 51ster,va prayer whlch is w1tnessed by the
apparltlon of Christ. | Then, too, the nob;llgy a%d tradltlonal"
heroism of Nay-Turs--who, saving an inexperienced corps of

fresh student recruits, diés in a hatl of bullets—is set

»



o

\\V

"~ &n g eered°") and pseudo-exposés ("Black Magic Revealed"

.

13

against the "poshlost'" of Tal'berg, Vasilisa (clearly a
prototype of Bosoy), and Skoropadsky. But the wistful and’

at times even nostalgic evocation of the "old times," the

peacefulnessd and comfort symbollzed by the green lamp, the
stove, and the library of the professor of theology, and the
sudden, unllkely identification with the Tsar, all point
toward a peculiar resolutioh. According to'Bulgakov, it is

the inevitability of the doom, coupled with its acceptance
. . . | ; B .
in the.spirit of reconciliation.

The effort to see everxj'y events in terms of litera-

ture (llterarx events) leads to formulatlon of the‘connection

o

)
betweea the negative aspects of reallty and the infernal.

The.fictlonal reality is then. made up from the opaque

(244 o v

K (xyr)‘ . N

ma&g 1al of everyday reallty (satlrlc targets) and ;he'
"llterary" ‘material (the Biblical, the - legendary, the hlstog—:

.ical, and# "e literary) whlch in relatlon to the "opaque"

materia % ransparent in the manner of a symbol, or a

I3

' figure; On the otHer hand the Qﬁtlrlc target can be dis-

LET 0\,:3 -
gulsed but Stlll recognlzable (trlbOedov House—-HerZen

'
. 83

House). The satlre moves through a series of exposes,
overies, " unvelllngs" (for,example, "Who is Woland’" "Is

;st a legendapy character’" "Can human nature be ratlonalky

T ,'r .

when Bengalsky ant1c1pates seelng "how the magic works and

becomes one of its victims instead). Here the notions of
the "novel of secrets" as formulated by Shklovsky are very

>

helpful.

87
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According to Shklovsky, it is‘charécteristic of the

type of secret that it is alin to the device of inversion,
75 . . .
There is a "comparison, the

w76

that is, transposition.

displacement of one element (object) by another. The

ways in which inversion works in this novel are often quite
complex. There is the parallel, the f‘gural relationsﬁip
Bet@een Moscow and Jerusalem. Seen from the point of view
of Moscow, the happenings in Jerusalem are expected to bé
"less real," "fabled," "legendary." Moscow, at the same
_time, is the'intimatély—kn$wn city‘that is made real by the
"narrator's familiar tone that suggests or takes for graﬁted
éodr.apquaintanceship)(haggver pa%sing or supérficial);yith -
the city. Nevérthelegé;-this‘natéral expecEation of the

;eader 18 f:ustratédﬁ%Q'the chahgé oéxfocusvintfoduced by -

.“WOland. Thgvﬁgscow—Jerusalem~axié is oﬁ.a coliision courée.
with the WolandfMoscow axis. For wOlandvchéllenges‘not only
Moscow as sﬁch, th'Moscow as %!Néw Jerusalem” (Moscow is:

" a1so known as a "Third Rome"), suggesting a third relation-

88

d

- ship: New ie;usalemTJerusaIem. After all, for a great nUmbep»?

: « .
rof people, Moscow in ‘the 'thirties was the New Jerusalem,

the' functioning Utopia, Paradise. The iﬁplications of the

[y

deviliiﬂfmdscow are therefore more far-reaching than those
of the devil in London or Paris or New ‘York. Whep the

Prince of Darkness collides yﬁth Moscqw (we get a foretaste
: ‘ ' EE o ‘

,df this collision. in the first chapter when Woland engages

Berlioz and Bezdomny in conversation) he unmasks the"appgréntl'

Jerusalem as a sham. Needless to say, the exposé continues

o CEasealtEaT

e Bometer o+ Lia,
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even when Woland 1s absent. Woland is also a bridge that

connects the Jerusalem and Moscow narratives, that binds
\ .

many distinct elements as well as characters together: this

1s his structural role, closely aligned to his thematic and

philosophical (or metaphysical) roles. Woland—cnigmatic

character that he is—points to the parallel between Mo:cow
T %

-~

and Jerusalem, a parallel that is yvet another enigma. It is

~at ‘the same time a device that Shklovsky calls "parallels as.

- -

a secret": "the device o! =overal simultancous actions of

.

which the relationship is not indicated by the author at

once.”77 The many disparate lines of development are

resolved 1in the'conclusion. As a satirical device, Woland
provides a fresh point of reference for comparison with the

earthly governmént of Russia in the period of the 'novel

78 /Judging'from the accounts

of the period by Robert Conquest,79 Hannah Arendt;BO

(written between 1928 and 1940).
Aleksandr Solzhenitsyn,8l and Nadezhda Mandelgﬁam,82
Bulgakov's .devil appears to be‘rat;er timid and humane. For
Siﬁyavsky, he 1is iﬁ some respects a positive character:
"People became devils, and the chief devil became a Maeée—
nas.”83 He is a tool, a device of satire, not its target,
despite the persistent identifications with Stalin (mentioned
also by Sinyavsky: Moscow theosophists considered Stalin to
be an incarnation of Manu, the Great Teacher of India).84
In accordance with the thought expressed in t..e motto of the

novel taken from Goethe's Faust ("Say at last who art thou?"/

"That Power I s ~7e/ Which wills forever evil/ Yet does
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- \ o

85 : 1
"Y7), the devil manages to wreak havoc in the

torever good.
service of gocd instead of evil, thereby Scerving the ultimate
power. Thus, we sense the ironic tension between the

explicit and'the implidit: the apparently covil, the super-

4
-

-natural anq fantastic, which 1n reality serves the good, 1s
50t Aqainﬁ"the mundane, cvervday reality, which is tfar more
diéturbing ‘hhan anything in the realm of the supecrnatural,
precisely because it 1s the work of human power. And from
this tension, sustained throuéhour ae o el, emerges its
satire.

If Prom the po.nt of iew I G i§ 1s possible to
see the role of Woland in Mostow for what it is, how can we
account for the "historiéal" narrative of events in Jerusa-
lem, a narrative which we also learn from Woland (Chaptér 2) 2
Stenbock-Fermor asks too: "Why did Buigakov use for his
satire of Russian society after twenty vears of Communist
rule elcments from the events described in the Gospels and
elements from Goethe's tragedy, together with the popular

86

legends which gave birth to it?" It is, she explains,

becau - the novel about Pontius Pilate87 is the raison d'étre

of the'book.88 And while‘she admits that "cowardice"

("cowardice as one of the worst human sins"—p. 322).does

not appear in the New Testament, it is present there impli-

citly, she says.89 By talking about cowardice and congcience,

"Bulgakov managed to write his novel without speaking of .
w30

’

Communism as an idea or a political principle.

: / :
The importance of Pontius Pilate is also sﬁ;essed by



the anonymous author of “"The bxecution of Pontius Pilate: On

ql“

M. Bulgakov's Novel The Master and Margarita," = who thinks

: ‘ N : } . .
that Pilate is the main character of the tovel. 2 Deeming 1t

necessary to "decipher" the novel, the author of the article

n93

gqives usy his "structural analysis. e sugyests the scheme

of a crdss: the upper and lower 1oles of the verti -al axis
/

are ogfupied by Christ and the devil, recspectively. On the

right side of the horizontal axis 1s the Master; on the left
he little, or petty, demons (ordinary people in spiritual '
darkness). The centre of this cross is occupied by Pilate:

N

"The story of Pilate means more than the other, concrete

3 ll94
narrative.

Pilate personifies the conflict between cowérdice
(the worst sin) andICOnscienLe. As to the tremendous
iméortance of cowardice in particular, we can turn to Whiﬁe
Guard, in which'the'cowards Tal'berg, Vasilisa, and Skov -
padsky are singled out for spéciél-treatment. In addition,
Bulgakov's play Flight (1928) includes a character who acts
the role of a perso%;fied conscience. ‘The sick General
Roman Khludov orders the execution of the soldier Krapilin,
an orderly, who returns -c haunt him as an appa%itiOn seen

only by Khludov, who is a prefiguration of Pilate. Like .

91

Pilate, he is sick: "I'm sick, I'm sick. Only I don't know 3

n9> Consequently, Pilate combines the cowardice

<’

with the pahgs c: conscience that appeared, separately, in

what it 1is.

Bulgakov's earlier works. From the point of view of satire,

tue significance of Pilate lies in the emphasis on conscience;
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Pilate is a device that exposes the underhanded manner in
which the préblem ot conscience was treated by the official
Ldeology.

Not only conscience, but also the religiousness one
can find in Bulgaxov's other work, as well 1s in the novél
,under.considerat-un, is often mentioned by the critics .
without, however, -ny indication a% to how this "religious
element," so readi!, recognized, influences the satire.
Since the time of Aristophanes and the Greek parodistic
theatre, Western literature abounds in examples of the
trivializaticn. of the supernatural, but 1t also includes

works in which religion, and even wysticism, combine with

satire. After all, The Colden Ass of Apuleius works on this
principle with great success. Religion and satire, then, do
2.0t exclude each other.

Where do we find religion in Bulgakov's novel? Not
only in the Jerus;lem narrative adapted from the Goépels,

but in the religious apologetics of the first three chapters.

Bulgakov is here defending religion as such; he is not

advancing any specific kind of religion. He defends the

religious view of the universe. After all, he once referred
to himself as a "mystical writer."96 This would explain the
satirical incidents like, for example, the "punishment".of

the poet Rusakov (White Guard), who composes a blasphemous

poem and is thereupon stricken by syphilis (poetic justice
again). Rusakov makes amends by becoming a religious fanatic

who interpreﬁs the world in apocalyptic terms (he sees
{
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Trotsky as Abaddon).’ ‘he writer Bogokhul'sky (bogokhul'-
stvo—Dblasphemy) 'is also probably quilty of the same sin (the
use of a name as a satig%h device 1s common in Russian liter-
ature, and Gogol, Bulgakov's favourite writer was especially
adept 1n the art of choosing appropriate names for his
gallery of rogues). Also, the critic Ariman's name confiirms
him in his roie as the servant of darknos;; since Ariman (o
Ahriman) is the Zoroastrian spirit of darkness and e¢vil.
Another device is the use of reasoning: the argument
thaf Woland has with the editor Berlioz and the poet Bezdomny,
whose name is d parody on a famous pseudonym (Bezdomny itself
is a pseudonym meaning "homeless" parodying the pscudonym
Bednyj—"poor," chosen by a revolutionary poet). The argument
is a déyice by means of which Bulgakov questions the deter-
ministic, materialistic, atheist perception of the world.
Woland is overjoyed upon finding that the two Muscovites do

¢

P
not believe in Go@, but becomes furious when he finds out

N i

\‘that they do not Beiieve.in thc devil either. Then, in ‘a

\paradbx_that npens the way for countless other paradoxes,

Woland the devil acts as an advocate of Jesus whgg he assures
tﬁé two;mep that Jesus is not a legendary characfef'but a
real one. But in addition to ?hé two main physical locaies’
that are introduced to us by means oflthe argument, and

. i
thrpugh the agency of Woland((Moscow and Jerégalem), there 1is
a third, immaterial, purely spiritual land where, according
to Edyth Haber, a "different level of reality is in force."97

It is the beyond, the meeting-place of characters who could

<
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withstand temptations, a place that raises Jdoubts about the
ultimate importance of reality, of events taking place in
Jerusalem and Moscow. There, the "factual event as such 1s

. e . 98
irrelevant; only movements of the spirit are important.”

4
'his world is also the reason for the great emphasis on
consclence.
woland's argument (continued when he exchanges words

for action) suggests the basically twofold division: the

philosophical and the practical. The practical 1is concerned

with exposing the cheaf, big and small; the philosophical,
with attacking the ideas oﬁ the day and official dogmas as,
for example, the dogma éf the New Man. One of the tenets of
this. dogma is the belief that gquantitative change99 leads to
qualitative change: that is, as the social system is changed,
the quality, ' the mo£al nature of the human individual will

undergo a change too. This belief is not limited to Bulga-

kov's period of history; it exists today under the name of

Soviet Man. When Bulgakov satirizes this homo sovieticus,

he shows that this creature is not superior to homo sapiens.
Tongue in cheek, he ridicules the doctrine of Great ‘Progress

by showing how irrelevant it is to man, whom he defines as a

creature of choice, who uses or misuses free will. And this -

definition applies to all his characters, whether they are

in Jerusalem or Moscow. Changes in time or environment do
not change man's moral nature. And different social systems
have little effect when the time comes for an individual to

make the crucial choice between good and evil. Inasmuch as



the ideas satiri?od here claim recognition and insofar as
they achicve success, Buluakov's satire will remain alive.
Turning now, for a while, to the practical level, we
sce that Bulgakov is also concerned with the methods used to
enforce the aforementioned ldeas or dogmas. And immediately
we are confrcnted with another inversion: what to ﬁs wou ld
seem to be the weightiest reason for satire, and certaihi?
the most important theme, tlhe Great Terror, enters here only
very inconspicqously, and through allusions such as the hint
of some unaccountable fear that grips the Master and causes
£ . AY
his breakdown, sending him finally to the insane asylum.
qu,e‘correctly, Lakshin distinguishes this fear froﬁ the

cowafdice of Piiate.loo

The device that Bulgakov uses in
order to satirize the reign of terror is'indirection.

In Chapteﬁ 7, entitled "Thg Haunted Apartment," there
is an account of the daily occur;ences in Bulgakov's Moscow—
thewsudagn arrests, the "disappearance" of people. Of '
course, to call an. arrest a "disappearance" is itself a ﬁ%
macabre pun containing a charge of ironic understatement.

But how do these "disappearances" occur? A. policeman calls,
and asks a person to accompany him to the police station

"for a minﬁée or two to sign a document" (p. 85). Tﬁe person r
goes out, and vanishes forever. Sometimes the policeman ©
vanishes too; Who is }esponsible? NAnswer: the apartment.

and in the background there is the official madness: "elimi-

nation" and "liqui@ation"——ballid euphenisms for a bloody

-

‘fate: a shot'in the back of the head, or an even more

*
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merciless death In the camps. But instead of blatant
didactics, the autlior gives us wry humour. By allud: . ¢
tragedy with humour, he effectively underlines the horror.
fhe apartment causes the disappearances, we are told. A /
policeman 1is making an arrest, but he is an unusually gentle-
manly -oliceman. He wears white gloves (as if symbolizinyg
innécencc) and asks an unnamed lodger (unknown victim, a
symbol of countless victims of the period) to come with him

to the police.statign "for a minute or two to sign a document”
(a transparent, classical device for making quiet arrests).
Although the policeman And the man he arrested leave
ﬁhe\apartment, the narrator quite absurdly continues to

charge the apartment with causing the disappearances; the
incongruity continues as more and more lodgers "disappear."
The author comments: "Witchcraft once started, as we all
know,.is virtually unstoppéble" (p. 86). To whom is this
addressed? Are there any serious beiievers in witchcraft, a
majority of rgaders even, as the statement suggesks? Obvi-
ously not. I realize that this is a stablé irony, but the
attempt by the authorities to fight ideas with terror is
surely, in its naivety and ignorance of history,ﬁakin to
primitive magic:\it is "witchcraft." “And Bulgakév offers
another four arfests,‘to create in the reader’'s mind a

strong impressiop of the epidémig{scale of the disappearance-
arrests. We never learn the.exac‘Acircumstances of these

. . .
arrests, but we are told that they differ in each case. The

-gentlemanlyrpoliceman with white gloves does not reappear.

-1



Yolshenttsyn savs that arrests are "classi: ied

decordling Lo vartous criteriac night time and daytime; at

home, ot work, during a omrney ;. first time arrests oand

. Lo i ) L . w101 C
repeats; individual and roup ariresits, Hence, 1t 1s
clear that Bulgakov offers o fas. csanpling of various Einds
of arrests.  Moreover, the insistence on the sailt of the

apartment, tqqothcr with, the volunme and variety ot oarrests,
emphasizes the 1rrationality of the terrer The narvat r
does not tell us Whether or not the peonie who discppear arce
guilty. And, as the list 5f arrests grows larger, the
deadening sensc of irrationality drows too. Bulg.lov
presents each arrest as if it had no more iranilng than
points in a game, a cruel, vicious game.lO2

When Woland makes the same apartment his residence,
the putatively haunted apartment will become haunted in
reality, and the Moscow police will be frustrated in the&r
"heroic" attempts to catch Woland or anyone from his suite.
But this duel of the police with Woland's suite is pure
slapstick; it is also an example of poetic justice: what
could be more pleasing than tQ see those Moscow stalwarts,
responsible for the terror, so utterly helpless and frus-
trated?

For Bulgakov is not loth to add a touch of humour
where another satirist might be content to leave only stark
irony. .This does not mean that there exists a sharply-

defined dichotomy between humour as a sympathetic, convividl

device, and irony as an antipathetic and alienating device.
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Bulgakov alternates 1rony and hurnour, cmploying them more
liberally in places where his narrative tocuses on the

targets of hils satire, and ore sparingly when he conc-entrates

-

onoadvancing the story Tine. >
The humour of his sative ranges oga playviilness o
103 ‘ el o g
arctesque, black comedy. And so, 1n I\x/.. e of tihn

housing problem, an incident oceurs in. vn11& Q;Ii?ALLW1 pleas

ire submittod by hopeful dppllCdHf” lor ?h artmvut:

rop

They contained entre a{LNS~ tlrﬂ&tﬁvr 11Lr1que,
denimclations, promises tn Loiecorhbe the fla
remarks about OVOELrOW(an'dI the ﬂmpﬂqSlbI]l y
of sharing a flat with bandltd. Among them was a
description, shattgrlng in its literary power, of
thie theft of some meat-balls from someone's jacket
pocket 1n flat No. 31, two threats of suicide and
one confession of oecret pregnancy (p. 104).104
The reader 1is bombarded with a variety of reasons that people
use 1in thelr attempts to obtain the apartment: besides the
threat of suicide, the secret pregnancy and the theft of
meat-balls from a jacket pocket are the obviously grotesque
ones.
' While these desperate ploys might strike us as
exaggerated in their grotesgueness, readers contemporary

-4
with Bulgakov would certailnly have attached some verisimili-
tude to them. But in the world of fiction, particularly in
the domain of satire, their value is transformed: the
humorgus and almost poetic catalogue of the mpethods of
blackmail is an example of the satire of byt, of mundane

reality. Yet the target is not only the devipusness of the

people, but also the system that permits such a depiorable
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state ot attatrs, For the decision to name the tuture tonant
rests o wath Nikanor Ivanovich Bosoyv, who gives the \lp.n‘tnwn\\
o the highest bidder, as 1noan auction. Fven an this

) .

Bulgahov 15 more concerned

example ot the satire of byt
; \

with Nitanor Ivanovich than with the hous Ing problem othe

Strongest ctatement, as we shall scee, 1o made by Woland) .

will Bosoy, nominally a heomo sovicticus, do when offorod

a4 large sum ot ronev by the "toreign consultant” Woland?
Wiat will Pontius Pilate do? what will the Master and
Margarita do?

Thus, we are dealing with a many-layered satire, and
these layers are related to the heart of the individual—
the consciencco, the repository of the decision-making "I".
At this deepest ievel, we are dealing with metaphysical
§atire, not in the sense that concerns of this kind of
satire are otherworldly, esoteric, and unrelated to physical
l1ife i the Soviet Russia of the period, but in the sense
that these concerns are central, ultimate. There is nothing
beyond them. Lakshin sen: s this when he tries to explain
“away the failings, the choice of evil, the disregard for

conscience: "Once the faith in God, the Second Coming, the

fear of punishment kept people from committing wrong acts.

Freedom frr= -=striction did not find everyone morally ready.
'If there = a God, everything is allowed,' the heroes of
‘w105

Dostoevsky thought. An astonishing apology this, coming
from a Soviet critic.

If we can be aware of the metaphysical character of
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P o it e whe Jdealing st ot aaor g In Mo ow . { he
it el narrative about Pontaas bt presents the ame

Lostes tooas in hedlaghtoned rorm and alao cieocrdes this

satitre oWt o norm. St Deriore 10 can e a0 ged that ¢t he
STOTY 0l Pilate ondows this noves with g cert oan tome Tomanogs,

el provides on o lindted timeo—span for the et ool Cdtet
clothe smatives one also Lo o to o furn o to Phe oeg baa soctlon
PO examine nore closely the satire ot the New Man, sincee in
the character of voshua Ha=Nost i we are shown that rare
character, the pertect Luman bein ..

Compared to the pmost fantastic and unbelieval le Super-
natural happenings caused by Woland and his sulte, and the
no less fantastic undercurrent of Soviet reality, the four
chapters concerned with the Biblical history of the appre-
hension and execution of Jesus and the role of Pontius :

&‘t
Pilate force a stark and sombre impression on the reader.
This impression is reinforced by a different narrative style.
The narrator, only too visible in the other parts of the
: . 106 ; :

novel, disappears in these charters. When he is present,

he often changes personality: he is, in turn, friendlwv

reporter, :ranky storyteller, lyrical first-person narrator,

: 107
honest narrator, funny narrator, and even an outsider.

As a result, the contrast between the two narratives 1is
corsiderable. And while the Moscow section i1s written in a

feuilletonistic style (administrative clichés, substandard

or colloquial expressions, and detailed descriptions of

humans) and a realistic-cinematic style ( Margarita's flight,

w



T o Poohit o tae anter and ?-an.nU ot ot he

othion P the oo G cotten s dvetienste Loy an

oXetie descen and oo tera Ly viance Do one Desorts e pones

10y

cbontanht o and o smel e te e ba bedh i netoceal Le b .

TR 1 thoe o deeved - - =it an ., owWhat wo
notdered pusoldy Cogendary o and b v st ¢ i B loakoov

Busesy.o, oo namely the e cratoncoe Jeoaey, L VO ve

realistico and psychoiogieal treoment,  How o we e unt

ror this inversion.
pulgakov sets himee Do an almost trpessibhile task and
v

pertorms 1t brilliantly: he introduces gh o Lddal character.
! _ :

who plavs the tole of the norm in the safys:c plan of the

nevel. All the other characters wil) be measured by

comparison with™hgm., ©O: course, the enormous difficulty of
succeeding with this character lies in the Sact that he, as
Jusus, 1s so universally known.  Aand furcaer,. Yeshua fa-tiozri

(the name 31s helpful ton) is brought into the narrative
indirectly threouch Pilite. Our attention is precccupied
—— e - N .

N Ld

with Pilate when Yeshua, very uhbbtrusively, appears; he. 1s

not a miracle-working Jesus but, after all, the time of

~miracles is cver and the time of trial is . .ad. The reader

1s struck Ly Yeshua's tolerance and his humanity’ - How .

B

are we to understand the humbleness of Yeshua? asks. Sclzhe-

n;tsyn.l‘l Is he a "Utopian"philoscpher,”ll2 or "an inhodent
.. , ) . . wo113 : _
idealist .. . . framed by Caiaphas"? Or 1s he, rather,

the "ragged vagabond . . . weak, vulnerable, even mildly

. owlld
comic,

that E. Haber presents to us—only to say, on the



next page, that the seemingly weak Yeshua possesses a hidden

power as well as "truly remarkable intuitive powers which
allow him to perceive truth hidden from the ordinary eye“?lls

Are his ﬁumﬁnity and tolerance t;e product of an
entirely human "wondering philosopher"? Is Yeshua nothing
‘mdre than an ordinary human being possessed by an idea?
Bulgakov's novel does not admit such a facile picture of Y
Jesus. Pilate does everything to make Yéshua cooperate with
him. Pilate even takes a liking to him (a marvel in itself),
but Yeshua, qguite gnnaturally, and from a human point of

*

view quite senselessly, makes his own execution necessary.

16

Let us have a close look at Yeshud's humanitz,l since this

-~
is an important point: Yeshua is, after all, the positive
standard and, as a literary character, an uncharacteristically
perfect human being. He does not waver; he does not even

uEter a wrong word. -And, in a novel where choicemaking is

- so important, so central, he makes only right choices.

When Pontius Pilate, known in Jewusalem as a "raving
monster" (p., 25), is shown the .prisoner Yeshua,‘ge substan-—
tiates his reputation by having Yeshua flogged for calling
',him a "good man." Whén the intérrogation is'marred,by
Piiate's hemoérania and his thoughts about suicide, Yeshua
reads hi- 'houghts, and correctly points out to Pilate his
isolati-n frc - his fellow human'beings and the fact that he
loves n one © 1t his dog. He also pred.-: that the pain

»

will stop.

Surely, mind-reading is.not'generally accepted as a
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natural human characteristic, nor is the correct prediction

about the cessation of pain. But stranger still is the
: \
attitude of Yeshuaﬁ le cuts the interrogation short by

adopting a caring, almost parental attitude toward the man
“who a short while ago had him/;mipped and who would later

ordér his execution. And he speaks with authority. A rcade

who peruses this section without questioning the humanity o
Yoshua‘hAS failed to recognize an essential element of
Bulgakov's satire. For Yeshua is an anchor; he secures a
unity the phantasmagoria of the whole novel. He is the
~1deal and, as such, he is miles apart from even the modt
accomplished characters in the Moscow section— the Master
and Margarité. |
Yeshua and the Master are given almost equal space

and, as they are both martyrs, we can compare them and
evaluate their achievements. Such comparison would see the
Master fall behind, because there is not- a speck of doubt

-

.about Yeshua's integrity; for his achievement, in human

- terms, is not natural: it is ideal. Can there be ;ny doubt
about thié achievement in the light séhwhat occurs during
the interrogation? Pilate, the "raving monster," is quite
helpless when Yeshua starts to lecture him, saying with a
smile: "Your life is a cramped oﬁe, hegemon" (p. 31).ll7

My conclusion is that Bulgakov, in his Borrowing of
the Biblical sto}y, has playeqma trick on his readers.

Knowing the attitude of his contemporaries toward - the

miracle-working Jesus, he presents a Jesus who at first



sight scems a very common, ordinary-looking ma ™ posely

omitting scenes of Jesus working miracles wmidst huge crowds,
p

he shows us Jesus us a prisoner, a lonely mgn facing his

imminent death in isolation. And his only disciple is shown

as an unreliable witness.. But through this lonely, suppos-

edly ordinary man, Bulgakov smuggles into the novel, almost

unrecognized, tha. greatest miracle—a perfect human being—

and proceeds to juxtapose him with the New Man, homo sovie-

ticus. When we realize this strategy, we can retrace the
steps in our reading and see the device in its nakdeness.
The perfect human being is, by definition, divine.

Bulgakov, therefore, does not change the essence of
‘the Biblical story. .Instead, he adagﬁ% it for his own age,
and specifically for his Soviet readers, who witnessed the
de~-sacralization of Jesus. Bu£ a word of caution is needed
here: Bul@akov's Yeshua believes in the essential goodness
bf meﬁ, but in Bulgakov's time the believers in the New Man
were taughf that good and evil are not‘absolutes; they were
conditioned by the belief that questions about good and evil
were to be decided by the great leader‘either once and for.
all, or on a day-to~day basis. Most important, the problem
was no;longer théir (the people's) 'problem, no longer their
responsibility. - These are some of the implications of/;he
Jefusalem'chapters of the novel. Although Pilate is won
o&er, he is unable to save Yeshua's life because his
cowardice holds him béck._vTrying to appease his conscience,

he takes vengeance on Judas in a conspiratorial manner which,

Rel

104
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itselt, satirizes the high intrigue, the politicaily—
motivated murder.

Within the satiric plan of the novel, the Jerusalem
sections reinforce the satire found in.the Moscow se.tions
by pfoviding a strong moral background, a norm: if Pilate's
cowardice 1s not forgotten, if his choice has such importance,
are the goings-on in Moscdw to remain unpunished? The answer
is "No," of course. We come,” then, to the satiric tour de
force, Chapter 12, entitled "Black Magic Revealed" (it
contuins the passage that écéasioned Nadezhda Mandelstam's
impassioned comment).

This is the unique episode in which the devil, as
Woland, reveals himself personally to the Moscow public to
test‘the%'by temgting them. At the same time, it is an
opbortun;ty for thé satire of Progress, the achievements of
the Revolution, the New Man) the housing crisis, tHe hypoc-

risy, the poshlost', and so on. Woland asks: "Do you find

118 And again:

119

the people of Moscow much changed?" ‘p. 132).
"Have the Muscovites changed inwardly?" (%. 133). The
Master of Ceremoﬁies, Bengalsky (whose.name suggests the
‘falsity and theatricality of the Bengal light), unde::tands
what Woland is talking about.before the public does. But '
wh%n Faggot, a member ' of Qoland's suite, produces "real"
money és a‘éart of the "black magic ehtertainmenﬁ" and dis-
tributes i£ to the audience, the rational edificé c;umbles

and, in the unnatural atmosphere -created by the magic,

Bengalsky insists, despite evidence to the contrary, that
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an 1llusion is taking place. The audience is angered, and

when Faggot offers the people the power to punish Bengalsky,
120

’

a stern voice says: "Cut off his head!" (p. 136).
2
Behemoth,]“l a member of Woland's suite who appears in the

form of a black cat, twists off Benqalsky's head. Seeing

.

the blood, the audience ooreams. 1t is at this point that
an utterly un}ike]y and wholly grotesque thing happens:

The head moaned desperately:
'Fetch a doctor!’

'Will you go on talking so much rubbish?' said
Faggot threateningly to the weeping head.

j 'No, I promise I won't!"’ croaked the head (p. l36).122
The devil's spell is suddenly broken by a éhout of mercy
from éhe audience which even Woland is poweriess to withstand.
Thereupon Woland reflects about the result of his test:

They're people like any others. They're over=fond

of money, but then they always were... Humankind

loves money, no matter if it's made of leather,

paper, bronze or gold. They're thoughtless, of

course . . . but then they. feel eompassion too. . .

they're ordinary people, in fact they remind me

very much of their predecessors, except that the

housing shortage has soured them... (p. 137).123

, In these passages, the devil Speaks directly or

through 'his assistants to the Muscovites, who are nominally
New Men. But the abysé’that divides them from the paradig-
matic new man, Yeshua, is enormous. It becomes evident in
this key chapter that the performance of magic is a device
that ridicules the reigning ideas (the Great Progress, the
‘New Man);‘the poor women who rush to get the new clothing
are not a target of the same importance.

In this episode the theatre is used as a microcosm of

~
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SOLCS, representing Mos cOw and the entire Soviet Union.:
Bulgakov was deeply involved in the dramatic world, as an
important playwright  ,and as an assistant producer and
.literary advisor df the Moscow Art TheaErc. But this theatre
is an object of sétire too (as it was in the unfinished

Theatrical Novel). We see cheap, circus-like entertainment :

the bombastic master of ceremonies, the acrobats, the clowns
in the wings, and so on. The plaée reeks of poshlost'. Such
vulgar entertainment is ideologically beyond suspicion and
.preferable to more dangerousf intellectual entertainment.

At first glance, the theatre seems alocation poorly suited
for Woland's purpogéﬁ but the crux of the matter is that
Woland-—since he is; after all, in the Qorking man's paradise
—wants to face the New Men from amongst average men, working
men. The cream of this new society is satirized in the
Griboedov sections; suffice it to say that the materialistic
heaven of Griboedov House, the retreat of writers, the
"engineers of human souls," is depicted as a hell.

But still, how does the satire during Woland's
performance proceed? The métaphysical satire is at first
very subtle indeed. Woland appears to go along with the
6ffipial éicture of Soviet propaganda, which always takes
great pride in showing off the development of heavy industry
and housing construction, and'Which also generally measures
p;ogress in the quanﬁitaﬁive terms'of industrial production,
of the GNP (and insofar as other soJieties do the same,  they

too are the targets of this satire). This official picture
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1s underlined, of course, by a belief that material and

technoloyical progress will pfoduco the Ncw.Man."Bulgakov's

satire, on the other hand, starts with the unstated assump-

tion that human nature is én infinitely moré complex thing.
Therefore, when WolandvsayS: "The Muscovites have

changed considerably... outwardly, I mean... as, too, has

the city itself...J he still appears to conform to official

Lbelief, because, according to ci~icial dogma, any outward .

change i1s synonymous with an inner, or qualitative change."

This is one of the icasons why the audience does not react
immediately to Woland's speech and.still assumes it to be a
"prelude to some magic tricks" (p. 132). Only when Woland
ﬁakes it clear that he is interested not so much in techno-
logical progress as in the inward éhamge of Muscovites, does
Bengalsky turn purple. Woland then tempts the audience with
money, and they succumb to this ancient test, a figura of

the Biblical temptation of the paradigmatic man. Unlike %im,
the audience fails, and shoWs;once for all’the:false claims\
of the Soviet ideology. Benéalsky, the -Master of Ceremonies,

is aware of the Emperor's nakedness, and makes a desperate
. i

attempt at a cover-up, significantly washing his hands (his

habitual gesture) in the manner of Pilate, a feature that

£ r the moment establishes a figural connection between

°

Bengalsky and Pilate in their cowardice.124\ Because he
re..=e’ "o accept the reality of what he sees in the theatre,
he s ally aﬁévsymbolically killed on stage. And a

fe. .an pronouRces the sentence. This "killing" and
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"Lcsurroctioq" are a traditional feat of magic,125 and the
reason for the punishment, as in'other.cases, 1s the fact |,
thaﬁ Bengalsky is "damned."126 Alsd; we can éay that while
Woland's magic works, Bengalsky's does not.

It we extend the line of "aemonological” reasoning té \
that which the satirist Opposes, we can talk about the duel
of competing systems of magic or wifchcraft. But can we
speak of a duel of magicians? Who Wéuld be the leader of
the estéblishment that ‘Woland challcnges? Perhaps étalin,
but he does not enter into consideration. here; rather, I
would iike to‘mentidn the power that defeats evil of all
Kinds, and leads to the.metaphysical resolution of the
Satire, namely, love.

‘There are three main kinds of love depicted in the

novel. 147 Farthly, selfless love is illustrated by the

relationship@of the Master and Margarita.128 In accordance

with Russian literary tradition, Mérgarita is_the stronger,

"more active character and, evidently, aléo a "liberated" -
character, to use more recent terminology. It 1is ﬁer plea
that moves the Powers to grant both the Master and Margarita
their coveted peace. Her plea .also éaves the damnéd Frieda.
Margarita risks her soul in.grder to save other souls and
thereby proves the §aving éuality of love. But she is no
Beétrice, nor is she Goethe's "EternalFema’nine"l29 that
could lead the Master inté the higher "spheres of the
immortal spirit."l3o - Rather, she is the essential earthly y

woman whose unabashed sensuality and vivacity sharply
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contrast with the aloofness of her passive Master. Her
energetic qualities complement the Master's contemplative

. . . .
character: she 1s also his mystical twin whose arrival

“creates+a superior "one body." Her activities remind some
of de Coster's Tyl Uelenspiegel,l3l and her vengeful,
~invisible cavortings, in particular, of H. G. Wells.l32 But

she will be remembered as the prime mover of the action in

this novel, a feat achieved through her earthly, selfless

N

love.

The second kind of love is illustrated by Pilate's

love for Banga.l33 Itlis an earthly, but closed love. It
is closed, .and perhaps even selfish, bedause it is digectéa
toward an animél. Pilate's aversion to roses (which symbol-
ize love) indicates tha£ thi; misdirection or avoidance o.
love is the consequence of his genera% distrust of people.
By glocking'the development of 1lc e, Pilate forfeits the

Al
chance to save Yeshua, since only love is powerful enough to:

overcome his cowardice. B : \\\\\
" Finally, there is the divine love of Yeshua.\ It is

represented by his often misunderstood insistence on calling

everyone a "good ﬁan." This is misunderstood by Lesiey
Milne, who ch=racterizes Yeshua's phiiosophy as "agqrchism"
and interp:ets it in this way:’"If people are evil it ‘is
because they havg been madévso by circumspance and»no£

wl34

because they are so. In other words, Milne sees Yeshua

as a determinist. If circumstances-are responsible for evil

~deeds, there is no place for conscience; and, as for Pilate's

a

=
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(and the Muscovites') dilemmas, they uld not exist! But

if, as I believe, Yeshua's love rcpresents agape, then his

_appeal to the "good man" is an appeal.tg man's conscience:
PP g pp

to the good in man. Only then does thg satire make sense.

Love does not only defeat evilf{ it is also the most

important motivation of characters. Pilate's dilemma is the

111

consequeggéfof Yeshua's love. The Master's life is fulfilled

when he meets Margarita; this 1in turn generates more action,

énd so on. Woland himself acts because of his love of

%ower, tg;&\if, Satanic love symbolized by a "strange globe,

lit from one side, which seemed almost alive" (p. 269).5535

The globe, a symbol of power and imperial dignity,l36Ais "so

cleverly made that the blue sea shimmered in waves and the

137

polar cap was of real ice and snow" (p. 271J. As such,

Satanic love is in a category of its own, because it is not

..

an.earﬁhly love and also because it is a'perversion'of
divine léve.‘ However, Woland is a téol of satire, not its
farget. He maintains his dignity to the verf end, and his
suite, transformed in the conclﬁsion, also gains in stature’
by this transformation.
Let us turn now to the "purely iljlusory" cohclqs ol

It too Qas some satiric significance. The location is the
beyond: the fringe of the Empyrean, or.Limbo, 1s suggested.
The topography of this sétting includes massive rocks that
give way and clear the way for Pilate, who walks over éo the
"Heavenly Jerusalem" in order to join Yeshua. As for the

Master ar: Mzrgarita, there is a house, a Venetian window, a
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climbing vine, parties, candlelight, and Schubert (pp. 402-

403) . This 1is pecace, cven as\the Master desired. So on the
\]

one hand, the Master gains somé&hing that he desires ("to
\

each his own"), but on the er ‘hand, this in itseclf is a

punishment: "peace," but not "light." Bdlgakov connected

"light" with the West and , in a letter, on his

inability to travel there. The -Master wished to travel,

. 4 A
too: "I, for example, wanted to travel all over the world"

(p. 161). In addition, the death of the Master and Margarita

LY

is also an implicit condemnation of the Soviet system,
particularly if they choose to die for something illusory,

as Lakshin has it, rather than to remain in their basement

apartment.

A final guestion: Who is the Master? The novel is

139

autobiographical in the higher sense of the word. That

~would suggest that, even if the Master is not to be
identified with theléuthorvcompletely, the character still
communicates to us the esseqfial Bulgakov. In what way?

The Master is readily taken to s?mbolize the artist in dis-_. .
treSS,'aAtOpiC that, for historical reasons, is increasingly
importaht. But if he is the artist bgttlin@ the sfate, thén
~he is a Verf-peculiar sort of artist. What kind of art is

he ehgégéd in? His "art" doeévﬁét-resémble eveﬁ remotely
ahything producedrby hi§ suppo;ed colleagues; gembers of
MASSOLIT. %is "novel" aboﬁt Pontins Pilate has no chance of
being published and, what iskmqu remarkable still, it is

understood that the novel is a pfecise recreation of a part
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of history: that is, a supernatural feat! More than anything
clse, his art resembles the "work"-of an alchemist, whiﬁx
would be in agreement with the metaphysical character of the
novel; why olse would Woland ask the Master: "Don't you want,

like Faust, to sit over a retort...?" (p. 402).140 After

p
T

. . . .

‘aly, not every book causes a reaction in the heavens: Pilate

is released from his torment on account of the Master's

novel. Could it be that Bulgakov entertained thoughts about

his novel similar to those of the Master? If 50, we would
also have, sic :~-by-side with "poetic justice®™ the "poet's
justice." The latter means that the poet will get what he

deserves and so will his enemies. "Manuscripts do not burn"
P

141

(p. 303), and neither did Bulgakov's celebrated novel.

The critics it satirizes are easily recognizable as writers

paid by Pravda and Komsomolskaya Pravda.142

N "Relationship to the literary tradition is bounded by

two ideal concepts: the treasury (thesaurus) and the tabula

w143

rasa. This statement'by‘E. R. Curtius is applicable to

Bulgakov because, by choosing the treasury, Bulgakov, in the

wdrds of Stenbock Fermor, "used all the devices of an o017

and still living lgterary genre to reach through satire of

contemporary Iife into the sphere of eternal‘problems."143

As a result, tradition is linked with satire and" metaphysics.
And, consequently, from the point of view of satire and meta-'
physics, the novel succests a picture of the "undiscovered"

Bulgakov, an author who diffe¥s from the general expectations.~

For he was not an enigma for all. Ii'ffsaid of him that "it



was pointless to expect revolutionary fervour from a man who

st1ll had difficulty in reconciling himself to the emancipa-

w145

tion of the serfs in 1861 And in his letter to the

government , Bulgakov admits deep skepticism about such
sacrosanct matters as the "revolutionary process," the
"Great bvolution," and he vows "to battle censorsiilp ot any

kind, under any governmvnt,"l46 asking, as well he might,

on 147 Certainly, these remarks

"Am I conceivable in the USSR
and admissions are fully in harmony with my interpretation

of The Master and .. ;gdrita.

In conclusion, the import of Bulgakov's contribution

to modern satire lies in his creation of a metaphysical
satire. For he creates a peculiar world in thch Qe recog-
nize the world he knew so intimately: Soviet Russia, its
society, and its institutions. He then imbues this wofld
with theistic philosophy:and peoples it with literary and
legendary characters. Further, his satire blends fantasy,
religious apologetics, philosophical arguments, a love storjﬂ
and an adaptation of the Gospels in order to fidicule an
ideology and an oppressive system the rigidity and terror of
which it seeks to anathemaéizxv nd this metaphysical

satire is, perhaps, Bulgakov's ..ost valuable achievement.
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In his "Introduction to 1984," Stephen Spender says

that ’

Utopias, or counter-Utopias, are chimeras: made up
off ideas drawn from many sources and put together
in combinations that produce Yahoos, Man Friday,
Musical Banks, Doublethink and Newspeak—to mention
only a few.l '

George Orwell's Nineteen Eighty-Four (1949)2 is such. a

chimera, classed, as 1t was, by Northrop. Frye as a "utopian

[

saﬁire"3 together with Evgeny Zamyatin's We (1924) and Aldous

Huxley's Brave New World (1932). The influence of the-last

-

two works on 1984 is the subject of a number of essays4 that

trace {(through Zamyatin's yé) the origin of some ideas found

)

in 1984 to Dostoevsky's Grand Inquisitor, to Shigalev of The

& [ '

Possessed, and to the narrator of Notes from Underground;

Apart.frém this "Russian connection” there is, of course, a
voluminous body of utopian and dystopian works in English
literaturevand a still larger body ofrutopian writings in
European literature. However, utopian satire, as_Frye says,
"is a product of a specifically modern fear, the frankenstein
myth- of the enslavement of man by his own fechnologi,"5 best

exemplifﬁed by satires iike We or Brave New World. These,

together with 1984, attack-the belief expressed in Edward

Bellamy's words that "the Golden Aéé”iigi before us and not

. LS
“behind us, and is not far away."6 In contragtuyith this -

deneral agreement among the three works is the dis&g;eement

-

about the objective of Revolution (a fait accompli in the
three novels). Here the modern writers take issue with tﬁéf

nineteenth-century visionaries. In the particularly rich "
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English tradition of utopian writing, William Morris's News

from Nowhere (1890) sets out to "correct" Edward Bellamy's

Looking Backward (1888). Both are hedONL;tic utopias, but
Beilsmy's Protestant ethic and his advocacy Qé industrialism
are unacceptable to Morris, who substitutes for them a
Ruskinian neo—mediévalism, a vision of a pastoral future -
which appreciatés Renaissance arts and crafts. "What is the
5

object of Revolution?" asks a character in News from Nowhere:

Ry

?

Surely to make people happy. Revolution having
brought its foredcomed change about, how can you
prevent the counter~revolution from setting in w
except by making people happy?7 ' .
» ' - ) ’
Morris envisions a kind of stasis that rests on the basis of
happiness. ' The modern satirist acknowledges this final
revolution, but asks probing questions about th. nature of
this stasis: questions such -as, Is it happiness? Conseguently,
an opposition of freedom and happiness is formulated in the

new anti-utopian works. Happiness is a priori excluded by

the satirist, and acceptance is enforced by a lobotomy-1like

operation in We, conditioning. and drugs in Brave New viorld,
J—' «

and terror in 1984. The buoyant spirit of ‘News from Nowhere,

and its enthusiasm, contrast with the bathos of Franz Kafka's

Trial and In the Penal Colony.'8 1984, Chad Walsh suggests,

is "something close to the ¢omposi£e dystopia. Most of the

»

horrors that othe; books have predictedfare here combined
and synthesised into 100 per cent nightmare.“g T.us, Spender
can say.that "1984 is closer to Samuel Butler's Erewhon than

to Kafka or}Wells or Hquey,"lO while Wyndham Lewis says
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that "1984 is Wellsian in form, Wellsian in the style of

writing, Wellsian in the colourlessness and anonymity of

personae."‘-ll Winston Smith, the protagonist of 1984, is

describéd after his'breakdowp as dirty, stinking like a goat,

recalling "Swift's description of the revolting Yahoos in

”12

Gulliver's Travels. Nightmarish elements so pronounced

in 1984 can nevertheless be found in Wells's The -New

Machiévelli, The Shape of Things to Come, When the Sleeper

Wakes, and The Island of Dr. Moreau; "Orwell's work contains

"

scarcely a topic related tb”politics and social systems which

cannot be found in Wells's books," says William Steinhoff.13
>Then, too, The Iron Heel of Jack London foreshadows the
worship of power: "Power. Not Gci, not Mammon, but Power."l4

The peculiarities of the seductiornf of Winston smith for a
fictitious conspiracy by an ambiguous double-age%t appeared

in G. K. Chesterton's The Man Who Was Thursday, a novel that

-also presents the division of the conspiratorial party into
an inner and an out one, as does 1984. A further peculiarity

of The Man Who Was Thursday is the appearance of the equation

2+2=4 which haunts anti—utop%an fiction from Dostoevsky to

5

Orwell.l Of an entirely different kind are books like

Arthur Koestler's Darkness at Noon, and Boris Souvarine's
. N K .

Cauchemar en U.R.S.S., that describe contemporaryNevents in

Stalinist Russia by documenting the practice of the victori-

ous revolutionaries (Koestler's work is a fi b1 account

of the famous staged trials). Finally, Hiléire Belloc's The

Servile State, and James Burnham's The Managerial Revolutic:r,

,
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The Machiavellians, and The Struggle for the World all share

an anti-utopian view.of the future based on the theoretical
projection of present trends. Orwell knew and discussed
these works and there is evidence of the deep impression

they made on him.16 His Homage to Catalonia (1938) shows

that he was intimately acquainted with the complexities of
Communist methods during the Spanish Civil War. Consequently,

the works which influenced him only provided documentation

for his already experienced contact with the ideology and

terror satirized in 1984. The full expressioh of his

loathing of pérticularly Soviet revolution, -however, is his

Animal Farm (1945). 1In this-AeSOpién animal-fable satire

Orwell tries to salvage the idea of socialigm by destroying

the "belief that Russia is a Socialist couktry and that

17

évery act of its rulers must be excused, if ot imitated."

He also sets out to destroy "'the Soviet myth," 8 which he
finds necessary for the "revival of the Socialist movement."lg
Similarly, .after the publication of 1984, he found it
neces;ary to poiht out that his novel was "NOT intended as

an attack on Socialism or on the British Labour Party,"

adding, "I do not believe that the kind of society I describe

- necessarily will arrive, but I believe (allowing of course

for the fact that the book is a satire) that something

resembling it ‘could arrive..?'?"O Animal Farm—to a greater
extent than 1984-—depends on "outside knowledge"21 because
22

it is "essentially .allusive." Therefore, Zwerdling

believes, "too many intelligent readers had failed to grasp
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but wholly inaccurate picture of Animal Farm,

-

= Stalin, Snowball = Trotsky). The degree of

‘Ecclesiazusae.

his didactic purpose."23 And, one might add, his satire,

which as a matter of course depends wholly on this "outside

knowledge." As a result, a man innocent of this "outside
knowledge" can, as Laurence Brander did,24 paint a "charming
w25 '

writte€n by

orwell when "the gaiety in his nature had completely taken

||26

. X «
charge . . . writing about animals, whom he loved. Natu-

rally, the reader with knowledge of Soviet history will read

the work as a satire; he will readily substitute the targets

of satire for the animal gharacters (Major = Lenin, Napoleon

sparency
will be propdrt{dnate.to the degree of the 's ability
to recognize allu51ons. As Brander's case neVErthe—
less, this dependence on allu51on does not disqualify Animel
.Farm as a work of llterature for "those who are unable to
read it as a satire. The converse also seems‘to obtaln;

0

particularly for a serious utopia; as Northrop Frye said:

"We may note that what is a serious utopia to its author,

and to mapy. of its readers, could be read as a satire by'i

w27

reader - ose emotional attitudes were different. As an

xample, Frye offers Bellamy's Looking Backward. But the
:>§$ern starts in antigquity, when Plato's utopian ideas. are

satirized in dystopian reaction by Aristophanes in The
. -8 .

Despite the fact that 1984 depends lesg on the know=-
ledge of particular historical events, the story of the

critical reception of 1984 also documents a certain amount

120




of confusion. Is it because "1984 is Animal Farm writ large

and in purely anthropomorphic terms"?zf Harold Nicolson in

a review written for The Observer noted the essential ambi-

guitf'of-l984, which could be "approached either as a novel

embodying a political argument or as an indictment of

w30

- materialism cast in fictional form." Daniel Bell, in his

review‘féé”the New Leader (1949) adds .that Orwell, "actually,

is not writigg\aJEract on politics but a treatise on humgn

w3l and a "morality play which preaches the absolute

n32

-nature,
truth that man is an end in himself. Finally, to give
. another example of views that identify iggg.as other than a
political satire33 or rather go beyond the commonplaces,
Golo Mann's review of 1949 states: "it is not the kind of
anti—Russian book of which we already}have.more than enough,
but a conse;vative laoo}<."'34
arlier critical interpretations of 1984 did- not
howledge théé the novel satirizes the totalitariéh—
ism that. appeared im\Germany and the Soviet Union. But this
seems insufficient to Gleb Struve:

For us, Russians, his suppésed picture of the

future reflects the Soviet reality in only a

lightly distorted mirror. The American and Engllsh‘

critics writing about Orwell's:novel cound not or .
did not want to understgnd this.35

Not entirely fair, this view reflects the surprising likeness
of the-fictional society of Oceania to the Soviet reality,

something that only those who knew it intimately could

notice. Thus, Czeslaw Milosz wrote in The Captive Mind:

Even those who know Orwell only by hearsay are

AN
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amazed that a writer who never lived in Russia

should have so keen a perception into its life.

The fact that there are writers in the West who
understand the functioning of the unusually ,
constructed machine of which they themselves are a

part astounds them and argues against the "stupid-

ity" of the West.36

'The most recent ‘trend in the interpretation of

Orwell's work is to consider him as -'a religious writer or

thinker. Alan Sandison's The Last Man in Europe: An Essay

37

on George Orwell treats Orwell as a thinker in the rich

3

tradition of English Protestantism; this approach is not

. )
farfetched if one considers that Orwell himself thought his

‘‘socialism, very close to the "ethical, qguasi-rellgious tradi-

tion, deriving ultimately from evangelical Protest3ntism.

w38

More interésting from the point of view of satire is another

Y

v . . '\\ . . 0
be#k in this jerend, Christopher Small's The Road to Miniluv:

George Orwell, the State, and God.

39j‘_Small tells us:

»

. . . 1t 1s impossible not to see 1984 as a
religious parable, or rather as a monstrous parody
of one. The Party is God, Big Brother the divine
"embodiment" or incarnation. His tabernacle and
dwelling-pldce is the Ministry of Love; his priests
and messengers, the legions of his angels, are the
agents of the Party, and the Thought Police,
ubiquitous and all powerful; in himself, as his
servant O'Bryen teaches, he is immortal, all-seeing,
all-knowing, and omnipotent. Through the device of \
"collective solipsism" he is literally able to do-
anything, with absolute power over "the laws of
Nature." The Party can alter these "laws" at will,
and-perform the impossible: in such terms 2 + 2 =5
is simply the formula of a miracle.40

However, Small is unable to say whether it is "a parody of

religion in terms of the totalitarian State or of the State

in terms of religj,on."41 An answer to this question asked -

in 1975 was provided in 1946, curiously enough, before the
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publication of 1984, by Frye in his review of Animal_Farmg

A really searching satire on Ru551an Communism,
then, would be more deeply concerned with the
underlylng reasons for its transfarmation from a
proletarian dictatorship into a kind o: parody of
the Catholic Church, 42 -

What follows, then, is a look at the : atire of 1984,

mindful of the rble‘that the tradition of utopian writing,

Orwell's knowledge of totalitarianism (through reading and
4

t .
experience), and the personal predilection for mordant
satire played in the creation of the novel.

Granted the fact .that there is a well—documénted

i

consensusvthat 1984 is a satire, and an anti-utopian satire,
one might nevertheless want to ask in what sense it is a
satire, if only because this fact is taken so much for

granted. The most general and obvious thrust, to speak in

satiric terms, is aimed at totalitarianism. Consequently,

inasmuch as the utopia is equated with totalitarianism, we

have an anti-totalitarian rather than an anti-utopian satire.

This would explain Orwell's eclecticism in his choice of
'_partipular targets,‘chosen first of all for their value as

‘representatives’of totalitarian practice, ideoclogy, or even

a_tendency toward totalitarianism. Hence the often disparate:

mixture of elements drawn from such differeptgénd even

oppbsing sources: Marxism, English Socialiém——and Nazism,
" Russian Communism— and the parody of the Cathollc Church.
In presentlng us with a self—contalned satiric fictional

uniVerse, a "world" of 1984, Orwell satirizes not the alien,

unrealized horror of 1984.with its telescreens and



mindreaders, but the‘yet*unrealized though potentially
re@alizable actuality. 1In this-sense, the entire novel is a
whole and integrated satire of an unacceptable alternatiye,
éotential "world." As a vision 6f an unacceptable utopia;
it is, in the words -of Paul Tillich, "a hovefing, a

suspension, between possibility and,impossibility."43 " Such

a hovering and suspension imply a tension: 1984 is a "warn-
ing," a "prophecy:" What 1is actually‘attacked? The world

embryonically present in the institutions of Orwell's time,

in the paraphernalia that symbolize the world he is unable

to accept: '

To say "I accept" in an age like our owr to say
that you accept concentration camps, rubc ~un-
cheons, Hitler, Stalin, bombs, aeroplanes + -ed

food, machine guns, putsches, purges, sloc

Bedaux belts, gas masks, submarines, spies, obr. -
cateurs, press censorship, secret prisons, & »ir: -s,
Hollywood films, and political murders. Not _ -1
those things, of course, but those things amon¢
others. 4 : e : .

This statement of refdéal, €Ben, is tfansformed in 1984 ‘r-o

a satire of the.kind of world which mékes uée%of almost all

the nightm%Eish inventions catalogued in’Orwell*s,list. His

essay, therefore,:gives us a preview dfithe satiri;'tqrgets
we find in_;ggi. 'Other éarallels betweenuO;well's,eSsé§S_
‘and 1984 may be seen, in the view of languagé;,in "Politics
and the English Language" (1546);45 of sék as a political:

46

act, in "The Art of Donald McGill" (1941); and of a world

inhabited by proles, in "England Your England” (1941).47
What confronts us; then, is a utopia satirized through

modern inventiogs that are misused or used for evil ends by

124



125

megalomaniac leaders. Was Qr&ell's ability to point out the
megalomaniac tendency of Oceania's rulers pathological,'as
Isaac Deutscher48 soggests? Or %;d "the aloofness and
insincerity of raoical leadership, the failure to abandon
ruthless measures, the attempt to'establish,a perfecg

system,"49 really exist in Orwell's world? Today, few would

~argue that Orwell was a bad diagnostioian. -

And so, based on sound diagnosis, the satire of this.
unwanted Utopia proceeds as follows: at first, the fictional
world of Oceania is created through the activity——literal ‘ \
and practical-—of WinstonVSmith, the main charactef. -Thén,
the action is coﬁéficateo by the inclusion of Julia, wﬁo
seduces Winston and precipitatés the tragedy. We learn about
thg political system through two essays ﬁThe Theory and
Practice of Oligarchical Collectivism," and the éppendix,
"The Principleé of Newspeak." Finally; we discover much
about the actual working of the system through one of the
leaders, O'Brien, who patlently explalns to Smith the purpose
and aim-: of the Party

. The unobtrusive oog}ggéog 1is characteristic of this
\;\\\\;o?el which never goes beyond £he possible, hovering, as it

Ooes, between what we intimately know from observation of
our own wérld and what could conceivable develop but is vet
strikingly absent from our world:

) It was a brlght cold day in Aprll and the

clocks were striking thirteen. Winston Smith, his
chin nuzzled into his breast in an effort to escape
the vile wind, slipped quickly through the glass
doors of Vlctory Mansions, though not guickly enocugh
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to prevent a swirl of gritty dust from entering
along ‘with him. '

The hallway smelt of boiled cabbage and old rag
mats. At one end of it a coloured poster, too
large for indoor display, had been tacked to the
wall. It depicted simply a enormous face, more
than a metre wide: the face of a man of about
forty-five, with a heavy black moustache and
ruggedly handsome features. Winston made for the
stairs. It was no use trying the lift. Even at ,
‘the best of times it was seldom working, and at
present the electric current was cut off during
daylight hours. It was part of the economy drive
in preparation for Hate Week. The flat was Sevem
flights up, and Winston, who was thirty-nine. and
had a-varicose ulcer above his right ankle, went
slowly, resting several times on the way. On each
landing, opposite the lift-shaft, the poster with
the enormous face gazed from the wall. It was one
of those picturas which are so contrived that the -
eyes follow you about when you move. BIG BROTHER
IS WATCHING YOU, the caption beneath it ran (p. 5).

Very soon we learn that "this was London; chief city of
Airstrip One; itself the third most populous of the provinces
of Oceania” (p. 6). By the time Qe get to the exotic
Oceania, the fictional }gality of the‘future London, is
accépted. It is sqmehow familiar, ana this‘familiarity is
achieved through the employmenﬁ'éf wel%:tried aeviées. One
of these is the,ﬁée of nﬁmbers, half a dozen of them in>the
first two”pa}agraphs} The nuhbers make it easy for ﬁhe
reader to iﬁagine the environment; they have thé force of
staéistiés in persuadinévthe reader of the reality of a

statement, a5 Swift demonstrated in A Modest Proposal. And

although the day is bright, it_is_blighted by cold{ by the
faéf #hat the clocks strike thirteen, by the "vile wind,"
and the "swirl of gritty dusﬁ." The olfactory seﬁSé;then
takes over, and we can smell thg nausgating combinatidn of

w3
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boiled ca g and old rag mats. When the awe-inspiring but
intimidati.., portrait of Bic¢ ~ other appears at the end of a
hallway, the moustache of the dictator reminds ueipf Hitler
and Stalin. Because the electricity is cut off, the.lift
does not work. Advaricose ulcer festers on Smith's leg, and
the eyes of BigiBtother are watching him as he begine his
ascent. The symbolism of pained ascent watched by the |
-ublqultous éig Brother is accentuated by the mention of Hate

$Week. The contrast is obvious:_ Victory Mansions and the
smell, the non-functioning lift. Do we want this "victory"?,
The satire in all.its unobtrusiveness wotks‘by presenting as
victorious a whoily‘upacceptable future, a pictute of moral .
and phyeical breakdown. As soon as the clocks Strike
thirteen, the "unldcky" nunber, we have the sense that. the
whole picture is askew. |

In opposttion to the "ascent" of Winston. Smith, in

* his search for knowledge, truth, and love, is his descent—
to the cellars of the Ministry of Love, to the fateful Room
101, where his selfhood is destroyed (The symbolism of this
descent is supported by the horror of the notorious cellars
of Lubyanka, where many political prisoners of Stalin met
their end.) The "economy drive" suggests the emergendy'war
economy, with its quedes and shortages, features of any
totelly planned econemy. In such an economy, products are
idvariably of ersatz quality, aceordindvto the inte- al logic
of the harrative. The VICTORY GIN'gites off "a sickly, oily

smell, as of Chinese rice-spirit" (p. 8), ‘and the VICTORY
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CIGARETTES that Smith smokes have to be held-horizonpally,
otherwise the tobacc0‘fails out. The irony of this discrep-
ancy between the official picture and the shabby reaiity has
a cumulative effect, as the satiric picture of the world of
éggg is built, brick by brick, from the material of irony.
Thus, the Ministry of Truth concerns itself with the
‘propaganda of lies, the Ministry of Peace conducts war, and
the Ministry of Love.practises the apprehension and execution
of people who think ihdependently. To follow this di;torted
logic; the Miniétry of Plenty reigns over the cﬁaos, the
'shortages and the poverty of the economy. (The British
emergqncyqeconomy during the war, its propaganda $ffort,
_Goebbelé"propaganda machine, the Soviet Pravda ("Truth"),
the Qestapo, the SS, and the OGPU figure among the likelyv
sources’of tﬁe government of Oceania.) The effect of this
wqud on,thé'feéder is (through‘this familiarity wi?h the
likély sources) markedly diffefent from that of either

iamyatin's We or Huxley's Brave New World. Instead of pro-

jecting potentially dangerous scientific developments: into a
SN A S
distant fﬁt&re (a millenium in Zamyatin and six hundred years
: »

iniHuxley)L_aryell prdjects the Edlitical tendencies of his
present into th;\yery near future (three and a half decades).
It was through thexagveIOpﬁenps in the pclitics of his age‘
that he "came to question and satirize 'the implied aims of

w30 In particula}, he was dismayed,

industrial civilization'.
. Spender tells'us, "by considerations of the support given to

one kind of totalitarian system' (Stalinism) by European

e
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intellectuals when it was opposed by another totalitarian

system (Hitlerism)."51

Orwell was particularly successful in producing a
satire that, as distinct from Zaﬁyatin's and Huxley's -~rks,
1s remembered -~

. . not so much as a 2995 (with plot, characters,

and the rest of the machinery of fiction) but rather

as a Gestalt, as a coherent world whose entire

outline 1mmediately -comes to mind whenever one of

1ts elements is discovered in the real world.>5Z2
This imhediacy, this kinship with the real world is missing
in both Zamyatin's and Huxley's novels, desgite the truly
remarkable likeness that 1984 shares with them. It would
not be entirely unfair to say that in the.satiric plan of
the novel the similarities of plot arélsecondary to the
_reqﬁirements of safiré, and that though all three novels
;atirize the preseﬁt, it is a different present that they
satirize. Unlike the other two, Oxrwell does not include in
his work "the orgiastic vision of the Marguis de Sadé."53

Instead of mutual bodily availability, de Sade's favourite

idea from La Philosoghie dans le boudoir, we find in 1984.

. "sadism which has been carried to its logical conclusion by

n>4

going beyond sex and denying it. - It is a different Smith

that emerges from the cellars of the Ministry of Love:

different from the Bernard Marx of Brave New World, whose
>punishment is exile to an island of his choice, and from
D;SOB,’bf We, who is punished By the removalk(by radiation)
of his faculty‘of imagination. The difference is that Smith

yields consciously to brute force. Torture breaks down his
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determination to upho. the truth:

He gazed up.at the enormous face. Forty years it
had taken him to#learn what kind ~f smile was
hidden beneath the dark moustache 0 cruel
needless mlsunderstandlng' O stubborn self-willed ;
exile from the loving breast! Two gin-scented
tears trickled down the sides of his nose. ~But it
was ‘all right, everything was all right, the
struggle was finished.~_He had won the victory over
himself. He loved Big Bx\ther {p. 238).

Bernard Marx do=c ‘ot have to love Mustapha Mond and D-503

s \

cannot love the Well-Doer, since l\\é\if an 1rratlonal thing

ard D-503 is, after the operation, only a\gational hupan

- robot. The point Orwell makes is that much OFf.modern AN
politics has an irrational basis. While the it;;tionality

' ~
'of Nazgsm is so obvious that it does not have to be recounted

here, the irrationality of Marxism is not so obvious, but it "™

L 55 S
has, been sufficiently demonstrated ‘ : : o

Whlle Swift casts doubt on: the supremacy of the

reasonlng faculty in the rational animal, Orwe" suggests a
more disturoing possibility: that rationality itself is oniy
a transitofy, culturally—conditioned phenomenon, a state
subject to influence and chande by psychologlcal means. This

poss1blllty——and 1984 explores it in detall—-ls more than a

P

sinister variation of Swift's lnvent;on: it lSzg step beyond
tand,‘at the same time, the final step. It is the‘end of the .
road, for after the oassing of the rational perception:of

.. the world, the-very.possibility of communication dies, and
the. autonomous human belng, bereft of the Cartesian attribute,

QA'
-

perlshes with lt. We entetﬁthe world of automata.

'In 4 letter to Pope, Swift relates:.
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-I have got material toward a treatise, proving .the
fa151ty of that definition animal rationale, and to
show it would be only rationis capax. Upon this
great foundation of misanthropy, though not in
Timon's manner, the whole building of my Travels
is erected;

Orwell's achievement, as far as modera satire .:u concerned,
lies in the further elabofation of Swift's treatise: in
doubting the very capacity of man to be rational as a matter
of course; ..d in believing rationality to be characteristi-
cally associated with a certain tradltlon——w1th what he
called liberal- Chrlstlan culture.57 For rationality is
impossible w1thoat the free operation of reason, that is;
without the freedom permjtted in Western liberal—Ch;iatian
cuiture; But ;ﬁ pursui g.his belief, Orwell goes beyond

satire. His doomed heyo in his helplessness, as well as the

~~. Party with its sadistic omnipotence, illustrates a fault

that, we suspect, li¢s in man's nature. The repulsion
4 . p 4 p

Winston Smith.feels for Julia after his return from the

‘ordeal of "the Mini try of Love parallels the disgust of

Gulllver w1th his Yahoo w1fe after his ordeal descrlbed in
\\Book IV of Gull' er S Travels.\‘The effect of this repu151on
on the_ satlre b 1984 1s that by the’ end of the ‘novel Winston

Smlth becomes a target of the mlsanthroplc satlre. Far from

a speculatior/, this\zieia;s supported by Orwell s uncertamnty
about the aﬂility of hum nature to guarantee llberty. In

1939, in a review of a book on Ru551a, Orwell writes:

In the past every tyranny was sooneT or later over-,
thrown, or at least resisted, because of "human
nature," which as a matter of course desired
liberty, But we cannot be at all certain that

- "human nature" is constant. It may be just p0551ble
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to produce a breed of men who do not wish for
liberty as to produce a breed of hornless cows.
. . . The radio, press-censorship, standardized
education and thHe secret police have altered
everything. - Mass~suggestion is a science of the
last twenty years, and we do not yet know how
successful it will be.

The degree of uncertainty is illuétrated by the hesitant use
of "hﬁman nature" as an arbitrary and vague term. The
misanthropic element might be cdonsidered harmful for satire,
which usually désires.reform. Yet; in modern satiré, the
intensity 1is heightened} the tone of the satirist's cry
becomes increasingly'shrill. There is’no doubt that Orwell
ﬁhought the situatién was critical. Man with all his
attributes andvpotential/was at Stake, he thought,, and with
the passing of man as,ﬁe knew him, Orwell anticipated the
passing.of'an entire civilyzétion. True, his bleak |
prognosis, iIf prognosis it was, wés based on his observation
of the present; he could not be sure,the_future would be «
‘realized in the way sketched iﬁ_satire; but his novel is a ///
wérning, a §9rceful cry designed tobarrest even the possi-
bi;ity of such a fateful development;  In this sense only,

it cé?'be called fperhecy." A prophecy in the Sibligal

sense; howeyer, always contains.a pro&iso:.thisfénd this .
Ell£ happén’unless you do .so and so. And betwgén this "will"
and this "unless" is a wide space of infiniteféariables-that
the satire aims to:ihfluencé. Therefore, in order to stop

the gradual sliding of civilization into bafbarism, Orwell

presents an essentially barbaricAﬁutd}e. This barbarism is
. -7 59 '

combated by a singlé‘civilized man. Neither Bernard Marx



of Huxley, nor D-503 of Zamyatin 1is civilized in the same

sense that Winston Smith is. By time and conditioning, both .

charactegs are far removed from our civilization. Smith is
not: he remembers much, and his powers of introspection and
analysis (both possibly the products of this civilizafion)'
help‘him. 'Civilization in this context, of course, refers

to the heritage of both the Graeco—Roman'and the Judeo-
Christian tradltlons ngs herltage is the basis of "Western
Man," and it is thls‘that flutters before it dles inside
Winston Smith, the protagonist of 1984. The loss, ‘the
profound loss’thaf attends this symbolic demise of civiliza-
tion, iefa loss not oﬁiy of myths, not only of the entire
intellectual panepticon, but of the morality that formed its
core. Of course, the struggle and the eveﬁtual loss are
expresSea in Winston Smith only very lndlrectly ' Neverthe-

" less they are tH%re. We are shown Smith' S conscious struggle
to remain in contact with and to learn about the culture of
pre;revolutioqary-times which, as he instinctively feels,
’.represented the civiliiation whose continu;ty the Revolution
ieterrupted. The consequeﬁeesvof this interru?tibn Qe;e.
frightful. But how does Orwell's satire-deal with this

interruption,vand what are the stages or techniques used in

the process of barbarization? First of all, the basic tech-

133

" nique of transmitting knowledge from generation to generation-

is through tradition, for tradition presupposses attention
to and respect for the past. To abolish the past is a

stupendous idea. To.effect instant modifications of the
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cdllecEive memory of the immediate, recent, and distant pést
woulq require an enormous amount of work. But Orwell shows
that such an achievement is not beyond thé power of a
totalitarian government. Winston tells Julia, his mistress:

Do you realize that the past, starting from yester-
day, has been actually abolished? 1If it survives
anywhere, it's in a few solid objects with no words
attached to them, like that lump of glass there.
Already we know almost literally nothing about the
Revolution and the years before the Revolution.
Every record has been destroyed or falsified, every
book has been rewritten, every picture has been
repainted, every statue and street and building has
been renamed, every date hds been altered. And

- that process i$ continuing day by day and minute by
minute. History has stopped. - Nothing exists .
except an endless present in which the Party is
always right. I know, of course, that the past is
falsified, but it would never be possible for me to
~prove it, even when,I did the falsification myself.
After the thi is done, no evidence ever remains.
The only evidence is inside my own mind, and I
don't knowgAvith any certainty that any other human
shares my memories (pp. 126-127). T

I3

"It is in ‘the past that all the ideas that together make up

\

an entire civilization are stored. And ready access to the

past makes it possible to maintain the continuity that is

)

the foundation of civilization. Without this access there

can be no continuity and, without the continuity, no civili-

zation. 'All ﬁhat.is left in Orwkid's fictional world is the
keepsakes, the‘"ﬁéw'solid objects with no words attach@f’to
them," such as t;e‘coral émbeddéd in, glass which Winston
Smith picks'up in an antique shop. Henceforth, the glass
wé}gﬁt becomes an important symbol of the lost past, of an

entirely different time, and of civilization as wé know it.

In particular, it becomes a symbol of the fragility of our
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civilization:

There was another crash. Someone had picked up
the glass paperweight from . the table and smashed it
to pieces on the hearth-stone.

The fragment of coral, a tiny crinkle of .pink
like a sugar rosebud from a cake, rolled across the
mat. How small, thought Winston, how small it
always was! (p. 177). _ J

Smashed also, symbolically, is Smith’s sexual rebellion,
represented in the symbol as "a tiny crinkle of pink."

In choosing this particular target, the interruption

of tradition, Orwell satirizes a myth common among revolu- °

tionaries, the‘myth‘of tabula rasa, or new beginning. They
infend ﬁo Break radicaily with the past, and to embark upon
building the "new." This part of leftist mythology ig so
obvioug and so central to:the entire ideology that Orwell
satirizes that, in érder to satirize it successfully, he hes
to show the extreme|to which the idea of new, "clean"
begihningsﬁmight lead: to the total aboiition of the past.
In practice, as Orwell could see in the example qf Russia,

the abolition was not total, but selective. But in its

selective application (for example, the notorious rewritings

' of the Soviet Encyclopedia and of history, the creation of

! |

"non-persons" of such leaders as Trotsky) the art was very:
hiéhly developed. Orwell took this existing practice and
carried it to its logical, if absurdly extreme, conciusion,
| Orwell is not'original‘in,his evocation of the doom
of civilization. .The general idea of Eegfess is‘indeed‘aé
old as civilization itself.‘ Char1es Van Doren in The I%ea

1

R !
of ongress6o.lists Hesiod, Ovid, Rousseau, Flammarion,




Nordau, F. G. Juenger,'Marcuse,,Seidenberg, N. O. Brown, and
J. Ellul as exponents of the idea\Pf,regress. For Spengler,
too, the twentieth century is a period of decline of the

West. Orwell depicts regress as the establishment of the

antithesis of civilization, that is, barbarism; and; follow-:

ing the satiric practice, he does so indirectly. If Marcuse

develops the thesis that "intensified progress seems to be

bound with intensified unfreedom,"61

"progressive" sQciety will have a stagnant, even regressive
technology. How does barbarism enter into this picture?

Originally, in its classical meaning, the word denoted alien

L/

culture in a pejorative way. But since the nineteenth
century, as least, one does not speak of "civilized" and
"barbaric" oultures, but only of different, alternative

civilizations. Orwell has written a satire about a once-

civilized country that has become barbaric because of this
Mintensified unfreedom," thereby making a connection between
civilization and the exercise of freedom. This connection,

together with his'description of the fatal consequences of

’

the eclipse of freédom, echoes Macaulay's warning of 1857,

when he wrote to a friend about the prospects of America in

the twentieth century: :
Either some Caesar or Napoleon will seize the reins
of government with a strong hand; or your republic
will be as fearfully plundered and laid waste by
barbarians in the twentieth century as_ the Roman
"Empire was in the fifth;—with this difference,
that the Huns and Vandals: who ravaged the Roman
Empire came from without, and that your Huns and
Vandals will have been engendered within your own

A\

country by your own institutions. 62 o

Orwell adds that such a
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ideas originating in Graeco-Roman antiquity and
Christianity.‘.Moré\than a4 mere reversal, ba
unchallenged, ifreve#sible monépoly of
the hands of an inviéibie leadership
to seem non-exisﬁent té the oppre;sed. The final paradox of
such.a proposition is ﬁﬁe possibility“th;t'the whole system |
is leaderless, .and thergforé’automatic. And the nightmare
of this proposition is thét everyone 1is oppressed; that .-no
one iﬁ the system has any advantage except perhaps the Inner
~ Party membérs, who ‘have a few limited privileges. All are

victims. There is very little in Orwell's book refute

this possibility. O'Brien, Wiﬁston's torturer, asks

Do you™begin to see, then, what kind of world we
~are creating?' It is the exact opposite of the
stupid hedonistic Utopias that the old reformer
imagined. A world of fear-.and treachery and
torment, a worl§ of trampling and being trampled
upon, a world which will growinot less but
‘merciless as it -refines itself. Progress yn our
world will be progress towards more pain. [ The old
civilizations claimed that they were founded on
love and justice. ,Ours is founded upon ha
our world there will be no emotions except
rage, triumph, and self-abasement. Everythin

we shall destroy—everything (p, 214; my italics

I;aac Deutscher's label,"The:Mysticiém of Crﬁelty," seems
very fitting for the discuséion.ofwthé éadistic pOwer-wqrshi§
exhibited by O'Brien in his éoﬁvefsation with Smith. For
Orwell certainly goes "beyond Técitus,\ﬁachiavelli, Hobbes,

\

and Nietzsche in their speculation on the degrees and kinds

o
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of pleasure men can take in wielding power."63 But herein,

accofding to George Kateb, lies the.unacceptable: "common

sense prevents acceptance of sadism as a constant and
<

sufficient source of action on the part of.millions of men,
. - RS
" 6 4

>

hour after‘hour, year after year. ‘How do we deal with
this.insane worship of power? How does it fit the satiric
plan of the novel? If we coﬁpare Ofwell's powerfcrgzed
Party to the political parties of the radical fringe, we ét
oncé'ﬁpte a common.ldathinglof money and éossessions:
aéceticism with an'almpsf monastic,simplicity of dress 1is
common. Power is sUbstitutéd’for all the 6pulénce and
pleasures of the bourgeois statésman.l The lﬁxuries of the
elite are of necessity very tfansitory: they_depénd‘on power.
Tﬁerefore, Orwell's concept combines Marx with Nietzsche,65
a frightful combination. For the concept of power in a
totalitarian parfy hakes the execution of a poi#picai
opponent very simple; his existénce‘and developﬁéht are
interestiné (to the Party) only from tge pointiof n of
politics: man is exclusivgl; a political animé; anud, when

found unacégptable, he is "liquidated" (a wofd\éhriously

‘drawn'from the world Bf business), as one liq;idates,stocks.

6ryell's view of "Power" is not éssentially different from

. the totalitarian‘view as he could see it in his own day, and

- the same coula be said of his»v?e* of sadiém, which seems to

’g? hand;infhand'with the absolute applicag}hn of power. It
. :

is ‘not even necessary, in this case, to point out the device

) . . 66 . , .
- of "satiric extension," or "the following of some idea

\ | A (\\
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along ' ruthlessly logical lines to an absurd extreme or

conclu51on."67 But where is the absurd? Orwell is writing

. < - . |
about totalitarianism, and by now we know enough to\realize

that it is so evil it could hardly be exaggerated in a

o"

satlre written expressly to stress that eVll As John 0.

Lyons says: "Thlngs are ev1l‘ yes, but they hang together.

C 6 C
This is not meaningless chaos."_,8 This 1s "horror as an

. SO ’ : . . 6
intrinsic part of the novel's satiric devices." 2
- Cw »

! ’i' There is a system, then, in this- flctlonal nlghtmare,

§ -
W

and the. reader—-follow1ng the peripeteia of Winston Smith,

" and mlndful of the entire Gestalt of"the novel——becomes
uncomfortably aware of the stroné but hopeless opposition to
this system by an individual in distress: he (Smith) is -
alone, and there, all around him, are the masses, the cheer-
ing‘crOst, the prlmltlve proles, the watchful spies, the
cunning Thought Police—and Julla.

What happens to the 1nd1v1dual 1n the absence of love,
frlendshlp, and family is shown in the returrlng thoughts
that Smith has about his mother-—thogghts that bring him to
contemplatlon of tragedy:.

The thlng that now suddenly struck Winstonbwas that
«\\ his mother's death, nearly thirty years ‘ago, had

‘ AN .been tragic andg sorrowful in a way that was no

. longer possible. Tragedy, he perceived, belonged
)/// to the ancient time, to a time when there was still

privacy, love, and friendship, and when the members
of a family stood by one another without needing to
know the reason (p. 27).

This reallzatlon marks a step in W1nston s awakenlng as an

v

1nd1v1dual ‘He 1is explorlng his inner space, somethlng

s :
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which in Oceania is a rare and dangerous venture. He

realizes the value of privacy, love, and friendship: three

-

things integral to the identity of the individual. . Privacy.

is necessary for his inner development, for personal stock-

taking, for the development'ef interierity, which, John
Lukacs tells us,.isb"the most precious heritage of the
Western civilization of the last five Rundred yeaj:s."70 In
love and friendship the inhiyidual ventures outside himself,
teuching the outside world through thelhuman beings with
whom he shares these special relationships.’ Tragedy (used
here, as in 1984, in a colloquial sense) is possible when
these intense relationships‘are suddenly shattered by an
event such as death. But in the absence of these relation-
ships neither sorrow nor tragedy has the same impact. Smith
is able to undetstand this better as his individualbsT/ his |
_interiority, stirs to life. It is. characteristic of Orwell S
understandlng of totalltarlanlsm that he should stress that

N

Smith's budding 1nd1v1duallsm must develop SLmultaneously

1nto polltlcal revolt against his- enslavement The absence
of tragedy 1§/’therefore,'another feature of totalltarlanlsm
' deplored by the satiglst albeit an unusual one. |

In Oceanla there are Community Centres where the
pec, le spenq their time collectively:

In principle a Party member-had no spare time, and _

was never alone except in bed. t was assumed that i

‘'when he was not worklng, eatlng or sleeping he

would be taking part in some kind of communal _

recreation: to do anything that suggested a taste - '

for solitude, even to go for a walk by yourself, //
~  was always slightly dangerous. There was a word
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for it in Newspeak: ownlife, it was called, meaning
individualism and eccentricity (p. 69).

I'4

“In forcing people to forsake their,ihdividuality,.Big
Brother is engineering a very significant‘change in human
consciousness, the reverse of the change which, according to

Jacob Burckhardt, created in’RenaiSsance Italy uomo singolare

(singular man), and uomo unico (unique man) :
e — 1ico

e In the Middle Ages both sides of human conscious-
- ness—that which was turned within and that which
was’ turned without—1lay as though dreaming or half
awake beneath a common veil.” The veil was woven of
. faith, illusion, and childish prepossessions, o
through which the world ang history were seen clad
in strange hues.. Man was conscious of. himself only
as a member of ga race, people, party, family, or
corporation——only through some general category. -
It is in Italy that this veil dissolved first; h
there arose an objective treatment and considera-
‘tion of the Stafte and of all things of this world,
and at the same time the subjective side asserted.
itself with corresponding emphasis. Man became a
Spiritual individual; and recognized himself as such.
In the same way the Greek had once distinguished
himself from the barbarian, and the Arab had felt
~himself an individual at a ‘time when other Asiatics
knew themselves onl s members of a race.71

’

Winston Smith tries to escape the reverse of the process
described by‘Burckhérdt. All around him the new dark age, N
"the Black Millennium,"’? is already in progress. Man is “
conscious of himself asfa member of the Party, a citizen of

Oceania, a prole. The'proles,\the primitive eighty-five per

t of Oceania's population, stand‘even lower, if possible,
'.rem'ndiné one of the Wellsién Morlocks. But Smith is
're-enactiﬁg'the kind'ofxg§¥chological and inteliectual
discovery that took place in Europe more than five hundred

years before his ﬁime. This pefiod of five hundred years
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marks the depth of regress. But Orwell intimates the
possibility of such a drastic plunge within a few decades
after the writing of. the novel!"

| Smith learns about the abyss that separates his time
from the 'time "before the Revolution" (a phrase which, for

Winston Smith at least, fulfills in the new mythology of

1984 the same role .as the phrase in illo tempore does for
the>§ld mytholugy73). This revolution estabiished Oceania

kas a dictatorship of "oligathic collectivism," in the wéfds
of the fictional leader of the opposition, Emmanuel Goldstein
(who is also the supposed author of the Egg&'writteﬁ by the
Thought Poiice). For Goldstein, the highest point of Western
éivilization was reached before 1914, a time when Bgitanhia \
ruled the seas. In the satire éf,lgﬁﬁ' the period before
11914 plays the role of ghé‘EQEE: the barbar;sm, the fegress,'

. the horror is related to the period before 1914, It makes

little difference that everythihg was, not so rosy, to say.
the least, in this period; The.fine.discrimination of the

- historian in search of optimal objectivity is no good to the
safirist. Consequently, the 999& informs Smith as ‘follows:

The 'orld of today is a bare, hungry, dilapidated
pl: compared with the world that existed before
191+, ard still more so if compared with the
imaginary future to which the people of that period
loocked forward. In the early twentieth century,
the vision of the. future society unbelievably rich,
leisured, orderly, and efficient—a glittering
antlseptlc world of glass and steel and snow-white
concrete—was part of the consciousness of nearly
every literate person. Science and technology were
developing at prodigious speed, and it seemed
"natural to assume that they would go on developing.
" This failed to happen, partly because of the
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impoverishment caused by a long series of wars and
revolutions, partly because'scientific and

technical progress depended on the empirical habit

of thought, which could not survive in a strictly
regimented society. As a whole the world is more
primitive to-day thai. it was fifty years ago (p. 153).

We can recognize in the "glittering antiseptic world" the
9 g9

Boston of Bellamy's Looking Backward, or an; :edonistic

utopia. The vision of such a future society is shattered,
together with the,myth of linear progress—one of the
articles of ﬁaitﬁ of }eftist intellectuals. But what can we
say about the norm of this satire® Why is it that the
Golden Age 1s again seen in the past? Adam Ulam does not
find it incomprehensible:

For all the sufferings and imperfections of the
pre~1914 Western civilization, the individual was
less trammeled by the state and society. And for
all his religious and sSuperstitious fears, the
average man was free of the fear: that the basis of
civilized -life, if indeed not its physical continu-
ity, could be utterly destroyed. What are all our
advances in comfort, in mechanical contrivances,
and in social justice against this fear?’

Some of the interpreters of 1984.seem to égree with the

choice of 1914“aswa“6ﬁ%46ff point, notable George WOodcock77

76

and Chad.Walsh. The-historian A. J. P. Taylor in English

History l9l4~194577 shows that until 1914’8 ap Englishran
could pass through life hardly noticing the ekistence of the\
state beyond the post office and the policeman.79 a personal

predilection for the period also could have playad a role.

: Cyfil Connolly, who knew Orwell, tells us that "Mr. Orwell

n80

is a revolutionary who is in love with 1910. This was

written before 1984 appeared, and Connolly seemed to think-
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then that this "love" interfered with Orwell's political
thinking: "Never before has a progressive political thinker
been so handicapped by nostalgia for the Edwardian shabby—
genteel or the under4tiog."8l Yet Connolly is quick to admit

that this polltlcal sentlmentallty" is "from the literary

n82

point of view . . . his most valid emotlon. Furthermore(

Orwell is writing with the Second World War still fresh in
his memory. The dinginess and the squalor of war-stricken

London haunt the pages of this novel. But the squalor,

lunmistakable as it is, is not the major point of cqntrast\V’

between Oceanla and England before 1914. Other developments,
spec1flcally tQ? p051tlon of the 1nd1v1dual vis-3a-vis the"

masses, present a muchwmore radical contrast.

The mass is nothing. but a. large droup of 1nd1v1duals.

‘-..

If unorganjzed, it is even hard to deflne as such. But the =
art of organizing large numberquf ihdividuals has become

highly devéloped in this century. This process was promoted

by two factors: legitimate governments which, by mobilizing

i B . .
citizens for such emergencies as war, created impressive
state apparatuses that henceforth sharply limited the

moblllty and rights of 1nd1v1duals even after the emergencies

had subsided; and political paxties: socialists, national

'socialists, communists, fascists, and so on. These parties

developed powerful ideoiogies that exploited the residual
hatred of various essociations of individuals as vehicles
for the seizure of power from the legitimate governments.

WheneVer:such a vigorous political group seized power (as,
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for example, in Russia, Italy, and Germany), it fused-its

‘éuthority with the existing apparatus of the state, creating,

a vastly_ﬁore dictatorial regime that further limited the

rights of the_individual. Orwell is concerned with this

- further limitatibn_of freedom, and the gloominess of his

satire serves as proof“of his lack of optimism about future

political developments. .Hé"saw the individual crushed. But

\

his bleak vision of the future ciéShgd with opposing views

‘‘‘‘‘ ly justified

by the enormous strides of science and technology.. Orwell's

satire is aimed at those of his contempor. :ies who betrayed
' . , . v t [ .
the trust of the previous generation, a generation that had

launched Progress in the name of all that was rational and

moral. It is to that‘generatién’that he directs his nostal-

gia. Yet this generation also "brought into being a caste gg' ;
of men—the mass-man in revolt—who are placing in imminent

danger those very principles. to which they owe their exist-

ence."83 And, anticipating Orwell, Ortega y Gaését wrote:

that should that human type continue to be master in Europe,

,\’

"thirty years will suffice to send our continent‘back'to

barbarism"84¥—the time-span adopted by Orwell for the

‘fiowgring of Oceania. Not only'Ortega y Gasset, but also

.

Karl Jagpexg, Nicholas Berdyaev, and Albert Schweitzer
cbrrectly ahalyzéd the conflict\between the individual and
‘the mass and also pointed out the dangers of precisely.the .

kind of d;éiatorship‘that we see in 1984. These * 1kers—

and not only these—wrote about the new violence, ...e new

~
\\

N

N



A\ .

[N

)

\

a

[

" unmanned himself.

At

146

barbarism which, 'they feared, was finding more %nd more

acceptance in Europe. "Europe has been left without a moral
- 85 .

code, " complains Qrtega y Gasset.

Even an articulated mass [says Jaspers] always
tends to become unspiritual and inhuman. It is
life without existence, superstition without faith.
It may stamp all flat; it is disinclined to
tolerate independence and greatness, but prone to
constrain people to become as automatic as ants. .
As a result, he feared the loss of "the essence of humanity."87

—

Berdyaev states that dehumanization "has penetrated into all

phases of human creativity. In making himself God, man has
.88 '

And Schweitzer feels that the individ-~

ual is stifled by the mass and demoralized by it.89

What is the predicament of Winston Smith as an
individual? Unlike the proles, who form eighty-five per
cent of Oceania's populatién, he is a Party member. He 'is
privileged, educated, and théoretically "rules" the proles.
Above him is the Inner Party, which rules. the proles and the
. : PO
Party; in relation to thg Inner Party he is a slave. The
leader.of the Inner Party is Big,quthef, who‘mayvor may not
be re;l. For, all pur;oses, the relationship betweeﬂ the
.?arLy memi >rs and the proles is that of apartheid. The totél
segregation 1is "undérstood." But in what ways is Winston

N

Smith circumscribed? 1Is he fighting the masses? No, he i§

’

trying to defend himself against the inquisitorial Thoughgm_'

Police. In doing so, he discovers that each man is an island,

', that there are barriers which make genuine communication-

S

g . . . ’ .
1dpp551ble. These barriers, he feels, can be overcome only

-
;- Ny
o

A . . ’ B W
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by love. But this breékthrough is followed by dismay Qhen

he discovers that.Julia is "only:e rebel fmom the waist
downwards" {(p. 127), and, consequently, he is alone in his
anti—totalitariam rebellion: he is living a curiousiy iso-
lated life, a private life that precludes the consideration
of the masses. 1If he has to fight anything, it is first and
foremost that part of himself which is dnaware of the-trueh.l
To achieve this awareness, he must combat his ewn instinct
for survival,,for the‘enemy'is his owh nervous system (p. 54).
;The siight exterior evidence of his inner opposition mighf
prove fatal—as it'finally did. So thebdemoraliiation of

the individual is not affected by theé sheer weight of the
masses; which assaults the individvil and crushes him. Ih—
stead, the totality of the'enmippﬁment designed to brainwash

him combines with specific psychological attacks such as the

Two Minutes Hate to do the'job of demoralizing. 'It is not

achieved 51mply by the pressure of the mass on the 1nd1v1dual

but by englneered therapy

The horrible thing about the Two Minutes Hate was

not that one was obliged to act a part, but, “on the.
contrary, that it was impossible to avoid joining

in. Within thlrty seconds any pretense was always
.unnecessary. A hideous ecstasy of fear and vindic-
tiveness, a desire to kill, to torture, to smash |, ;
faces in with a sledge- hammer, seemed to flow-

through the whole group®of people llke an electric
current, turning one even against one's w1ll into a
grimacing, screaming lunatic (p.- 15).

Here Orwell satirizes the agitprop, th ' Tepartment of Agita—'

tion and Propagande whose primary ot jec*ive in the Communist
E \ . '

‘and Nazi movements was to whip up feel’ -~ of hate against
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ény target deemed important at the. time. This "therapy"
‘ 1 .
illustrates the assault of the primitive, ‘the barbaric on
L N
civilized man. We see that the" Two Mlnutes Hate uses Gold-

‘stein as a scagegoat: it is, in the’ words of J. G. Frazer, a

w90

periodic "expulsion of embodied evils. Goldstein is used

in a similar way as the pharmakoi were used in the Greek

[

festival of the,Thargelia as late as .the fifth century B.C.91

To the hate against Goldstein (to the exorcism of the evils)

. 1s agpehded a secondary target: either the Eurasian or the

Eastasian army. The‘géneréfion of hate in sﬁch a beastly
manner, unseen since ancient times, justifielerwell’s
powerful satire aﬁd his severe griticism Qf.irrétionalism.
Here totalitarian techﬁiques of manipulation are equated
with p{ig}tive irrationalism. Not surprlslngly, Winston
Smlthvis filled with horror when he has to join 1n the

-

chanting J&f "B B!. B—B!” _

The chmnnng harks back to prlmeval times, and signi-
fies the barbarlzatlgn of hﬁman'Speech: anaoutflowlof\base
passion, it completsly,laék mefning. It-fepresents the
final debasement of logos:

Of courée he chanted with the rest: it was impos-
.Sible to do otherwise. To dissemble your feelings,

to control your face, to do what everyone else was
_ doing, ‘was an instinctive reaction (p. l7)

That chanting has become an 1nst1nc;;ve reaction is
evidence of the automation of résponse achieved by this
peculiar therapyr The result is the unlimited reign of the

irrationalism that Orwell feared so much. He first digcussea.
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this gradual process of“@eterioration toward such a reign of
'irrationélism in his essay "Politics and the English
‘Language" (1946), in which he analyzed the aecline of fhe \
English language. This decliné éhen finds expression in |
Newspeak, an emasculated version of Basie English92 designed
\
as a further limitation on attempts to think. But Newspeak
isrsuch a reéént ingivation that, at the time of the action
of tﬁé'novel, it 1is used‘only-as the formal language of

editorials. Newspeak is not a living épeech, aithough

individual Newspeak words have begun to appear in everyday

usage ,(named Oldspeak). Smith!s "friend" Syme, a specialist

in Newspeak, boasts:

By.2050——éarlier, probably—all real knowledge of -
Oldspeak will have disappeared. The whole litera-
ture of the past will have been destroyed. Chaucer,
Shékespeare,vMiltonv_Byron—-they'll exist only in
Newspeak versions, not merely changed into something
different, but actually changed into soxething
contradictory of what they used to be. ~EVen the
literature of the Party will change. Even the

slogans will change. How could you have a slogan B
like "freedom is slavery" when the concept of e
freedom has been abolishad? The whole climate of // :

thought will be different. In fact there will be

no thought, as we understand it now. Orthodoxy -
means not thinking—not needing to think. Orthodoxy
is unconsciousness (p. 46). )

. ] ) [} ) N

It is not enough to say that Newspeak is an instrument of

irrationalism, although it is that. One is reminded of G. K.
Chestefton'sidefinition of madness: "madness méy be definéd

as using mental activity so as to reach mental helplessness."
Indeed, every element of QrWell's satire, i;cluding Newspeak,

is»desigﬁedﬁto show this suicide of reason. In this respect

the entire novel has a unity of purpose illustrated by each
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of its constituent elements: "Newspeak, like 1984 itself, is

a projection of existing tendéncies toward the debagsement of

English when it-is used in po.litics."94

Newsgeak is aiso a med%um of doublethink,93 another

satiric target. Far from being only a brilliant fictional

creatiQn, it manifests itself.in the mental aérobatics of
totalitarian politics: it is a schizophrenic mental posture
exhibftiné a simultaneous acceptance of contradictory polit-
ical stands. It is ethé formula fof)a pe:manently dividea

mind,"96 and it is also a "moral disease, a sickness-of the

soul."g7 Doublethlhk'isipermanently locked in struggle with

objective reality, and this struggle leads us to the
examination of the doctrine of-"cpifective solipsism," and

.

the imporfance of the trivial equation. 2+2=4, Doublethink .
(the acceptance of two contradictoryssfatements) would not
. ‘work if ﬁhe existence of objective reality were.tolerated.
But it is nét tolerated. There is povabsblute truth; ﬁhefe
. is,bhowgvef, coliective solipsism, that is, the belief that
whaﬁ_is true is only what the Party.préclaims to be trﬁe.
Then what-is the satiric function of this  .ctrine? On a‘
éraétigal lével, it ridiculés the Stalinist dictates (for
example, thé Sharp turn of pélicies in 1939) and the NWazi
. concept of "German Science," which precludes-the existence
of "Science" as sométhing‘objective, to give dne'example;
On another level-—fhe theoretical, orrphilosophical——the
NQOctrine of'colléctive soiipsism is a satire of philosophﬁcal

2
relativism, which started to compete seriously with the

e
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rationalism inhérited from the nineteenth centu:y:SB Both' -
- :

relativism- and &5llective solipsism do away‘wiig ‘the notion

—fact,~the ‘

of an absolute standard, an objective truth.
doctrine- of collective solipsism as explained by O'Brien is
an exaggerated form of relat{z;sm: a very .wild, undomesti -

" cated form, a truly satiric distorted mirror of relativism,

7 i SN

Furthermore, the abolition of the concept\bf-freedom
follows the abolition of the individual as an inviolable

being. These two are fused, for the purpose of satire, by -

IS

the powerful symbols of Newspeak and doublethink. "Newspeak,"
‘says Chad Walsh, in order to.stress the continuity betwlen '

‘ We, Brave New World, and 1984, ."is the Orwellian equivalént'

\

99 : L | . .
of lobotomy." It will destfsy the representatives of'
. )’

English literature, who at the same time fépresent the vari-

ous influences that together make up the 'peculiar English'
100 '

cultural heritage. Elsewhere, Orwell is more outspoken:
What is quite obviously happening, war or no war,
is the break-up of laissez-faire capitalism and of
‘the liberal-Christian culture. Until recenmtly the
full implications of this were not foreseen, :
because it was generally imagined tHat socialism

., could preserve and even enlarge the atmosphere of

“{ liberalism. It is now being realized how false ‘ ‘
this ideawas. Almost certainly we are moving into
an age of totalitarian dictatorships—an age in
which freedom of ‘thought will be at first a deadly
sin and later on a meaningless abstraction. The
autonomous individual is going to be stamped out of
existence. - ‘ ; - :

Here Orwell is very clcse to Oswald Spengler,lOL‘except that

one has to substitute the term Caesarism for totalitarianism.

One can see how the idea of the disappearance of freedom and

" of the autonomous individual found its-way-into 1984. It is

.
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| |
made more persuasive in fiction—the indirection, the exag-
gerationr and the truly apocalyptic atmosphere all contribute

to this iersuasiveness. It is apocalyptic in the sense Paul

Tillich gives to the word (apokalyptein——to uncover) :
ro.
. . lq"apocalyptic"——that is, the visionary unvell—"

ing L’. . of something that is not within history

but Father Stands against history, "above" or
"outside" history, and that makes itself known

w1th#n history as a new creation.

Tetalltaéianism certainly was a new creation in the thitties,
although|its origin might date‘further back, and it is
u_thorough&y unveiied as:it is satirized. Yet the reader is
left w1t£ a nagging feeling that something is missing. Tne

gloom is| never lifted. It accumulates gradually until it

reaches &ts maximum, which coincides with the end of the
novel. This in itself does not diminish the effectiveness
bf the %atire, if we perceive it as a warning. "If there is
hope, i& lies in the proles," writes Smith. Subsequent‘

events Jrove him wrong. ®The proles never have a chance, and

agalnst the mind-bending apparatus of the Thought Police

they are¢ helpless. What is missing; then? 1In his essay
"A_rthueroestler;'_lO3 Orwell adumbrates thé& problem of the
individJal: "The 'real problem' is still how to 'restore the
religio s attitude while accepting death as final'."

’ ‘or*Orwell~it is cut of the duestion to go back to
medieval orthodoxy; he is as suspicious of that orthodoxy as
~he is of the one he finally satirizes in his novel. Yet he

‘recognizes that without a religious'attitude,vthe individual

' . . . ‘ . e . N
‘himself might cease to exist. But this religious alternat%ve
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s missing from 1984. We are left with a curious parody, so
well deséribed by Sm§ll:

To the reality which is expressed through myth, the
oneness and supremacy of the divine, that which is
everywhere and nowhere, and is only to be described .

in metaphors and fables, the lie bears the relation

not of an opposite (although that is how the

secular State is thought of by its devotees) but a
gross, bad coepy, a botched up manufacture, in fact -
a parody; for which reason the description of it is

a parody of theology.104'

We are left to wonder, together with. Small, how much of that

(,~~<~—mparody is conscious and how much "has slipped in against the

w105

writer's will. Thus we come fulllcircle, to the myth of

the Golden Age, which the utopian writer recreates and which
the anti-utopian satirist tries to destroy.. Perhaps it will
be easier to sée how (consciouslﬁ or unconsciously) this"
satire parodies a myth which is itself hardly original:

Marx's classless society, and the consequent dis-
appearance of all historical tensions, find thedr
most exact precedent in the myth of the Golden Age
which, according to a number of traditions, lies at
the beginning and the end of History. Marx has a
enriched this venerable myth with a truly messianic
Judaeo-Christian ideology; on the one hand, by the
prophetic and soteriological function he ascribes
/ to the proletariat; and, on the other, by the final
struggle between Good and Evil, which may well be
compared with the apocalyptic conflict between
Christ. and Antichrist, ending in the decisive
victory of the former. : : ’

Smith‘believes that salvation lies in the proles who, ‘

. . . ‘ L . AR -
according to Eliade, bear the "prophetic and soteriological vy
function," but'the'satirist dissociates himself from his

character, a fact that escapes even a sefious'reader.lO7 In

the last, the "misanthropic” section of the novel, concerned

{ . . A
with torture and brainwashing, O'Brien tells Smith: "The
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'
proletarians will never revolt, not in a thousand years or a

million. They cannot. I do not have to tell you the reason:
you know it already" (p. 210). George wOochck considers

this (O'Brien's discourse on the dialectic of power) to be a
e

flaw.108 But Smith's ordeal and the cellars of the Ministry

of Love inspire Small to & somewhat poetic interpretation,
which endows the Ministry of Love with symbolic pregnancy:

Miniluv is a dry-land parody of God's great fish,
turned into a hard and glittering monster, the
- visible form of Leviathan; which after swallowing
,up Winston Smith and subjecting him to its
unspeakable digestive and regenerative processes,
vomits adfdeth again, if not exactly re-born,
e : i formed. 109

his novel should be recognized for what
éﬁcy,>but a conscious element of Orwell's
Whi;%'ﬁis sétire-can justify this gloom,
’there remains the’qﬁestion of whether or not this.sort of
gloomy litevature can justifiably be called satiric«at all.
The opinion that it cannot has recently been voiced by
Morton Gurewitch: <

In any case satire, whether blistering or benign,
is anger that has been alchemized into comedy.
Much too often, unfortunately, the kind' of bile
that eats of levity and dissolves detachment is
erroneously equated with satire.ll0

Gurewitch's definition would exclude 1984 and much of modern
satire. - Inaeed, he excludes most of Juvenal's Satires on

111 But even 1984 is far from mirthless,

the same grounds.
even though no one would dare to pronounce it detached. The
audacious paradoxes of naming the ministries' in a manner so

. ‘ I
contrary to what they practice{produce some mirth. And
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consider this comic representation of the clash between the
boastfulness of the Ministry of Plenty, and the reality of .-

scarcity:

The announcement from the Ministry of Plenty
ended on another trumpet call and gave way to tinny
music. Parsons, stirred to vague enthusiasm by the
bombardment of figures, took his pipe out of his
nouth. S

"The Ministry of Plenty's certainly done a good
job this year," he said with a knowing shake of his
head. "By the way, Smith old boy, I suppose you
~haven't got any razor blades you can let me have?"

(p. 52).
This clash is paralleled on a lérger écale by'the boastful--
ness‘éf the propaganda broadcasts and the dingy, decaying
reality. But Orwell reserves high comedy for his pet
céncern: the saving of the English Ianguage. Thus he has

‘Syme, the Newspeak specidlist, state:

It's a beautiful thing, the destruction of words.
. Of course the great wastage is in the verbs and -
adjectives, but there are hundreds of nouns that
can be got rid of as well. It isn't only the
synonyms; there are also the antonyms. After all,
what justiﬁ}eation is there for a word which is
" simply  the Opposite of some other word? (p. 44).

The destruction.of words is'onlyvnatural in a system in

R
i

which people are being destroyed without much fuss. The -
parallel between a man in bppésition and a word in oppbsition
‘could be accidentél, but ;ot so the humoﬁr. Syme is very
_;proud of his work when he boasts: "When we've finished with
f}tlﬁpeople like ?ou will have tg learn it‘all over againﬁ‘
(Ibia.). The vocabulary of Newspeak is getting smaller
every year, boastspSyme, connecting.smallness ﬁo‘désirabiiity:

"The Revolution will be complete when the language is

~



perfect” (p. 45). Translated, this means when there will be
no language. Death is perfection. This is a9 hilarious as
it is macabre; |
Understandaely, Orwell did net produce a "funny"
satire. His aim was to capture the characteristic features
of modern life, which he foﬁnd to be "its bareness, its
dingih S, its listlessness” (p. 62). The reality of 1984
is "decaying, dlngy cities where underfed people shuffled to,
and fro in leak\ shoes, in patched- up nlneteenth-century
"houses that smelt always of cabbage aﬁd bad lavatories" (p.
63). These cities‘are’still with us, and totalitarianism is °
not a danger of the past but a movement whieh ie still
growing. Yet, because there would be little sense in ranting
against broad hlstorlc movements, Orwell in lgéi does not
aim his satire in that direction. As a leftist intellectual,
he is appealing to his fellow leftist intellectuals. Conor
Crulse o' Brlen believes his effeqt on these 1ntellectuals
- was: conparable "to that of Voltaire on the French nobility:
he weakened their belief in tHeir own 1deology, made them
ashamed of thelr clichés, left them 1ntellectually more

l/~”scrupulous and more defenseless."lI-J2 This is perhaps the

“ main value of Orwell's satire. In his strange vision of the
modern werld, a world partly’ficthxmljand partly in existence ,

Aalready, he ridicules both the assumptions of his fellow |
leftlst lntellectuals and the klnd of world that would gesult
if those assumptions were put into practice. He shows in a

practical way how impractical such a world would be. The
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world of 1984 is conceivable: its torments are not. But
Orwell does not distort as much as he projects already exist-
ing ideas. He admits: "I believe that *otalitarian ideas
have taken foot in the m@nds of intellectuals everywhere,

and I have tried“tovdréQ these ideas out toltheir logical

w113
consequence.

Orwell did possess a norm according to which hé
measured the inadequacies of the satirized ideas. This norm
was the "%iberal¥Christian culture,”"” the product of Western
civilization. The intensity of his satire is the measure of
his commitment to this norm. Is he, in the age of revolu-
tions, .the victim with "hopeéﬁg:ogesquely betrayed,“ as

Joseph Conrad said so incisively in his novel Under Western

Eyes (1911)?

! In a real revolution the best characters do not
come to the front. A violent revolution falls into
. the hands of narrow-minded fanatics and cf tyran-
nical hypocrites at first. Afterwards cocmes the
‘turn of all the pretentious intellectual failures
of the time. Such are the chiefs and the leaders.
You will notice that I have left out the mere
rogues. The scrupulous and the just, the noble,
humane and devoted natures, the unselfish and the
intelligent may begin a'movement-butd}t passes
away from them. They are not the leaders . of the
~ “revolution. They are its victims: the victims of
= disgust, of disenchantment—often of remorse.
~ Hopes grotesquely betrayed, ideals caricatured-—
\, that is the definition of revolutionary success.
Y There have been in évery revolution hearts broken
'“f by .such success.1l4
J
"Hopés grotesguely betrayed, ideals caricatured"—thlse

e

words also describe 1984. But in 1984 we see the final

~betrayal of hope.

Orwell has been compared to Tolstoy115 but Simone

n )
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Well is a better comparison;_ Like Orwell, she was of midale—
clas;'origin; like him, she went beyond "slumming" and worked
in a factory, although ;. .essed of a superior education.
Attracted by leftism, SHS\ugit to Spain to take part in the
Civil‘Wa{ on the Catalonian front, where Orwell fought too.
She died in England in 1943 after a brief but intense life

in which mysticismgmnd an important study concerned with the

1

relationship of the iﬁdividuai and the State (The Need for
Roots, i949) parallel Orwell's writing and his quasi-religi-
ous affirmation of man's freedom. - Orweli?was an outsider
and, tovsome,'a traitor. And Simone Weil was dubbed by
André Gide the patron saint of all’outsiders.

Winston Smith wondered about the future: "Either the
future would résemble the present, in which case it would
not listen to him: or it would be different from i, d his
predisamént would be méaningless" (p. 10). oOrwell’s satire
shows the former in his .. al world, in order to achieve -

the latter in our world.

¥
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" ANTI-AMERICAN SATIRE |
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. social satire of Sinclair Lewis's Babbitt (1922) ean be J

‘? e . \
', 160
y
Powerful satirists are not lackirg in American
"«

literature. Such brilliant an@"influential satirists as
Mark Twain, Ambrose Bierce, apd Sinclair Lewis supply.fertile
soil for the growth of modexrh American satire. As these

three names suggest, Anherican satirical writing displays a

rich ya;iety;*‘The richness of this tradition is reflected

'

in Kurt Vonnegut's sati' cal novels. The elements of
science-fictior, the <reation of new myths, humour, and

. . : V%
satire are comb a2 ektraordinary novels in whitqsﬁatire

: . by
predominates. Still, the "tall story" of MarkﬂTw&fg, exem—
. A s

plified by his frontier tale, "The Celebrated Jumping Frog

of Calavéras County" (1965),'can be detected in the modern, R .
myth-like tales of the future found in Vonnegut's novels. A qf
And Vonnegut's passion for defining in satirical terms the | {%k

world at large.was anticipated by Bierce's Devil's Dictionary

(1906) , in which definition is used as.a device for the i
Lp | <

satiricwl representation of reality. Finally, the exhaustive
. ﬂ

detected in modern Babbitts found in Vonnegut's works.

‘Before writing Breakfast -of Champions (1973),l

_Vonnegut wrote a number of suceessful works in which he
. PO X — .

"

developed his @eculiar mixture of science-fiction, myth=

making, and humour in. the service of satire: Player Piano-

~

(1952), Sirens of Titan (1959), Mother Night (1961) . Cat's

Cradle (1963), God Bless You, Mr. Rosewater (1965) , Welcome

to the Monkey House (}968), Slaughterhouse-Five (1969), and

Hdppy Birthday, Wanda June (1971). Although Vonnegut often:



uses the same themes and even the same characters in a
manner reminiscent of William Faulkner's imaginary Southern
"Yoknapatawpha County," the stress in individual novels is

on drfferent topics. While Sirens of Titan .and, even more,

Slaughterhouse-Five deal with the satire of the militarist

mentality, Breakfast of Champions poses the question of the

survival of the planét and, among other topics, presents to
‘us a tortuous self-examination of the narrator himse%ééﬂ

The central satiric targets of Breakfast of Champions

are easily recognizable: the dehumanization of man (this

target is the main theme which accommodates other targets);

L))

the - state of the planet (satirized from the p01nt of view of

conservationists); and the capitalist system of the United

States (attacked from the point of view of a communist

sympathizer). Other targets , which also occﬁr in his other

novels, are the cultural poverty of the United States, the
1 . o

American way of life (in a general sense), the black’prbblem,

the literary profession, and several others that could be
included in one or another of these categories. The

narrator, who also calls himself the "Creator" of the char-
acters he intreduces (and finally meets ;;side'his fictional
universe), often'merges with theAauthor, and consequently is
reliable as far as the satire is concerned. And, as a
satiric persocna, he methodically satirizes his targets.

This type of narration represents a continuation of that

adopted inf Slaughterhouse~-Five. 2

2 : ,
'The story of this complex work is actually quite

161
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simple: Kilgore Trput, an unsuccessful science-fiction

)

", writer, meets briefly a successful Pontiac dealer, Dwayne

'Hoover, and acts as a catalyst that triggers Hoover's \

madness. vIt is the method oftstory denelopment in the novel
that_complicates the simple story. Afl the characters,
whether they are oentralbor only supporting, are given almost
equal attention. Furthermore} the author periodioaliy.
shatters theAillusion of satiric fiction-to offer his com-
ments in a way'beritting an apologia. Bnt it is -an apologia
in a perverted sense only:&the narrator rmpresses the reader
with a flow of nostalgic complaints that reveal the

cantankerous Slde of.his character.
4« 1 fornd
S

The autobiographical lntroductlon that appeared in.

Slaughterhouse-Five is also developed here, and Vonnegut

v
uses it as a springboard for his-leaps into the narrative:

he "leaps back into the eighteenth~centif%>temporal—form

tradition, and almost like Fielding has a /chummy chat with

B : ] 3 " ' ‘.A .
the reader." By adopting several avenues of communlcatlon

‘'with the reader, the satlrlst renders the dlrectlon of the

i 4{

satirical attack both dlffuse anq complex. The first avenue

3

is the autobiographicai narrator. ‘The second 1s_;he’alter

ego of the narrator, Kllgore Trout, the other science-fiction

wrlter, whose numerous short storles and novels are .summa-
rized'within the frame of this novel. " Finally, the third

avenue is the culturally=moribund Midland City, with its

IN

gallery of. all- Amerlcan types.

5

The central image of the novel is that of human

162
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beinqg as. robots. ‘The narrator goeé so far as to apply the
same image to himsélfn thereby stressing his central concern:
the dehumanizatign of man:
I am programmed at flfty to perform chlldlshly——to
insult "The Star-Spangled Banner," to scrawl .
pictures of a Nazi flag and an asshole and a lot of
other things with a felt-tipped pen (p. 5).

This leads us to a better understanding of the
identity of the narrator:~he assumes a stance of typically
juvenile rebeliiousness, as practised in the United States
in recent years (the 'sixties). But this stance-is also a
statemeﬁt of purpose, a challengé, whereby the reader under-
stands that the satiriét is gOiné to be a "bad boy" in that
he will resort to satire. He will "proveJ that the satire

r

of the American flag and-anthem'ié.justifiable, deserved.
The robot (macﬁine)‘ihage is gsed in-two more\;ays.
First, it actively contributes to the development of'the
’story line. We are told that Kilgore Trout is the author of
" a science-fiction novel premised on a man's diécovery that
hev;s the only .thinking humag\being with free will; the resr
of humanity are robots prdggi%hed by the Creator of the
Universe in a unique experi&g;t.v Secondly, it Helps.the

. author to satirize the behaviour he finds objectionable in

.

. T d L .
our world. The Creator in the novel by Kilgore Trout

‘“\k addresses the only "free" human being in these words:

The Creator of the Universe would now like to
apologize not only for the capricious, jostling
companionship he provided during the test, but- for
the trashy, stinking .condition of the planet itself..
The Creator programmed robots to abuse it for N
mlllldns of years, so it would be a poisonocus,

K§§v

e e
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festering cheese when you got there. Also He made
sure it would be desperately crowded by programming
robots, regardless of their living conditions, to
crave sexual intercourse and adore infants more
than almost anything (pp. 254-255).

. . 0 . . ’ ‘\
This "science-fiction novel" is only one of many

whose plots and premises are scaftered thoughout Breakfast

T—,

~~

: . o . o .
N\“Abiaghamplons. The passage just quoted does ndt operate
simply\as a motivacional device that causes Dwayne Hoover's

madness to fanifest itself; it also puts forward the sati-

rist's pos&gion as a conservationist, a man interested in
b“\__/\w\ ’ ' i
the ecology of the planet. The planet is in a "stinking

condition," it is a "poisonous, festering cheese," Else-
where, the narrator, like Kilgore Trout, the fictional
' author of the. descriptions of Earth, refers Eo it as a
"damaged planet" (p. 5), a "wrecked planét" (p. 12), a
"plénet which was, dying fast" (P. 7). The u®e of the past
.-tense in the last example emphasizes the irrevocable nature
of the process;éfiaQing;t‘fhé»imminen£‘ecological de;th of
the plgnet is symbolized bf ;;”event in Trout's childhood:

As a child, Trout had seen those Erns die, one

by one. [Erns: white-tailed sea eagles, Haliaeetus
albicilla.] His father had assigned him the melan-
chgly task of measuring wingspreads of the corpses.
These were the largest creatures ever to fly under
their own power on' the planet. And the last corpsé
had the greatest wingspread of all, which was
.nineteen feet, two and three-quarters inches.

After all the Erns were dead, it was discovered’
what had killed them.. It was a fungus, which
attacked their eyes. and brains. Men had brought
the fungus to their”%ookery in the innocent form of
athl:te's foot (pp. 30-31).

tad

Human “"innocence" and ineptitude are pernicious,

deadly. The victim is an eagle, a symbol of freedom ever
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since The Sirens of Titan (1959). The grotesqueneés of this

symbolic death, the tragedy of the extinction of erns are
indicative of the grotesqueness, of the whole satire. While
the American flag and anthem are ridiculed, the eagle is
left out: it has already gonekfﬁe way of the tast ern. The
narrator emphasizes the importance of symbols in the final
pPages of the novel when he tells Trout:

We Americans require symbols which are richly

colored and three-dimensional and juicy. Most of

all, we hunger for Symbols which have noét been Fﬁﬂfm\

poisoned by great sins our nation has committed, ‘

such az slavery and genocide and criminal neglect,
or by ‘inhorn commercial greed and cunning (p. 293).

Rt

In the last section of the book, the satirist,

through the narrator, callé fofia new symbol, whicﬁ turng

- out to be an apple, a symbol of orgahicﬁgrowth and health
(ironically, not far removed from the prove;bial "apple
pie"),,abandoning the o0ld symbol.of the eagle "poisoneg" By
thé fatal fungus. )

The catalogue of sins ih the passage ci£ed above can
readily be taken as a'catélogue of Vonnegut's satific targets.
"Slavery aﬁd genbcide and’criminal.neglect" refef to the
'treatm§nt of -the blacks, és well as the AmeiiCan war effort
(for example, in Indochina).'.While ﬁhe.éuthor reminds the
regde; of the bad treatment £ blacks in the past, he is
more cutting in(his descriptiohs of the éresent situation of
the Neéfo population. The black probiem is called the
"reindeer problem" from the.code word reindeer which a white

~couple employs in order to be able to speak freely about the
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black person in his presence:
The reindeer problem was essentially this:

Nobody white had much use for black people anymore—
except for the gangsters who sold the black people
used cars and dope and furniture. Still, the rein-
deer went on reproducing, There were these useless,
big black animals' everywhere, and ‘a lot of them had
really bad dispositions. They were given small
amounts of money every month, so they wouldn't have
to steal. There was talk of giving them very cheap
dope, too—to keep them listless and cheerful, and
uninterested in reproduction. |

The Midland City Police Department, and the
Midland County Sheriff's Department, were composed
mainly of white men. They had racks and ‘racks of
'sub-machine guns and twelve gauge automatic shot-
guns for an open season on reindeer which was bound
to come (p.- 164). :

The mechanics of satire in this passage (strongly

reminiscent of Swift's A Modest Proposal)-e;e not too
‘difficult to follow:'we are dealing with overt irony. The
dehumanizationof blacks by‘calling them "reindeer" has. the

s ame quality;as calling policemen "pigs." "The passagei
beginning with "the reindeer" is naturally cor 1ded with an
"open season on reindeer."l The essential dehumanization is
streesed by calling the blacksk"ﬁselees, big black animals."
" This, surely, is satire by.overkill. Such satiric overkil1l
(in the manner of Swift) is the symptom of a heightened °

satiric‘fdry;'a new saeva indignatio that is quite distant

from the desperate nihilism which Elkin believes to He the
trademark of the modern satirist.4 (It is advantageous for
such a satirist ‘to ignore both the rise of the black con-

N\ . :

' sciousness movemeﬁ; and, more important, the swift growth of
N\ : - ’

black capitalism and\ the black middle-class.) ‘

The only two blacks in the novel who do not fit.t@e



stereotYpe of "reindeer" are the black* doctor (who is not an

American,

(p. 278) ’

s

but an African), and a black pimp, Elgin Washington

whose leg is amputated in the tradition of poetic . '

justice by a useless Bengali doctbr, Khashdrar Miasma (a

recent immigrant). (Both names are playfully ironic.)

lThe fictional universe of this satire is populated,

then, by’blacks who conform to the Stereotype ogiflack~man—

as-slave,

It is nowhere else as’ apparent as in a\memorable
, N

scene in which a ybung black, Wayne Hoobler, looks through a

'\

peephole into a cockfail lounge, a.place the like of which

he has rever seen before. The cocktail lounge is transformed

through the perception of this inexperienced observer and

made’strange

> to the réader:

Wayne wanted to remove his eye from the peephole
after a few seconds, because he didn't have nearly
enough background information for any sort of .
understanding of what was going on in the cocktail -
lounge.. The candles puzzled him, for instance. He -
supposed that the electricity in there had failed,
and that somebody had gone to change the fuse.

Also, he did not know what to, make of Bonnie
MacMahon's [waitress's] costume, which consisted of
white cowboy boots and black net stockings with '
crimson garters plainly showing across several
inches of bare thigh, and a tight sequin sort of
, bathing suit with 3 puff of pink cotton pinned to
its rear.

Bonnie's back was to Wayne, so he could not see
that she wore.octagonal, rimless trifocals, and was
. @ horse-faced woman forty-two years old (p. 214).

Wayne Hooble: the observer in this passage, is an

ex-convict, a victim, an innocent. As a tool of satire, he

is, like Gulliver, the ingénu through‘whose eyes the'reader

rediscovers the world which at times is too familiar to be

e

‘ :\\y/ggrceived as an objecfkof satire. The ingénu-Hoobler is

167

L e it -

ey e



instrumental in satirizianﬁx

erican predilection for
' ¢ ‘ . e

kitsch seen in;fho waitrag?&k attire (Bonnie is a caricatv re
N , .

of the "Playboy bwnny"). The narrator consistently employs

this device of making things strange (a device, to be sure,

frequently used by satirists) when exzplaining or defining

the things we take for granted. In using the definition for
satiric purposes, Vonneght continues the tradition of

Ambrose Bierce's Devil's Dictionary (1906):
Like everybody else in the cocktail lounge, he was
softening his brain with alcohol. This was a
substance produced by a tiny creature called yeast.
Yeast organisms ate sugar and excreted alcohol.
They killed themselves by destroving their own
environment with yeast shit (p. 208).

The passage proceeds as follows: first, we have a
humorous, unusual description of drinking—it is "softenil.y
of the brain"; second, we have an even more unusual defini-

£

,ficalﬁ% accurate, if vulgarized. The lexical sHift from

tion of alcohol. “This definit: - n .s, neverthe cienti-

"excrement" to "shit" stresses the resemblance between the
self-destructive activity of yea:t and the self-destructive

act1v1ty of humans.,

Another example_of the device occurs in jhe amusing

3

description of the effects of the force of gravity:

All of us were stuck to ‘the surface of a ball, .
incidentally. The planet was ball shaped. Nobody
knew why we didn't fall off, even though everybody
pretended to kind of understand it. . The really
smart people understood that one of the best ways -
to, get rich was to own a part of the surface people
had to stick to (p. 241).

There is something infantile, something text-bookish

. .

les
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about these ready and super-simple, ;hough often truthful,
explanations. They are the explanations one encounters in
commercial pamphlets, television commercials, and so on.
Explanatioﬁs like these are a beautiful carody of the
infantile explanations one encounters in the me..;s media.  As
a result, not only the‘objebt of this passage (greed), but |
also its tenor Serve-to satirize the society since the

narrator assumes the voice of a typical member of his society.

Bakhtin's concept of the word with double orientation® fits

-

this passage very well. Yet, fortunate as this device no
doubt is\for satiric purposes, it confuses a reader who does
not read the novel as a satire. Thus, Pé%or B. Méssent
complains how "initially meaningles- and éonfusuné 1s Vonne-
gut's technique in this novel of - 1laininr ab:olutely
everzthing, of embarking upon what dppuedl Lo be vast, tekxtual
irrelevancies and little else. ' C
But thi§ device, together with the use of the past

tense ("All of us were stuck to the surface"), also helps to

Create a distance between reader and narrvator. The narrator

-

’.
‘here is a man from the future, a Creator who manipulates his

(and our) wofld. Further, he is a being who can escape the
limitations of time and space. ,In the final encounter
betweén thé narrator and Kilgore Trout (a character created
by the narrator), Trout leérns that he is in the presence of
his Creator: ‘

"Are you'crazy?" he [Trout] said.

No, I said. And I shattered his powers to doubt.
me. - I transported him to the Taj Mahal and then to
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o

Venice and then to Dar es Salaam and then to the
surface of the Sun, where the flames could not .
consume him—and then back to Midland City again
(p. 292). '

After this encounter, the Creator (narrator) de;aterializes
into the void thét is his "hiding place" (p. 294). This
science-fiction ending, like the science-fiction element
that runs throughout the novel, makes it- possible for the

narrator to assume a superior point of 1_.w in regard to the

problems of the planet: he can revile au. deride everything

earthly because he resides in the ..d, somewhere outside
the planet. In this way, he continues the narrative strategy

of Slaughterhouse-Five whose narrator "lives in the res

extensa and controls events in the novel through the manipu-

lation of the res extensa,f8 and thus "plays havoc with the

ll9

spatial-form traditidh. This unearthly characteristic of
the narrator has tremendous adVantages for his_satirical
perSpeqtive. While he ends by dematerializing, the narrator

also has d close connection with his planet. He plays at

'being (dand for all the reader knows 1e is) an autbbiograph-

ical narrator: he is approaching his fiftieth birthday, like
Voﬁnegut; his father and grandfather were architects, like
Vonhegut's; he was born in ﬁhe same city, and so on. . He
includes non-fictional details like Professor W. H. Stock-
mayer of Dartmouth College, the author Thomas Wolfe, the
paraphernalia of the modern U.S.A;: Pontiac, Plymouth,‘
Kentucky‘Fried\Chicken,-MacDonald's, Avis, Hertz, and so on.

) +

While his residence in res extensa makes him a surerior

170
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critic-satirist, his closeness makes him an ‘instant, “and
indeed native expert on the subjects he criticizes. Bug in
the clash of the two elements (the fictional and the ‘auto-
biographical) some flippancy seems unavoidable:

"It's all like an ocean!" cried Dostoevski.

I say it's all like cellophane (p. 228).

Indirectly, the bathos (elementél versus mai lej;
awe-inspring versus trivial) is a satire of the triviality
of our world compared with t! - bast. Yet this flippancy is
also a defence mechanism of Modern Man who, in Vonnegut's
fictional universe, 1s burdened to the breaking point. Such
flippancy is also the playful element in the face of £fagedy,
a Vornegutian variation of "whistling in the dark." After
,aii; the action takes place on a "olanet which was dying
fast.™" |

To resolve the tension between tpe natural andvthe_
supernatural characteristics of the narrator, he is made to
doubt_his own sanity:

| There in the cocktail lounge, beerlngiout

"through my leaks at a world of my own 1nventlon,
I mouthed this word: schizophrenia. »

. The sound and appearance of the word had
fascinated me for many years. sounded and
looked to me like a human bein. .eezing in a
blizzard of soapflakes. B

I did not and do not know fgr certain that I
have that disease (pp. 193-194). :

This hint comes late in the novel, after we have S
already formed .our opinion as to the reliability of the .

narrator. As we saw earlier, although heiengaged in comical

explanations of the obvious, he actually did so in order to



‘ element in the novel, and because we Suspect that the satire

<

i
4

satirize that which is so commonly accepted. But after the
hint about schlzophrenla, and’ especially toward the end
when the narrator asserts very strongly his Supernatural

power, our reconstructions of what we have Deen offered in

172w
.

the narratlve (whether reconstructlons of irbnies or of T

what we as readers think to be the likeliest thlng that

"really" h -ppened) are mOdlfled thrownh open to quescion.

'The narrator becomes unreliable. How does this ihfiUche SRS

s

., our understandlng and acceptance of the 5at1re7 - Theganswer

isg Lhat it does not. 'We may not altogether agree with

Vonnequt's ch01ce of satiric targets, but We reCOgnlze the

Asatlre, because " it is the most consistent and reliable

y

has been the ralson d'étre of the novel from the outset. We

already know how to orient ourselves whepn the narrator tells
us the following in the lastspart “he book . v

"As I approached my fiftie- iday, I had
become more and more enraged. _stified by the
idiot decisions made by ‘my COunuLym€‘ And then T
had come suddenly to pity them, for @ nderstood - . .

. how innocent and natural it was for: to behave .« -
SO abomlnably, and with such abominabIs- results: PR
They were doipg their best te live like people T
invented in story books.' This wds the reason
Americansyshot each other so often: ‘It was a
convenyeﬂt\ﬁ‘terary ‘dévice for endlng Sh/;t Storles
and books. .:>3 .

Once I mgnderstood’ what .was maklng America such a
dangerous unhappy nation of people‘who had nothing
to do with real llfe, I resolve ! to shun story--
ptelllngf' I would write about .ife. Every: person
would be exactly as 1mportant as any other. - All
facts would alsc be given equal ‘welghtiness.

Nothing »nld be left out. Let others bring order .
to chaos. I would bring chaos  tororder, instead,
which I thlnk I have done. . ; .

L4




:”51deredklil : However'paza

v é

If all wrlters would do that, tHen perhaps
c1t12ens~’ in E%e llteraxy trades will understand
! that there¢ is no order in the world around us, that
we must adapt ourselves, to the 1 qulrements of ’
chaos instead.

It is hard to .adapt to chaos, but it can be
done. I am living prodf of that It can be done
(pp. 209-210).
In general, this‘passage is very useful for analyzing
the satiri¥t's position: it exploits, on the surface, the

liten@ry perception and understanding (ordering) of the

wdﬁﬂq-; The rite@ary conventions of beginning, middle, and-

é‘rﬁﬁ;.e gradual development of themnes ‘and characters are
satirized here. The purely llterary procedures are prOJected

]ustlflably on reallty, which is chaotlc, and which peéple

‘nv,
v » 7

+

gin to see through those conventlons ("life imitates art").

L

The satirist ob]ects to thi@knmanly because ithis abstract

S 54"‘1 Lo

hypothetlcal order is made to aﬁand for the real chaotic
world out there,koutSLde the abstraction Obv1ously, the

satlrlst overlooks the pagadox 1nherent in this type of

r‘

?‘thlnklng by perce1v1ng the reallty,'we encow it with order.

‘

We areﬁable to observe cnaos and organrke it into an order

merely" by perce1v1ng ~?Pose who are totally unable to do

CE. . e -

- so are the v1ct1ms of dlséxgerly perceptlon,vand are con-

7.
doxical thlS defence of Vonnegut S

manner of wrltlng, the schlzophrenlc, telegraphlc style of

LQ‘

/the lanet Tralfmadore,’ announced in Slaughterhouse- Flve,
P g

is used very productlvely in thlS novel. John Somer goes

further. _
With the invention of his schizophrenic manner,
Kurt Vonnegut, Jr., created the technlcal

173
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perspective that he needed to exorcise the

distracting and consuming cloud of Dresden, to

resolve the.aesthetic problems he discovered in

The Sirens of Titan, and to re-invent himself and
“his universe iIn his "lousy little book" that sings

like the crystal goblet of the schizophrenic planet

-Mercury

1

Howevey, Peter B. Messent disagrees, believing that Vonnegut f

"has taken a fictional culﬁde—sac,?ll that his StyllSth o

approach'“basically fails and comes close’ at times to mere

chirdishness;"lz‘”

. e . _{,}r’
The fact is, the satirist only feigns pity‘When he

preténds‘to'ghink that people are innocent'despite their
behaving "so‘aboﬁinablf, and with such abominable results";
he does~hot satlrlzevthese 1nnocents for nothing up to
thlS p01nt the o: lyé§§;sk Le.emotlon 1n thlS passage is’

that of’rage: the naQﬁéfyk'rg‘en aged by the 1dlot dec151ons

) Y ‘ <
made by [hlo] countrymen._ ThlS 1s the only ‘bart. of the
;I‘\a,, ., « e

'éc1ted passage that 1s @ubstantlated in the” noJel apart from

the authorlal proqrammatlc ménlfesto ( wrlﬁing about llfe,

J)O

‘"brlngldg.chaos to order") whose supcess, as the dlsagreement ‘9L

of the cﬁltlcs suggeSts, is hard to judge.j‘.x?‘ n

The strategy that the satirist adopts is th&xbxp101—:

/)‘

-ona technlque. " In this way the

&

féggirist cﬁh mention.thihov that are not‘related to - the plo%

. Of: the novel he glves us. a plece of his. mlnd——lronlcally.
. -

We- reconstruct the irony, and find what he wants- to sax
\ x “

balanced between "the idiot dec151ons made by my countrymen" L

A4

and the conv1ction that we must adapt ourselves to the

+

requirements. of chaos. It is c¢lear that tradltlonal'satireA

-
. B )
~ . T

4 \
J
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fought agalnst art1f1c1a11ty for naturalness of some kind.

And the satirist in Breakfast of Champions continues this

fight. But he does so on many levels, some of which contra-
"-i
dict each other. "~ The jarring clash bttween tne two e&xamples

that »ccur in the passage just quoted attests to this
r lexity. We are déaling here with satire that exploits
' i

de 1ces without any co '-—~atlons for; internal harmony It

. -‘(,.ﬁ‘ £ .,g :
an attack on all Frogee®at once. 'But surely, even a

ctional universe that can accommodate such variety and
. g

dish 11mony must have certaln llmltatlons These limitations
become evident ih the blind automatism of life in Midland
City.

Midland City is Sinclair Lewis's Zenith brought up to

~

SNl .
date. The jump from the 'twenties to the 'seventies is seen

r_o\‘v

geven'in the protagohists,’Babbitt attd Hoover. Dwayne Hoovefa

s
.'y‘,,,

:unllhe Babbitt, represents an‘gﬂvanced stage in the* economic
5

JQevelopment of the United States.. Babbltt, as a Yeal estate

LR : : R

agent, symbolizes the extensive econom§ of an “expanding,

5 . -
AU ’ 3 : e ; .
\gJﬁhough‘not fully developed, country. Dwayne Hoover, on the. >

other hapd, is a car dealer symbolizing the 1nten51ve economy

._l) ki

of a fully developed country., But even by Babbltt s time,

life has started to become mechanized. The idea of men. as
-mac! ines inkrigued Sinclair Lewis, whoEe Babbltt(ﬁe worried
< ’ _ ‘ _
about this development: . *
» Mechanical business—a brisk selling of badly built -
7y houses. Mechanical religion—+a dry, hard church,
shut off from the re@l life of the streets, ‘
1nhumanely respectable as a top-hat. /Mechanical
golf and dlnner parties and brldge and oonversation.
i‘&" . - . -, ) - .

L . i el
. : ' : R ) 'q_,,',ggff
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“(compared w1th Qhe sc1fnce—f1ction .automated world of‘Trout s

7 176

Save with Paul Riesling, mechanical friendships—
back-slapping and jocular, never daring to essay

the test of quietness.
Qp"

“Yé%kthere were redeeming features in this "mechanlcal" life.

-The protagonist himself, inasmuch as he becomes conscious of

" this "mechanical" life, escapes it, as does Paul Riesling,

his friend and, we suspect, others who do not belong to the

same social world. - Vonnegut however, carries the idea of

o ”

automatlsm to the limit by including himself, as the narrator,
1: the number of people who are "programmed" and therefore
operating "automatically." This is how he sees the charac—
ters in Midland éity- o .

It dldn t matter much what Dwayne said. It
hadn't mattered much for years. It didn't matter
much what most péople in Midland City said out loud,
except when they were talking about money or struc-
tures or travel or machinery—or other measurable
thiyngs. Every person had a clearly defined part to a
p&ay——as a black person, a female high school drop-
out, a Pontiac dealer, a gynecologist, a gas-
conversion burngt installer. If a person stopped
living up to. expectatlons, because of bad chemicals
'~ or one thiné ot- another, everybody went on 1mag1n—-
-, 1ing tha?g the ﬂ:so”n,was living, up it o expectatlons %.@
* anyway. . ‘ '
That was the malnpreasmn the people in. Mldl
CTity were so slow to detect insanity in their
associates. Their imaginations were flywheels on.
the ramshackle machlnery of the awful truth (p. 142).

It is not only that the narrator fosters the susplclon that
peog;e/efe robots pro@rammed by some distant Creator; he
removes all meaning. from the life of the people of Midland
City, a "real"-place in the fictional—universe of the novel

‘

novels) HoweVer, thlé theme of people—as robots ultlmatelyi}

runs counter to the aims of the satire. - And the narrator's
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belidf in a .world apparently populated by automatons is

) Y
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paradoxical (the satire of robots incapable of change or

moral improvement would be a meaningless exercise).

Conse-

quently, Vonnegut handles the theme of autoﬁatism carefully,

but not carefully enough,

e

as we can see in the 'cited passage.

We are told that people can change drastically because of

"bad.chemicals

different

vq‘
thlS pp551ble° ‘Because

people in Midland City said out

limited by the

" Outside of their roles

unexpected way, nobody will notice it.

" but even though‘they start to act in a

How is-

"it diaﬂét matter much wha; most

‘they cease to exist.

"clearly defined part they have to play.

v
)

oud." The people are, then,

(;" |“l

¥

“This limitation

Lo e

is a useful conyentlon whlch allows Vonnegut to take care’ th

place he say
bralns.

.~ This,

What is- the me
-

7

"P have

T cx

1ng of culture for Vonnegut?

the narrator bellev

t 11ve w1thout a cul bre anymore" (p.

&

L] b \ ;

the ladk of culture.,

“I
comes about because

AThe thlngs other people have put into my head, . .
1icely, are often useless and

do not fit togethe

ugly, are out of prorortion with one another, are

" out of. proportlon with life as it really is outside

) my head (ibld ).

Talking about his novel‘in.an interView Vonnegut said:

4

"cials,
without a culture.:

thelr way even into the tltle of the novel ("Bréakfast of

cx’ ‘3

q

~

and this is 1ntolerable.'

wld

¢ s

5).

- a number of thlngs at ogge, his’ most forceful concern is,
‘/perhaps
' In one

}o culture, no humane harmony in Y,

"What

passe$ for a culture 1n my head is really a bunch of commer-

It may beulmp0551ble to live

The commerc1als ‘he speaks about find

RS

=



“tlon of the world and the expectations that his conditioning

7

Champions" is a registered trademark of General Mills, Inc.,f‘;“
on a breakfast cereal product (p. 1]). Culture is equated

here with "humane harmony," in the sense of harmony between

education and experience, between man's conditioned percep-

causes him toc pr iect onto the world. Obviously, the

narrator is’' i _ont «d.ction with his hortatory statement

' about ‘the necessil: of adaptation to chaos. Not only do

.these tWo statements clash, but they both sprlng from the

paradox1cal dlsagreement between reality and its perception.
One 1is mystlﬁled and forced to ask: What is this world

out51de2 How: do we’ know it ex1stsy out51de° And finally,
; ' ) g -

“"how can it be perceised cutside. 0ur senses°‘

G

4
' Although the Shlft from a yearnlng for, harmonyiﬁo an

advocacy of chaJ? can be explained as the development of the

‘ narr@tor, both oontrastrhg‘yzews are motlvated by the same

L4

I“paradox1cal phllosophy; O‘;‘ ClL C ’

RN,

fﬂ’ Culture i at one p01nt symbollzed by the demollshed
bulldlng deSLgned by the narrator' s (and author' s) father

o~

and grandfather in Indlanapolls -Anothe?gsymbol is the
concert hall in Midland City&awith’gts“busts ofafamous com-
posers, .which has been converted‘into a furniture store-house
hy:the local Mafia chapter. -
‘"Proéress," in this novelc\is a;ways a turn }or the
worse, as it is in prwell's novel. Kilgore Trout,. accepting

the Nobel ﬁgéie for Medicine in 1979, declares- "Some pedple ’

say- there %s no such thing as progress. The fact that human

.
t
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beings are now the only animals left on Earth, I conféss,

seems a confusing sort of victory" (p. 25). Yet there are
N .

..possibilities open in the future: "now we can build an

-‘l ‘\

unselflsh soc1ety by dévotlng to unselflshness Ehe frenzy we
once devgted to gold and to underpants" (Ibld ). - On the
other haMH, the past is not entirely uncritically idealized,
as can be seen from the satire of slavery and the attitudes
toward Negroes after. the ClV;l War.

The narrator chooses ngt to lampoon one important
element of the,past:la hope that the future would bring
prosperity. And prosperity meant happine for the peop%e
of the United States then,_as it does now n under-developeg
parts of thejﬁorld. The' narrator's friend Phoebe Hurty
"believed what so many American believed then: that the
nation‘would be happy aﬁﬂ”just.and rational when prosperity
came" (p. 2L§71Thls materlallstlc equation whlchkls at the v

i '

R
-%uylllzatlon, at least from the elghteenth

heart of m"

‘ . Fa
century onwart g, is not. satirized. ©Neither is the bellef%

that prosperity equals Paradlse. The narrator sentimental-
' - “« N

izes: ' \ > :

I never hear that word anymore: Prosperity. It

used to be a synonym for Paradise. . . . But

nobody believes anymore in a new American paradise.

I sure miss Phoebe Hurty (p. 2).

But.what happened_hetween that promising time and the time

i
55

of the action of the noved?“ It seems that the time of hope

>

;ﬁggé“in the 'thirties,(or"forties?), which coincide wtth the

~

author's youth. The reader becomes aware ,that between those

o
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dates something went wrong. What was it? The narrator
offers an answer:

When Dwayne Hoover and Kilgore Trout met each
other, their country was by far the richest and
most powerful country on the planet. It had most
of the food and minerals and machinery, and it
disciplined other countries by threatening to shoot
big rockets at them or to drop things on them from
airplanes.

Most other countries didn't have doodley-squat.
Many of them*weren't even inhabitable anymore.
they had too many people and not enough space.
‘They had sold everything that was any good, and
there wasn't anythin 0 eat anymore, and still the
people went on fucking all the time (p. 12).

N

.Apparently the disappointed hopes have somthing to do with
the United States becoming an Empire embroiied-iégégmperiél
wars." And whatever wrong the United States does)'the |
repercussions on life En that country are terriblé.‘ The
results are cultural suicide, ;cological suicide, the
. mechanization of H%maﬁs, and the kingdom of kitsch.® America
-becomes a country where everybody "was suéposed to grab
whatever he.could and hold onto\it. “Some' Americans were
very good at grabbing'énd hélding, Qége fabulously well—tb—dé;-ﬁ
Others couldn't get their haﬁdshon dooaley—Squét" (p. 13).
B .

IRCHRY ’ : R
But it seems that, as bad as the state of the planet is in

~ 4
N

general, some hope remains: - . )

A lot of people on the wrecked planet\bé\e
Cormmunists. They had a theory that what wad left
of thg planet should be shared more or 1: = ually
among all the people, who hadn't asked tc ome to a

wrecked planet in the first place (pp. 12-.3). \\\§\ﬁ}
This dttitude to Communism is different from that expressed-. '

. : ) e
.in:Cat'é Crddlie (1963), in which tHé-Cbmmunist.party shares . \\\\\Q\

dugious diétincticn of being considered as a good example

t . . 1

v
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_\\This Fascism is the dominant philosophy at the Prairie

of a "false karass," that is:

. . . a seeming team that was meaningless in terms
of the ways God gets things done, a textbook

example of what Bokonon c@lls a granfalldon. Other
exapples of granfalloons Are the Communist party, <
the Dauthters of the Amefican Revolution, the

General ELlectric Compangg‘ﬁhé International Order
of Odd Fellows—and any" @fion, anytime, anywhere.15

Communists, then, are not a target of satire in Breakfast of

Champions, and the description of the planet's political
‘ . " ¢
system is limited (in this example) to the Communist theor
0 -
. ‘ 4
without reference to the Communist practice. This limitation

is imposed on this work for the sake of plasticity and

Sy

céntrast, in order to achiévé a.degreg\of roughnes? and
sharpness of contrast and, thereby, to increase the impaét
of the satire. The uniVérse has to bersimplified.inyé a
manageable model so that the satirist, to make his satire
striking, can show his likes and dislikes. Thig simplicity,

or naivety, in dgﬁging with litics, places th: narrator for
JoP g - ;

A Ce . 2 ’
jﬁﬁgadow Qfﬂan ingénu wheneveﬁ‘hg engages

a brief time in

g

. . e L o . o o
in explanation of ppfltlcal phenomena. His otherwise correct
, -

explanation of Fascism follows the pattérn‘with the under—;

\

standable change of stressing the Fascist practice:

Fascism was a fairly popular political philosophy
which made sacred whatever nation and race the

philosopher happened to belong to. It called for . -
an autocratic, centraliz govegqment, headed up by
a dictator. The dictator had“to be dbbeyed, no°

matter what he told somebody to do (p. 180). !

‘e

.
“‘

¢
Milita\x\Academy,'khere Dwayne Hoover enrolls his ‘son Bunny;;P
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A : J : .
already been mentioned, but the effect of this life on people

has yet to be assessed. When the Paradise of Prosperity

does not materialize, peoplie are left without values. Their
’ *

hopes are taken away from them. ‘Their despair is expressed

in a plea voiced by the hotel clerk, Milo:

Oh, Mr. Trout, .. . . teach us to sing and dance and
laugh and cry. We've tried to survive so long on
roney and sex and envy and real estate and football
and basketball and automobiles and television and
alcohol—on sawdust and broken glass! (p. 233).

The plea is tragicomic. On one hand it is an expres-
sion of the spiritual sterility of modern materialistic life
whose only value is sensual gratification. Singing, dancing,

laughing, and crying as alternatives have immaterial,

4 o

emotional qualities, expressive’of individual personality.
The' satirist undercuts this messaggﬂ‘probably because he is
reluctant to identify himself totaffy with it. (This satire

lacks alternatlves ﬁ@gt look at leagt.half reagbnable but it
- ) i &.’? .‘ :

is not the duty of a satirist to ofgé wdl%eﬂugtlves ) He

undercuts it by hav1ng it communlcated by a "graduate of the

Cornell Hotel School,” who ¥s a "homosexual grandsen of

T

fiard of the

Gufllermo "little Willie Marltlmo,’a bo
notorious Chicago gangster, Al Capone"lxp;'229) ‘But eyeﬁ
the person who receives this mess;ée, Kilgore Tro&t, is an
unllkely subjeﬁt——an old unSuecessful science-fiction

‘

wrlter, whose novels, as descr1§g§ here,)are parables of

human self—destructlveness.‘ Already in Slaughterhouse~Five,

-
.

we have learned that "Kllgore Trout's unpopularlty was

-

deserved His prose was frlghtful. - Only his 1deas werér

N



good."l6 And his ideas concern a fatal, almost,ihh‘pe

‘.

tendency toward suicide, manifest ! .n a creative variety of
methods. Vonnegut admits that "suicide is at the heart of

w17 But also, the book is his attempt (so far

the book.
successful) to free Himself of his obsession with suicide,
- which he used to think of "as a perfectly reasonable way to

avoid delivering a lecture, to avoid a deadline, to not pay
nl8

~a bill, to not g¢ to a, cocktail party. ‘ - s

. N ,

In Milo's plea, we notice a negative appraisal of W

sex.l9 It is placed in the same category as money and envy,
=== 3 : ,

a curious association. This banishment of sex is even more=®

curious in light of the great fuss that modern ‘society makes\

about it. The "new" permissiveness, the avallablllty of_
pornography (also a target 1nﬁﬁhe novel), tHe new ideas on

sex resultlng from the nise of the Women s leeratlon move-

wx»\
ment are synonymous with the- modern 1oea ot real p081t1ve

progress. Only conservative'(and?clerical) elements would
' : m o Co
~maintain a counter—ettack. Yet Vonhegut satirizes sqme of”
_ : : o A :
these cherished ideas as well: _ .
o L Ty o o E
There was a sexual revolutieh going on in the
country, and women were: demanding that men pay nore .
attention to women's pleasure during sexual inter-
course, and not just think about themselves, The
key to their pleasure, they said, and sCientists
backed them up, was the clltorls, a .tiny meat
cylinder which was .right above the hole in women .
where men were supposed to stick thelr larger -
cyllnders.

-Men we;e supposed to pay mbre attentlon to the
clitoris, and Dwayne -had Reen paying a lot more
attention to Francine's, %o the point where she
said he was paylng too much attention to it. This
did not surprise him. The things he had read- about

a
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the clitueris Had said that this was a danger—that
a man could pay too miuch attention to it.

So, driving out to the Quality Motor Court that
day, Dwayne was hoping that he would pay exactly-
the rlqht amount of attention to Francine's
clltorls (pp. 150-151).

How does this sophisticated satire work so success-
fully? A brief reconstruction of the irony that serves as
the tool of _satire20 in this passage should provide the

answer.,

} At the beglnnlng of the passage we are unaware of thew
way.i§1w1ll climax, and so we accept the expression "sexual
revolution" qulte"hnocently as referring to the women's

mevement in general Images of dlscrlmlnatlon, of exploita-

tion, and so on, fleetingly cross our minds. When we come
to "women's p%eésuxe,"zme already know that the innocuous

‘o : g : e
AN beginniAgpcontained an ironic'charge, #nd from this point on,

~we read with anticipation of irony. Out atteng;on is not

.\'.' . s
N

concentrated on the 1rony 'as such (for we have already recog-

1zed lt) but more on. the way in which the narrator develops
o t:&atoplc of . sex in’ ﬁronlc dlscourse., .

- What follows is a very good example of the ironist's

3

o

'tdrning,a subject against ltse;f by exaggeratlng its
: o r , -

sessential qualitids. 2

The target is obviously the mechanistic ¥iew of sex

-~ "

. -7 . . . e . .
in general, and the subject of clitoral oggasm'}n particular.

The satirist seems to object to the clamour raised by a
significant number of Women's Liberation activists. Whether

or not the controvers between. the "vaginal"” and the
‘ Y g

et
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"clitoral" orgasm is‘impqrtant to the cause of‘women's

rights, and wheﬁhef or not it is fesglved cither way, is

»reélly imnmaterial for the satirist. For him, this whole
discussion aﬁd the view of sex 1t entalls are preposterous

and ridiculous. Yét,iwith all the Sﬁpport‘of the medicaln
profession, of "sex researchers" (such as Masters and

Johnson, and Shere Hite), and of prominent figures of the
movement, the issue has to a great-extent been treated as ) N
legitimate. The satirist is after this legitimacy. He is
after the dehumanization of sex through analysis, detailed
study, and mechanization. Consequently, by choosing his

bei} weapon, irony, he takes over the movemeﬁtfs own boliefs

and uée?%them téuthé novement's disa&%antaéélﬂ e beats the .

o~y ~
% : L Is o . .
sex#ﬁévolutlonar;esJat‘thefr own gare by being even more

"anatomical." When he says "tiny meat cylinder," he Lecores
. . Y K ' : .

NS}

. 'cnly anatomiééily more precise, with the result that séxual
activity begins to resemble, of all things; plumbing. . ‘When’
(= - Lo '

] ! . i . \
he makes Dwayne Hoover think alout the attentiom he nust’
. : e w S s

Geg

‘ N . S /:§

show to Francine's clitoris, he, the satirist{ appears. to 7 )
b N - .

pay tco mnch‘attention'tq the melanchol§ subﬁéct;~JIf what
Dwayne goes through is consistent with the medern approacix

to sex (where love is ﬁot even mentioned)——andAQe feel that

it is—?then the satirist rakes "the pa:ticular'attention‘gne
should notiﬁorget to paY" thélexclusive featgre'éf sex. fhéﬁ‘ E
fgigned se%gousneés is fipaiiy,;éyea;ea as’ a éatific'attack
’Anntne sort cf sefiéus approach that has}p;iqicéfly dissected
thé:subjéct to.itSQdéﬁriﬁeit; The néffator”iéluéing for éﬁ}s-

3



once the persona ot an "ol jeoctive reporter," o ;:\xzﬁi(fxll;ll'l\‘
sl tao le nask for the job: o "touchy,"  hocking :;111)]'¢‘.L"t is
neutralized only to shock\\x:; satire.

\’onnm.;ut 15 aware of the tension stemming trom the
contradiction between the requirements of satire and the
tictional universe inhabited by robot-like belngs. He tries
to relieve the tension by stating thot his boliqﬁgkare based

p
on empirical observation of the effect of chemica’s on human
behaviour and the efrects of certain diseases on human loco-
notion (his ”rorufs" are likened to victims 5f an advanced

stage of syphilis, locomotor ataxia). lHe savs that seeing

these afflicted people in his youth inducéd him to think of
people as machines subject to the whimsy of chemicals (pp.
3-4). This explanation represents a deveiopment, a change

from the ideas presented in Slaughterhouse-Five. There, the

much more advanced beings, the Tralfamadorians, know better:

Tralfamadorians, of course, say that every creature
and plant in the Universe is a machine. It anuses
them that so many Earthlings are offended by the
idea of being machines.?l

In Breakfast of Champions, we learn that this Tralfamadorian

belief is held by the narrator himself:

I had come to the conclusion that there was nothing
sacred about myself or about any human being, that
we were all machines, doomed to collide and collide
and collide. For want of anything better to do, we
became fans of collisions. Sometimes I wrote well
about&cqyiisions, which meant I was a writing
machiné in good repair. -Sometimes I wrote badly,
which meant I was a writing machine in bad repair.
I no more harbored sacredness than did a Pontiac, a
mousetrap, or a South Bend Lathe /pp. 219-220).
+
The retreat from this position is effected in two ways:

186
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tirst, in laying bare the device (man = machine) by rvet Crring

, . .
to locomotor ataxia; second, by introducing a counterpoint

"y

to the robot image in the assertion of t‘.ho_\‘:s';&‘rodiulomcnt in
the ¢1.osinag pages ot the novel.  The 'Lntrmiug;t;ion ot this
sac ed element is foreshadowed in an unlikely scene takings
place 1n a public washroom:

There was a message written in pencil on the
tiles by the roller towel. 'This was it: What 1s the
purpose ot lite?

Trout plundered his pockets for a pen or pencil.
se had an answer to the question. But he had
nothing to write with, not even a burnt' match. &o
he left the question unanswered, but here 1s what

' he would have written, 1f h- had found anything to
write with:

To be
the eyes \\
and ears ' )

and conscience

of the Creator of the Universe,

you fool.

When Trout headed back for his seat in the
theatre, he played at being the eyes and ears and
conscience of the Creator of the Universe. He sent
messages by telepathy to the Creator, wherever He
was. He reported that the men's room had been
clean as a whistle (pp. 66-67).

Zvidently, the reader is not allowed to take the "message"
ro00 seriously, The whole passage can indeed be read as one
reads a stable irony. The banality of the message, the
telepathy, and primarily the setting of the scene (the men's
room), all work to preveﬁt the reader from attaching signif—
icance to the incident. However, the bleakness of the
fictional universe of this.novel is allev%ated.by the

inclusion of an almost mystical item. It cures the narrator

187



ot considering all anieas:s (human and others) as merely
machines.  Rabo Karabes can, a palnter, cures the narrator by
insisting that "oOur awareness 1s all that 1s alive and maybe

sacred in any of us. Everything else about us is dead
machinery"” (p. 221). Having changed his mind, the narrator

1s able to see inside the "writing meat machine"” (himselt)

"something sacred, which i1s an unwavering band or light"

to

(p. 25). Certainly, this element is too fragile and too
brief to serve as . the backBone of an entirc philo;uphy able
to animate the satire. Without submitti: . models of a
perfect universe, satire is satisfied by cutting down the
wrong, the phony, the dead.

It is characteristic that in this satire, as 1n nuch

of modern satire, the positive elements, the "unwavering ¢
. .
band of light," is presented in a manner that invites (or at
least does not discOurége) ironic interpretation: Is the
narrator serious, reliable (un-ironic) this time? We are
instantly reminded of the schizophrenia that haunts the
narrator. We'have to back up and give up. The _uatire will
be the oﬂly thing we are going to take awéy with us when we
take leave of the novel. And not‘*because of our own choice.
The satirist has "programﬁed" us to do so.

Vonﬁegut is satisfied not to go beyong criticism of
the damade.men do to their environment znd to their felléw

men; the examination of the reasons behind this suicidal

behaviour takes second place. In this age of psycholoéy——

-

and, even more, pseudo-psychology—he stiil adheres to the

‘_4_1

9
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Lehaviovrist doctrine.  The bleakness of Midland City is not
ultimate ly explainable by the fact that it is inhabited by
robots.  Beth the robots and the dying environment in which
they live are effects of a cause that is intimated but never
openly Jdeclared. We can only guess at i:. The dovice of
dealing with men suspected of being merely machines relieves
~the satirist of the ncecessity of searching their psyche, as
well as tiie narrator's own psyche. This is a danger that
Vonnegut av. ids by letting his jlarrator be'influcnccd by the
action of hic novel. Thus, we h$ve a curious situation
where feed-bach from the fictional characters influences the
narrator 5o much that it causes his conversion. Hence,
Rober® Merrill believes that "in. a rather 2any way, 1t is a

Bildungsroman about a fifty-year-old artless artist and

facile philosopher. It is also a novel about the regenera-
tion ok this sorry figure."22 According to this view, Dwayne
Hoover's thematic function is to "point up the disastrous
consequences of adopting a deterministic view of %an."23

And this csuggests a kind of sentimental tréditionalism, an

’
essential conservatism that slowly emerges from under the

veneer of aaolescent prankishness affected by the narrator.
He never questions the correctness of Phoebe Hurty's belief
£hat Prosperiﬁy equals Paradise. He only wishes it to be so
in spite éf the wealth of evidence to the contrary thaﬁ he
himself compiles. The narrator's nostalgia for the culture
of the past (symbolized by architecture and music) and his

distaste for the fashion of exhibitionism evidenced in the
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conter) coary treatment of the sex problem are both symptoms
. ! . -~ = .

of hiv concervor . 0 taradoxically, the astensible effort

of the rarrator :« sneer at and ridicule some of the

remaining vestiges of tradition,.primarily in the area of

politics, is not enough to cover up this essential

'
-

conservatism.
If this analysis and interpretation are correct, the
satire of Vonneyut can be seen to be bota complex from the
point of view of contemporary satire and consistent with the’
traditional position that satirists have taken ever since

the time of Juvenal: resistance to chaggg (while at the same

time describing an iﬁterior change, the conversiona of the
narrator). BUt as we\have seen, Vonnegut does not resiét
change indiscriminately. As James Suthérlénd says: "The
satirist is now concerned to save the human race, either

.

o
from complete extinction, or from a change so fundamental

w24 Accordingly,

that its essential humanity would be lost.
Vonnegut forestalls the loss of "essential humanity” by
tracing the features of this fundamental change in_his
satiric picture of Midland City, in his gallery of charac-

ters. He gives us a sneak preview of this fundamental

change: where human values perish, men are replaced by

" robots. And he is asking us, throughqthe medium of satire,

if we like what we see. -

Finally, there remains the issue of the critical

response to this novel as a satire. It is disappointing to

see how unimportant the fact that the novel is satirical
S



seems to bc to the scholars studying the work. 1t is not a

roblem. of inability to iden$1fy satire: Peter B. Messent,

{or example, notes that in Breakfas. of Champions "American
1nstitutions are mercilessly satirized," but this to hin

is c¢learly of secondary importance, as indeed it seems to be

«

for American critical response in general. What is, then,
of primary importance to the American interpreters of

Vonnegut? First of all; it i1s his role as "a myth-maker, and
fabulist rather tuen as a dramatic and narrative novelist,"

—or as a satirist, one might add. What fascinates them is

Y

his "structural discontinuities (which are really a new

contlnuity) and radical juxtapositions of space fantasy and

“homely everyday existence . . . his version of what I call

social Surreelism."27 'Robert Scholes identifies Vonnegut as

"a vulgar sentimentalist—a quality he shares with Dickens,

for instance. He is also a crude humorist—a quality he -~
. A

shares with Mark Twain."28 Karen and Charles Wood look at

Vonnegut as a man who legitimizes science-fiction: "If 'anyone
can pull science-fiction into the mainstream of literature,
"Vonnegut can."29 They also try to account for his success:

By now man knows that the universe is absurd. .
Perhaps he may, however, let Kurt Vomnegut explore ,
the idea of absurdity- further in terms of time
. travel, space travel, man's ultimate destiny, and.
all the motifs which fit his time so well because—
.they grew out of and were created within it.30 \

And Glenn Meeter, concentrating on the *narrator, finds that

Vonnegut's*"deadpan" narrator is related to deadpan tall-tale

narrators from Swift's Gulliver to Twain s Jim Baker.31

191
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Furtheimore, "Vonnegut like Borges has mmagined an 'altervna-

tive world' to which his stories allude; and like Borges he

32

make © his fictions out of such allusions.'™ Referring to

the satire of Slaughterhouse-Five, which was originally ."one

Look" with Breakfast of Chamgions,33‘Meeter says that the

kind of satirical rassages

. . . whose portrayal of America as a merely
secular agglomeration of individuals is familiar in
writers  like Eliot, Auden, and Waugh, is rare in
Vonnegut. For the most part his work accepts the
loss of tradition rather gladlg as a fact, and even
demands that it become a fact. 4 :

, . : AN
Wwith all the qgualifications, when Glenn’ Meeter speaks about
"satirical passages," his approach also supports the view
that satirve is‘truly regarded as ofily of secondary 1lmportance

in Vonneqgut's work. And it runs cpunter to what I have

o
called Vonnegut's essentidl conservatism, an observation

. supported not only by my interpretation of the text of the

novel, but also by some observations of Vonnegut's earlier

work voiced by Jess Ritter:

While his technigques may be hip, his morality 1is

‘strictly sober middle class. In this respect, he

greatly resembles George Orwell, the Orwell who

returned to a solid assertion of basic middle-class
~ values in Keep the Aspidistra Flying.32

J. Klinkowitz echoes this approach when he says that "wheﬁ
Vonnegut critijcizes middle;ciass American life, he aoe§ not
do it from a pos{tion of Superiority."36

Thus, the enormous inﬁerest generated by the work of

Kurt Vonnegut leads scholars to examine the varied facets of

his challenging prose without a consensus about satire. But

.
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the fact that they do mention Dickens, Twain, Switt, Kliot,
~
, | 3T
Auden, Waugh, Orwell, and others 15 ceortainly signiticant,

because 1t alerts us precisely to the significance of the.
b .
)

novel as a satire. It 1s therefore much more than » mere
curiosity’ to encounter the overwhelming enthusi sm ad
senslitivity toward Vonnegut's work which marks 1is reception

"in the Soviet Union. Donald M. Fiene, who studied this

-

)

\\\\M\_ / reception,38 réports that none of the Soviet critics "dissent .

“rom the view that Vonnegut is a master novelist-—at the

very least, the best contemporary writer of satire in

America." TN ) \\ \

This is remarkable [Fiene adds] since ordinarily
there is a rvather sharp disparity in the views of
the most conservative and most liberal Soviet
critics, especially where the touchy problem of .
American literature 1is concerned. 37

They consider him also "a genuine dissident writer,"40 and

"the closest thing to an Americén countefpart to Solzheni-
tsyn."41 It may be objected at this point that such

extraordinary praise may be due quite simply to¥olitical
. a

v

expediertcy, but this is c%ﬁagly not the case since, as Fiene

‘ »

proves, there is a firm coasensus among Soviet critics to

regard Vonnegut as a satirist without any reservations. They
see his laughter as the Gogolian "laughter through tears,"42
and "mention him with Saltyﬁbv—shchedrin as a master sati-

rist."43 Soviet critic S. Vishnevsky notes the use of

ostranenie in his commentary on Breakfast of Champions.44

While.doubting that a genuine Russian influence can be

¥

proved in Vonnegut's case, Fiene notes that it is Fyodor _ (
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Dostooevahy, "ot all Russion writers , with whom Vonnegut has
L w6 . . .

the greatest atrin 1iy. However, Fiene tinds an 1mpo: tant

ditrerence beotween Dostoevsky and Vonneqgut . He character-

toes Dostoevsky as "a belicvoer who was able to feol in the

depths ot his being the despalr of the atheist, while

Vonnegut 1s a despairing atheist who is able to feel in the

depths of his scul the lite-saving raith of the huliuvor.”4U

)

Nevertheless, when Fiene Sdavs that Vonnegut's books represont

I

an effort to prove bostoevsky wrong by insisting that "good

: : . 47 - : .
may exist without God," he 1'lustrates his point by

Including, as an example ot Dostooviky's competicive idea,
N 4

Ivan Karamazov's statement, "if God does not ex1ist, then all

is lawful."48 And yet, 1t is preciselv this conclusion of

Ivan Karamazov that drives Dwayne lloover insane, wien he
goes on a rampage certain that everypody except him is an
unfeeling machine. He can kill anyone: they are all

-

machines; he alone is human. This certain]ggsounds like a
<

variation of the superman philosophy that underlines Ivan
Karamazov's éonclusion. And what does Vonnegut défwith
Dwayne Hoover? He uses him as an illustration to prove Ivan
Karamgzév's_conclusion wrong, which makes him prove Dosto-
evsky right, not wrong-—as Fiene believes.

Robert Merrill has noticed that Dwayne Hoover, this
modern Babbitt, compares Himself to Job: "I couldn't help

wondering if that was what God put me on Earth for—to find

out how much a man can take without breaking" (p. 166).49

3 .

Because Hoover ?Sgé’berserk, he shows us that there is a

j ' )
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limit to what he can take.  Also, Hoover provides an oxample
ror Vonnegut himselt: he "rescuaes” Vonnegut crom hils own

H0 . . L Sy, . .
despondency in this satirvical Bildunosronan. rhat this

reading is not mistaken, that 1t is nod to@retched, 1s
obvious in the motto ot the novel., [t can be casily cver-
looked. In ne une ctain words, 1t o signals teous the success
of this sative as therapy tor the author:
When he hath triod we,
I shall come torth as gold.,
—10R .
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PATVOY NG SOme et resonta. . ve statewments abont satire,

One s Hecemes s part oo rarly o o. the tentative nature of
4
these pronouncement s, Moy to use a tracrtronal phrase,
VIR b appearances . The area of o satiroe CrLticilsm

where this becomes most apparent, as 3 lave t1iod to show 1n

myointroduction, 1sothe area of def:nition of satin e anc d
dlscussion ot whether or not satire is Jenre. I agrees
with Gerald ofcennor, who said that satire s a genre that

1s more «ifficult to define than to wdentify. 1o would -be

\l

only too ecasy to attribute these diffivcalties to the peculi-
aritics of satiric literasure exclusively. And it wouy.i
also be an ervror.  Suffice it to mention in this respect the

learncd polemic on the theory of cenres that we can find in

Tzvetan Todorov's The Fantastio: A Structural Agproach to a

Literary Genre.l It there 1is _anything except the arbitrary

and professedly hypothetical nature of the theory of genres,
their taxonomy, that one cun glean from this polemic, it
must be the strong case for the existence of genres:

. . . failling to recognize the existence of genres

is equivalent to claiming that a literary work does ,

not bear any relationship to already existing works.

Genres are/ precisely those relay-points by which

the work Assumes a relation with the universe of

literatufe. 2

I hope to have sufficiently demonstrated the satiric

nature of the four novels discussed here. But the fact that
I licve approached them from the»perspecti}e of genre has

left me open to a slight danger of discovering "a principle’

operative in a number of texts, rather than what is specific



N

about ecach oi - hee 3 To correct this inherent handican of
o ;an:cdlnxz, L have not only o umed that 1 was Jdeal ne
Wil osatire bht I have also made 1t clear that c.ach of the
Conr e ‘?ﬁ‘iﬁ ¢ prtoof a sub-genre.  Hence, 1 have tried
to tind ovt what 1s specifia, about t}:{ose Satiies.  But move
or o this L;yter.

Now, accopting those «aracteristics of satire that

Figure in most Jdefiniti ns: riticilsr (" ensure," "attack,"

198

"vitupcrat o") and -humour “wit " "comedy," "gallows humour") ,

I would like to suggest a liac-am of satire based ¢ these
two essentials. This wiil enable me to relate the four
satires to the so far implicit de inition of satire in a

formal way. In doing so, I realize that: first, "works need
Y N

not coincide with categories, Which'have merely a constructed

cxistence; a work can, for example, manifest more than one

v

category, more than one genre,"4 and secbnd,»the aim of this

A

exercise is description, not prescription.

The horizontal axis of this diagram is the axis of' -

humour, containing a progression from wit to gallows humour,

or from Comedy to Tragedy. The vertical axis is the axis of

criticism, with progression fromiReality to Fiction, and it -

is designed to include
satirical ‘literature from other types of literature on the

one hand,'and from non-literature o1 the other. Satire is

F

the meeting-point of criticism and buméur in.ailiterarz work.

)

This meeting-point is already expressed ih_the concept of |

.

‘the characteristic which distinguishes

ridicule, but ridicule does not always ééual satire. ‘Finally,
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satire 1s also situated somewhere between literature proper
(Fiction), where the "literary text does not enter into
referential relationship with the world, ﬁng non~literature
(Reality), where, as in everyday speech, there is a clear
" referential relationship. An ideal satire should be
Situated.cléser to, yafhcr than farther from the intersection
of the two axes. On the other hand, there.is no guarantee
that a formally "ideal" satire will be superior to a formally
inferior one.

Gru£ted this diagram of satire is sufficient for my

purpose, the question now arises: liow close to the ideal

satire are the four novels?

.

. The Good Soldier 1s known predominantly as a.work of
humour. That is, on my horizontal axié, it will be situated
close to the pole of Comedy. At the same time, the criticism
of war is acco%panied by a wealth of material of documentary
' character: actual names of people, the%r communications,
newspaper clippings, and so on, and this piaces the novel

close to the pole of Reality on the 'vertical.

The Master and Margarita shows a clear balance

-

between Comedy and Trage%{; it is less humrrous than The

[

Good Soldier, and so close to the centre on the horizontal.

The heavy dose of fantasy placés it on the side of the pole
of Fiction on the veftical.
1984 is closer to Tragédy than any of the other works
4

and i- maintains a balance on t e criticism axis. Instead

th- boisterous type of humour found in the other three
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works, this offers mostly painful irony and sarcasm. Bu:
this is no reason to deny this darkest of comedies its place
in the genre of satire.

o
Finally, Breakfast of Champions, when compared to -he

other three works, comes very close to the middle on both
- axes, and therefore close to the formally "ideal" satire.
There 1is ; balance of Comedy and Tragedy as the often
sponFanéous humour combines with the record oﬁ-destyuction
on mgny levels: the destruction of the environment, of the
culture, of human beings themselves. The familiarity with
America of yesterday (and partly of todéy) is balanced, on
the criticism axis, wi?h the fantastic, Science—fictiqn
elemenﬁ; The shifting masks of Vonnegut's nafrator also
con£ribute to the balance of this satire,‘as they invest it
with suspenseful ambiguity.

By relating the four satires to the diagram which
illustrates the implicit definition of sati;e, I have only
pointed out their satirical nature_without.any reference to
the fact that they actuélly represent different kinds of
satire; that is, that they represent different sub-genres.
My next concern, then, is the specificity of the four
novels as examples of four sub—génres of satire.

When we speak of satire todéy, ". - .- we usually have
no sense of formal specification Qhatever,i says R. C.
‘Elliott.s But if formal specifications are' not forthcémlng,
this does not mean that all attempts at classification

-

should be abandoned. Conscious of the modern handicap, I

-
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characterize the four satires discussed b . under headings
that suggest thenatic groups of simil. - .° 1 c~al works
(anti-militarist, wmetaphysical, anti-u »vian  and anti-

American).

These groups have historical precedents; they are
"open" in the sense thét they can accommoaate future satires.
They are also, however, to use Wittgenstein's expression
that has been aécepted‘and adopted by Elliott,6 "a concept
with blur | edges"; that;is, they are open to an unlimited
variety of satirical works providing these works sharée the
attack on the military, concern themselves with metaphysical
problems, critiqize'utopianish,"or attack thé American way
of life.7 éut do those four categd;ies exhaust twentieth-
century satirical writing; particularly its variety? Clearly
they do not. I doubt if any system could. Conceivably,
there could be satires that‘share nothing with these four
categories, and one couid add further groups to supplement
them, The- value of the four categories should, then, be )
assessed not as limiting the conditions for the future |
\
a%filiation of satires, but, on the contrary, as fulfilling
O'Connor's suggestion that some kind of framework should be

provided for encouraging critical interest, particularly in

contemporary satire.

Some of the themes of the four satifes that represent
lérger thematic groups are as follows: the preoccupation with
insanity, expressed at times in the character of a madman; the

concern with the workings of political systems, shown not



*

only in the criticism of totalitarianism through the medium

of anti-utopia, but also in anti-militarism and in the

-~

outright rejection of Amerdican capitalism in the guise of

the American way of life, as well as the Conquest of Nature;

the continuing criticism of the idea of Progress; the expose

of the dehumanization of man; and the changing attitudes to

human nature.

Not all these themes are shared by 111 four satires.
However, none of the four ignores the theme of mental ill-

ness. Hasek's Svejk is a certified idiot; Bulgakov's Master

is locked up in an asylum until he starts to doubt his
sanity; Orwell's Winston Smith if forced, by torture, to
abandon his rationality in an ifrétional-world; the madness
of Vonnegut's Dwayne llogver is the climax of thé‘novel, a

climax into which the reader is led through a preparatory

N

N L ]
stage that includes a peculiar chemico-biological theor:
mental illness. Consequently, mental illness and indivic

breakdown become common characteristic themes in modern

satire:

The protagonist in Pirandello's Henry IV prefers a

world of illusion to the hqxror of the real world. °
In Paul Green's Johnny Johnson the only sane man in

a warring world Is kept in an insane asylum which

seems considerably more rational than conventional
society. Mad generals run the war of Johnny John-

son, mad colonels control lives in Catch 22, . .

mad dreamers: take over the mad world of Lcnet s

Balconz 8 ¢

In Glinter Grass's The Tin Drum, the world is "inséne, dis-

torted, 1llog1cal . . . mad characters are harmlesé, while
P ) .
' 9

the sane people create horrors."



In contrast to such a shared theme, there is the

bParticular topic of the American way of life that appears

only in Breakfast of Champions. un the other hand, the far

1

more general and all—embracing theme of the dehumanizdtion

of man could, possibly, include the theme of mental illness
as angillustratloﬁ of this dehumanization; the same could be

said of other themes as well. Apart from Hagek's work,

anti-militarism, for ex.ample, appears in the works of Orwell

and Vonnegut. But in Orwell 1t illustrates'the totalitarian

nature ot the Oceanic government, and in Vonnegut the
potential fasc1sm of an American mllltary academy. -’ Only in

Hasck's novel is it a thorough ct#iticism of both the
political system and the military mentality.

These differences point to tﬁe unusually rich
inventiveness of the satirists' narrative Strategy. Hasek,
fqr example, uses as the main vehicle the "pub story," which
gfves the novel a polzghoniclo qdality, which is further
heightened by the use of lefters, documents, newspaper
articles, and so on. Bulgakov uses a number of . narratlve
styles, among which the dominant contrast is between the
Styles of the Moscow and Jerusalem narratives; in the first,
one can detect journalese, substandard expressions, collo-
quialisms, and, in the second, the rhetorically—balanced
pProse with its exotic lexicon &nd all the dlgnlty of "the
hlgh Style. Orwell offers us a mixture of deserlptlon and
introspection: the documentary quality of the first is

supplemented by the.revelatory quality of the diary, and a
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political pamphlet. Smith's inner developmenf as captured
in the diany 1s "foregrounded"” by the‘greyness of the
dispassionate reportage that forms the unchanging background.
Vonnegut experiments ambitiously with what one could call a
"democratic" novel: each character is invested with the
importance traditionally associated with principal characters;
in addition, since>one of the characters is a writer, we
have a number of plots of "science—fiction’novels" that

provide a further thematic contribution.

In the various harrative strategies represented here,

.

one can detect a unifying element which, from the point of

view of the satiric plan of the novel, one could call the
dvéice of the "clash of worlds." This is also understood
when we talk about contrast or inversion, although I prefer

to use these terms in a particular way, as distinct from the

. .

more general "clash of worlds." How is this device repre-

sented in our satires? Q
HaSek uses it in the following manner: the world of
the Austrian ImperiaF(Court, of international politics, and

of . the CHurch, clashes with the world of lumpenproletariat,

represented by Svejk. The difference- in t@is_representationf

is);ruciél. Svejk's feigned idiocy is really éhe cunping of
a man who draws from the reservoir of folk wiSGOm in order
to defeat the pathetic and.degeneiate aristocracy.

In Bulgakov's novel, the clash occurs on several
levels. The most profoundAot these-is the clash of the

11

sacred with the Erofane‘world, which, moreover, is mirrored

o
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by the clash between the official 1deology and reality. The
ldeology proclaims the birth of ~the New Man the reality

[

shows the continued corruption and depravity. The clash

between the sacred and the profane confronts us with the

L3

notion of metaphysical satire, the ancient predecessor of

which is The Golden Ass of Apuleius;

In igéi, Winston Smith discovers, both in "Goldstein's"
historical notes and in his own sketchyrmemory of the past,
the existence of a‘world radically difterent from the one he
knows and in which he finds himself. He pursues this other
world, Jlearns more and nore about it and, in the process,
“becomes estranced from the world of the present. This is
coupled w1th the theme (also an almost metaphy51cal one) of
the struggle between the rational (symbolized by the equation
2+2=4) and’the irrational (2+2=5): a struggle.that is the
modern counterpart, or figura, of the mythical Struggﬁe
betweenvgood and evil a$ represented in the battle between
St. George anhd the Dragon.

In Breakfast of Champions, the science-fiction

"novels" of Kllgore Trout clash with the fictional reality ©
of the automated deterministic world of the updated Zenith,
Midland City.- This is paralleled by the narrator's dawning
discovery of the fallacy of fatalism: humaufbeings are not

‘robots; they posses awareness: an "unwavering band of light.'
"The existence of the essential unity demonstrated by
‘this device may be due to the.requirements of satiric

writing: that is, to the implicit opposition that any satire



exemplifies. waever, the means whereby this clash 1is
expressed differ. The list of devices is not short: besides
irony, parody, grotesque and caricature, I have ofE?n men-—
tioned contraét, invefsion, transposition, figura, symbol,
indirection, humour (including black comedy), the particular
use of nan@s, and adaptation. Here, too,Yone should point
éﬁt“thg specﬁfic use.of a term that could otherwise be
subsumedndnder a more general term. Parody, ‘for example,
can be’delightfully ironic, and thus, in turn, can be quitéﬂ_
humorous. But the use of the terms is justified by a par-
ticular situation or episode: for example, when I analyze
HasSek's story about Mr Karlik and Mr Mike8, I first speak
about thé redonstrubtiog of irony, and then about thecfact
that the story is a_parody of an oral contract. However,
what interests me here in'particﬁlar is the exclusive use of
a device, or its absehce, in a given’ satire.

Given the lack of uniformity on the level of these
satiric devices, and the further lack of v ity in the choice
of targets, it must come as.a surpfise that modern satire,
with the ménifesté;iohs of which this work is concernea, has
earned quite avbad reputatioﬁ.‘ P. K. Elkin, spéaking about
' twentieth—century'saﬁire.as opéosea to £raditional,,locates
the heart of the problem within the sétirist_ﬁimself:

v

The twentieth-century satirist sees himself as _
completely alienated from society and; for, this and
other reasons, he is fundamentallyf unsure of himself
and his standards—less reasonable and judicial than
Dryden or Johnson, more pessimigtic than Juvenal or .
Swift. His tone may be cynical, or hysterical, but

¥ -
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1t 1is unlikely to be hortatory, and for saeva

indignatio he may substitute a despairing nihilism, L2
According to Elkin, alienation, the faithful whipping horse,
;ogether with pessimism,.nihilism,‘a cynical, hysterical
Eone, and a low regard for reason are the identifying
‘features of the twentieth-century Satirist.13 Jﬂe extreme
exampl¢ he chooses to prove his case is Nathanael West, who
once admitted that "there isunothing to root for in my work
and what is even worse, né rooters.!’l4 It 1s true that the
aéproach of the modern satirist has profoundly changed the
character of satire. For'eXample( it 1s unthinkable for a
modern satifist to satirize poverty. Pope was perhaps the
last gréat satirist who could afford to do so, yet even he
felt the need to justify this target:

’

Poverty becomes a.just subject

of satyr, when it is consequence

of vice, prodigality, or neglect of
one's lawful callirg.

Could we prove that the twenfieth—bentury satirist 1is
more alienated from society than, say, Juvenal or<Pope? Are
Elkin's allegations correct? The, evidence of the four
satires discussed in these pages does not point to such a
conclusion. Of the four, the only satire aceused of @ihilism

is The Good Soldier; and even in that work the accusation

‘rests on the identification of Marek as Ha&ek's spokesman.
But the satire is optimistic, not pessimigtic. Vonnegut's
satire represents actdally a caée against nihilism, and the
- Same can be said of the satires of Orweil and Bulgékov. As

~

for the low regard for reason, 1984 is oﬁe of the most moving



af firmations of rationality; The Master and Margarita is o

- — - . , ~ al .
detfence of the search tfor qnosi1s; The Good Soldier oxtolls
AL, :

popular wisdom; and BreaRfast of Champions, for all its

anbiguities, ridicules unreason. consequently, with very
few exceptidﬁs, the evidence of the four satires studied
indicates that Elkin's allegations are not correct. On the
contrar{, the opposite holds true in. most cases. |

I realize that my selection cannot possibly account
tor all the attitudes, approaches, beliefs, and philosophies
that the entire corpus of modern satiric literature
communicates. But if this“;election indicates, in any
representative fashion, modern satire's views of the human
situation (and there igc%b reason why these novels should
not), then its message might be of some value. "We are in a
‘bad way," 1is one way to put it. Modern satire's diagnosizs
of the human situation points to a serious disease: there is
no lack of dark colours in its depiction: the perversions of
human nature, the stupidity, the new forms of slavery: the

lack of love. But there is also a prescription: overcoming

the disease through popular wisdom (Hagek), love (Bulgakov),

sacrifice (Crwell), and awareness (Vonnegut). Such is the

.

message of the four satirical novels.
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oL ,lOOJ. G. Riewald, "Parody as.Criticism," Neophilologus
50 (1966), 125,

) lOlH. Markiewicz, "On the Definitions of Literary
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lOSThat Gogol, in "The Overcoat,” wrote without
satirical intent is alleged by V. Nabokov, Nikolai 'Gogol
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! NOTES TO CHAPTER II

lThe first four volumes of Jaroslav HaSek's unfinished
novel titled in the original Osudy dobrého vojdka Svejka za
svétové vdlky (literally, The Fortunes of the Good Soldier .
Sveijk during the World War) came out between 1921 and 1923.
Svejk appears as a charagte:¥already in Dobry vojdk Sveik a
cdjiné podivné historky (Prague: Hejda a Tulek, 1912), and
Dobry vojak Svejk v zajeti (Kiev: Slovanské nakladatelstvi,
1917). The quotations are from Cecil Parrott's admirable
translation (London: William Heinemann, 1973). The Czech
quotations come from an annotated edition of Osudy (Prague:
Odeon, 1968). '

2Undexj Fire (1916).

3All Quiet on the Western Front (1929), Journéz to
the End of Night (1932). i

»

4Mu51l satlrlzed Austria-Hungary in hlS monumental
Man Without Qualltles (1930-1942).

5See J. P. Stern, "War and the Comic Muse: The Good N
Soldier Schweik and Catch 22," Comparative Literature, ?Q .

. 6Of the many reviews that appeared after the publica-
tion of Chonkin in 1975, here is a representative sample:
"Comparisons with The Good Soldier Svejk are inevitable."
R.,C. Porter, "Thinking Differently," Index, 'Vol. 5, No. 4

~.-

(Winter 1976), 89. g /\
» !

' 7Frye, Anatomy of Criticism, p. 48. }/

*

/

8. Pytlik, "Sveijk jako literdrnf typ," Ceskd litera-
tura, 21 (1973), 131-153. The follow1ng list of comparisons
is taken from Pytlik's article. Unacknowledged translations

“

are my own. 5

9See also N. Georgiev, "Parodie obsahu a parodie
struktury ("Svejk" a antiromdn)," Cesk§-literatura, 14
(1966) , 328-334.

Q;OPertinent information about the German reaction to
The Good Soldier comes from the excellent book by Pavel Petr,
Haseks "Svejk" in Deutschlanh (Berlln. Rutten & Loening,
1963). .

llIn "Der gute Soldat Schwejk," Sternenhimmel, Musik-
und Theatererlebnisse (Prague-Munich, 1923), pp. 212-215.

.
S
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leee Petr, pp. 81-83. This German success was
followed by the novel's subce§s in other countries (notably
the Soviet Union, during and after World War II).

B1bid., p. 30.

Y1nia., p. 100.

151bid. ;) p. 144.
lGBﬁecht was supposed to have ranked The Good Soldier

among the three literary works of this tentury that would
"become part of world literature.". John Willett, The Theatre

. of Bertolt Brecht (London, 1959), p. 102, quoted by Petr.
p. 143. :

17Staroéeské satiry Hradeckého rukopisu a Smilovy
skoly, ed. J. Hrabdk (Praqgue: Nakladatelstv? CAV, 1962).

18Satira na Cctyry stavy, ed. Z. Tich& (Prague: SNKL,
1958). '

19Nekrvavé obrdzky z vojny, see J. Jand&kovd, Cesky
romdn sklonku 19 stoleti (Prague: Academia, 1967), p. 84.

20Petr, p. 182, n. 42.
2lrpid., p. 17. N v
22 '

I. Olbracht, O uménf a spoleCnosti (Prague: Cs.
Spisovgtgl, 1958), p. 179. :

~ 231. Olbracht, "Osudy dobreého vojdka Svejka za svétové

vdlky," Rudé Prdvo, 15.11.1921.

24Of course, Svejk goes further: with mad automatism
(an expression of his cunning), he fulfills orders even in
changed circumstances, when the individual's judgement would
call: for modification of the original order. . Thus," he
delivers Lieutenant Lukd4i's love letter to a- lady in the
presence of her husband. . '

25Max Brod paints an intriguing picture of a "very
thin and very young" Kafka, with "great gray gleaming eyes"
and "thick, coal-black hair." A cool man ("klidas"), Kafka
took part in the gatherings of the "Klub Mladych™ (Young
- -People's Club), to which HaSek also belonged. Franz Kafka:
A Biography (New York: Schocken Books, 1960), p. 86. g

o 26, Langer, Byli a bylo (Prague, 1963), p. 55. Also
Pytlfk, op. cit., p. 146, and M. Jankovi¢, "K otdzce komiky
HaSkova Svejka," O Ceské satife: Sbornfk statf (Prague: SPN, .

I
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1959), p. 274, where he cites B. Vdcldvek concerning Sveijk's
"popular dadaism." :

: 27"Nedokonalost HaSkovych 'Osudd'," Podoby: Literdrn{
" sbornfk, ed. B. Dolezal (Prague: Cs. Spisovatel, 1967), p.
180. '

28Dole2al's provocative study points out Hasek's
"downright unbelievable slovenliness," as it catalogues the
many instances of his "imperfections," concluding that it is
a work of genius despite or pe.iips because of them.

29Pytlik, "Svejk jako literdrn{ typ," p. 146.

OJaroslav Hasek (Prague: Cs. Spisovatel, 1962), pp.
100-101. ' '

31

Ibid., p. 102..

2Uprostfed hromadnych vyjevld lidovych a fiznych, ad
hrubych karikatur se zvedd pravdivy, byt politov&ni hodny
typ Saska a zbabé&lce, idiota a pdéivaaﬁika, cynika a spro-
stdka, jenZ docela tvrdoSijné a s dspéchem popfrd nejen
vdlku, ale i stdt, muZnou ¢est, hrdinstvi a vlastenectvi.
Dejiny &Ceské literatury, Ceskoslovenskd Vlastivéda, VII
(Prague: 1933), 19I-192.

33

Ibid.

341114,

35Such is the view of M. Jankbvié,,found in his study,
rof Hasek's novel,. Uméleckd pravdivost Hagkova Svejka (Prague:
NCAV, 1960), Rozpravy CAV, 70, 10. ‘ -

36

Ibid., p. 62, ,

37 1piq.

38Essays on Czech Literature (The Hagﬁe: Mouton,
1963), p. 4L. '

39

Ibid.

40rpiqa.

pia. . . .

‘ 4?ngtations come. from R. W. Rotsel's translation af
the Second Edition (1929) (Ann Arbor: Ardis, 1973).

431hid., pp. 88-89.

.
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441pia., p. 102.

45Identifiéd by M. Jankovi¢ in his superb study "Hra
s vyprdvénim," Struktura a smysl literdrniho dfla, eds. M.
Jankovi¢, Z. PeSat, and F. Vodicka (Prague: Ceskoslovensky
spisovatel, 1966), pp. 180-197. '

6These were studies by B. DolezZel (see note 27 above),
in which he uses the term "imperfection" (nedokonalost).

47

Jankovi¢, "Hra s vyprdvénim," p. 181.
48Ha§ek, The Creator of Schweik (Prague, Artia, 1965).
T

‘ 49Jankovié, "Hra s vyprdvénim," pp. 181-182. In his
theory of anecdote, Jankovi¢ relies on M. Glowirnski, Al.
Okopiern-Sitawinska, and J. Stawirski, Zarys teorii literatury
(Warszawa, 1962), p. 342.

50

Jankovié¢, "Hra s vyprdvénim," pp. 181-182.

51Psf1, kerej by vo sobé moh Ifct: ,Jd jsem Cisto-
krevnd potvora," je vopravdu mdlo. Bud se mu zapomnéla m&ma
s néjakou vobludou, nebo jeho babicka, nebo mé&l téch tatinkad
vic a vod kazdyho négo zdédil. Po tom u$i, vod toho vocas, -
vod jinyho zas chlupy na drZce, vod tfetiho <¢umdk, vod
‘¢tvrtyho pajdavy nohy a vod pdtyho velikost, a kdyZ mél
takovejch tdtd dvandct, tak si md "e, pane obrlajtnant,
pomyslit, jak takovej pes vypadd. (I-II, 160]

27 nejobratnéjsi politicke - 'ory Svejk pfevedl
na léceni psinky u $téfat a nejbystr js.. zdludné 1éc&ky
kon¢ily tim, Ze si Bretschneider odve 21 ¢ sebou od Svejka
opét novou nemyslitelné kifZenou obluu

A to byl konec slavného detektiva ~c¢ :schneidra. KdyzZ
mél jiz ve svém byté sedm takovych ohav, urav. 21 se s nimi v
zadnim pokoji a nedal jim tak dlouhc nic jin* Adokud ho
nesezraly. . [I-I1, 54]

53A vskutku, pod néépemmbélel se vyzyvavé nolnik s
potlucenym emailem, rozezZrany rzi,—mezi stfepinami hrnci,
kterézZto v3echny predméty, nehodfci s& jiZ pro domdcnost,
uklddal zde pfednosta nddrazf, patrnd \jako materidl k disku-
sim archeologl budoucich véka, kteff, &z objevi toto sidlisko,
budou z toho magofi, a ve Skoldch budou se déti ulit o véku
.emailovanych noé&nikd. , . [ITI-IV, 145-146]

"54. . . wto je zrovna to samy, vo dem vidycky vypra-
voval medik Houbicka, Ze je to jedno, roziezat v patalogickym
istavé Tnidkyho &lovéka, ktery se vob&sil nebo votrdvil.
o [III-IV, 148-149] S
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55". . . Nebo takovejhle pripad, co se stal v nasi:
ulici pred péti Sestli lety. Tam bydlel nejakej pan Karlik v
prvnim patfe. O poschodi vejs moc hodnej clovek, néjakej
konzervatorista MikeS. Von mé¢l moc rdd zensky a taky mezi
jinejma po&al chodit za dcerou toho pana Karlfka, kterej mel
Speditérstvi a cukrdrstvi a taky mel nékde na Moravé knihar-

stvi pod fidkou docela cizpu firmou. Kdyz se ten pan Karlik
dovedel, ze ten konzervatorista mu chodi za dcerou, tak ho
navstivil v byté a fek mu: ,Vy si mou dceru nesmite vzit, vy
jeden votrapo. Jd vdm ji neddm!’ ,Dobrd,’ vodpovedel mu

pan Mikes$; ,kdyz si ji¥t nesmim vz{t, co mdm délat, mdm se
roztrhat?’ ~ Za dva mé€sice priSel pan Karlik znova a ptived

si svou manzelku a voba mu fekli jednohlasné: ,Vy pacholku,

vy Jste pripravil nas$i dceru vo &est.’ Zajisté,’ odpovedel

on jim na to, ,dovolil jsem si ji zkurvit, milostivd pani.’

Ten pan Karlfik zacal na néj zbytec¢né rvdt, Ze mu prece rifkal,

ze si ji nesmi vz{t, Ze mu ji nedd, ale von mu docela sprdvne
vodpovedel, Ze si ji taky neveme, a tenkrdt Ze nebyla vo tom
zddnd fe¢, co s ni miZe délat. Ze se vo tom nejednalo, von

Zze drzi slovo, aby byli bez starosti, ze von ji nechce, Ze

Je charakter, Ze neni kam vitr, tam pldst, a zZe drz{ slovo,

Zze kdyZ néco rekne, Ze je to svaty. A jestli bude kvali

tomu prondsledovanej, tak, Ze si z toho taky nic nedéld,
ponévadz md svédom{ ¢isty a jeho neboZka maminka jeZte na
smrtelny posteli ho zaptfisahala, aby nikdy v Zivoté nelhal,

a von Ze ji to slibil rukouddnim a takovd prisaha e je

platnd. V jeho rodiné Ze vlbec nikdo nelhal a von mél taky
vzdycky ve Skole z mravnyho chovdni nejlep3f{ zndmku. Tedy

tady vidite, Ze se leccos nesmi, ale miZe, a Ze cesty miZou ,
“byti rozliéné, jenom vili méjme v3ichni rovnou." [ITII-IV, 153-154]-

56Afterwold to the Czech 1968 Odeon edition of The
Good Soldier, p. 306. Also, "Hra s vyprdvénim," where the
title itself ("Play with the narration") suggests the
critic's .concern.

57

Bakhtin, Problems of Dostoevsky's Poetics, p. 89.

8"Poslu§né hl4dsim, pane obrlajtnant, Ze nemdme Z4&dny
patrony a Ze ho pljde téZko sestfelit se stolu. Jd si dovo-
lim podotknout, pane obrlajtnant, Ze je to MikuldSek, burs
od pana majora Wenzla. Ten vidycky ztrat{ fed, kdyz vid{l
nékoho z pdnd oficir8. Voh se vibec stydf mluvit. Vono je,
tQ vibec takovy, jak ¥{ikdm, upoceny ml&dé&, utahany. Pan
major Wenzl nechd ho vidy stdt na chodbé, kdyZ jde nékam do
mesta, a ono se to Zalostivé potloukd po burdich v bardku.
Kdyby mélo pri¢inu se leknout, ale vidyf vlastné nic
nevyvedlo."’ ‘ : [I-I1, 319]

59"Tak se podivejte na mapu,” vpadl do toho jednoro&ni
dobrovolnik, .Ze opravdu je zemé& naSeho nejmilostivéjifho
mocndre cisafe Franti3ka Josefa. . Podle statistiky je tam
samy led a vyvdZ{ se odtud na ledoborcich patiffcich praZzskym
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ledarndm:  Tento ledovy b arsl je 1 cizincil neobyceijne cenen
a vazen, poneévadz je to po.nmik vynosny, ale nebezpeony.,
Nejvet i nebezpeci panujo 11 Jdoprave ledu ze Zeme cisale
Frantiska Josefa pres poluarni kruh. Dovedete si to pred-
stavit?"

Vojdk z eskorty cusi nejasne zabrucel a kaprdl provd-
zejicl eskortu priblfzil se a naslouchal dalsimu vykladu
jednoroeniho dobrovolnika, ktery vdine pokracoval: ,Tato
jedina rakouskd kolonie mize ledem zdsobit celou Evropu a
jest znarenitym ndrodohospodarskym cinitelem. Kolonizace
pokracuje ocovsem pomalu, penevadz kolonisti dilem se nehlds{,
dllen zmrznou.” Niecméné Udpravou klimatickych pomerd, na kterd
md velky zdjem ministerstvo obchodu i zahraniéni{ minister-—
stvo, Je nadeje, ze budou ndlezite vyuzitkovdny velké plochy
ledovci. Zarizenim nekolika hoteld privdb{ se¢ spousty
turistl. Bude ovsem treba vhodné upravit turistické stezky
a cesty nezi ledovymi kry a namalovat na ledovce turistickd

znacky. Jedinou obtizi jsou Eskymdci, kteri znemozfuji naSim
nmigtnim orgdnlm jich prdci...— Chlapi se nechtejf{ ucit
(I-I1, 281]

némecky," . .

O"Ministerstvo vyucovdni, pane kaprdle, zbudovalo pro
ne s velkym ndkladem a obétmi, kdy zmrzlo pet stavitelda..."

nZednicil se zachrdnili," prerusil ho Svejk, sponevadz
se vohrili vod zapdleny fajfky."

«Ne vsichni," rfekl jednoroén{ dobrovolnik, ,dvema
stala se nehoda, 'Ze zapomnéli tdhnout a dymky jim uhasly,
Lt b [I-I1, 2817

: >

61Kousek ddl hrdl si jeden madarsky cetnik s jednim
popem. Uvdzal mu provaz kolem levé nohy, ktery drZel v ruce,
a nutil ho kolbou, aby pop tanc¢il carddg, pricem? trhal
provazem, takzZe pop upadl na nos, a maje ruce svdzané dozadu,
nemohl vstdt a delal zoufalé pokusy obrdtit se na zdda, aby
se snad tak'mohl zvednout se zemé. Cetnik se tak tomu upfi-
mné smdl, az mu slzy tekly z o&{, a kdyZ uZ pop se zvedal,
trhnul provazem a pop byl opét na nose. i (ITI-IV, 119}

62Celé ddolf{ na Medzilaborce bylo roEryto a prehdzeno,
jako kdyby zde pracovaly armddy .obrovskych krtkd. Silnice
za rickou byla rozryta, rozbita a bylo vidé&t zdupané plochy
vedle, jak se voijska valila.

Privaly a deSté odkryvaly na pokraji jam zp@sobenych
grandty roztrhané cdry rakouskych stejnokrojd.

3
Za Novou Cabynou na star& ohofelé borovici ‘ve spleti

vétvi visela bota néjakého rakouského péidka s kusem holené.
[III-1IV, 136]

63". . . KdyZ jsem slouZil na vojné&, byla nds nékdy

zavriend polovina kumpacky. A co nevinnejch lid{ bejvdvalo
odsouzeno. A nejen na vojné, ale i soudama. Jednou se

223

a



pamatuji jedna zenskd byla odsouzena, e uskrtila svoji novo-
rozend dvojcata.  Ackoliv se zaprisahala, ze nemohla uskrtit
dvoj&ata, kdys se jiL navodila jen jedna holceicka, kterou se
ji podarilo uskrtit docela bez bolesti, byla odsouzena prece
jen pro dvojndsobnou vrazdu. Nebo ten nevinne) cikdn v
sabehliclich, co se vloupal do toho hokynaiskyho krdmu na

Bozi hod vdnocnf v noci. Zaprisdh se, ze se 5el vohrdt, alg
! 1 to nepomohlo. Jak uz néco soud vezme do ruky, je ZIGZ:;7‘
[I-T1, 22-23
64 } C . .
we « o T. Loupala moje drzost, z¢ jsem myslel,

o mne nikdo nemdze-nic udelat, az doslo k osudn¢
noci na ndmest{ pod podloubim, k omylu, ktery jas
ze vsechny stromy nerostou do nebe, kamarade. Pycha pred-
chdzi gdd. Vsechna sldva polnf trava. Ikarus si spalil
kridla.  Clovek by chtel byt gigantem, a je hovno, kamardde.
Neverit ndhodé a fackovat se rdno i vecer s pripomenutim, ze
opatrnosti nikdy nezbyvd, a co je prilis moc, ze skodfi. Po
bakchandliich a orgifch dostavi{ -3e vzdy mordlni kocovina.
To je zdkon ptirody, mily priteli. Kdyz povdzim, ze jsem si
zkazil supravizitu, superarbitraci. Ze jsem mohl byt
felddienstunfihig. Takovd ohromnd protekce! Mohl jsem se
vdlet nekde -v kanceldri na dopliiovacim velitelstvi, ale md
neopatrnost mné¢ podrazila nohv." ¢

ne dokdzal,

Svou zpoved zakon&il jednoroéni dobrovoln{k slavnost-

ne:

wDoélo i na Kartdgo, z Ninive udélali zficenihy, mily
pfiteli, ale hlavu vzhiru! At si nemysl{, ze kdyZ mne
poslou na front, Ze ddm jednu rdnu. . . ." [I-II, 258]

65"Vy za nic nemiZete," chldcholivym tdénem mluvil ddl
jednoroén{ dobrovolnik, ,pfi mnohych rodech a druzich
odeprela priroda Zivodichlm vSechnu inteligenci, slySel jste
nékdy vypravovat o lidské hlbuposti? Nebylo by rozhodné
lep§{, kdybyste"se byl zrodil jako jiny druh savce a nenosil
to blbé jméno &lovék a kaprdl? Je velikd mylka, Ze si o sobe
myslite, Ze jste nejdockonalejsfm a nejvyvinutéjsim tvorem.
KdyZ vdm odpdrou hvézdi¢ky, tak jste nula, kterd se odstre-
luje beze vieho z&jmu po v&ech, zdkopech na vSech frontdch.
Kdyz vdm jedné jednu fr&ku pridaji a udélaji z vds Zivolicha,
kterému se ¥ikd& supdk, pak jedn& to nebude s vdmi v porddku.
V4% duSevni obzor se vdm jedné vic zouZ{, a kdyZ sloZfte
nékde na bojisti své kulturné zakrnélé kosti, po vds v celé
Evropé nikdo nezapldce." ' .

wJd vds ‘ddm zavfiﬁ," vykfikl zoufale desdtnik.

» Jednoroén{ dobrovolnik se usmdl: ,Vy patrné byste mé
chtél ddt zaviit proto, Ze jsem vdm naddval. To byste lhal,
ponévad? vd3 duevn{ majetek nemlZe vibec vystihnout néjakych
urdzek, a kromé toho vsadil bych se s vdmi, o co byste cntél,
e si nmepamatujete yibec niceho z celé na$i rozmluvy. Kdy-
bych vdm fekl, Ze jste embryo, tak to zapomenete ffv, ne



snad nes prijedeme na nejblizst staniced, ale driv, nez seo
Kolom nds mihne nejblizsi telegrafni tyc. Jste odumrely
morkovy cavin. [I-11, 297]
Lo . . . . .
, Discussed in Woltgany Kayser, The Grotesque 1n Art
and Literature, trans. U. Welssteln (New York: McGraw-Hill,
1966), p. 58.

67

Ibid., p. 60.

68". Co jste vlastne proti vesmiru, kdyz povd-
s{te, ce ne blizsi ndm stdlice je od tohoto vojenskeho vlaku
vzddlena 275 000krdt, nez je slunce, aby jeji paralaxa
tvorila jednu obloukovou vterinu. Kdyby vy Jste se nachdzel
ve vesmiru jako stdlice, byl byste rozhodne prilis nepatrnym,
aby vds mohly postrehnout nejlepst hvezddrské pristroje. Pro
vasi nepatrnost ve vesmiru nen{ pojmu. Za pil roku udelal
byste na obloze takovy malicky obloucek, za rok malickou
clipsu, pro vyjddreni kteréz cislicemi nenil vibec pogmu, jak
je nepatrnd. Vase paralaxa byla by nemeritelnou.”

. [1-11, 3047

S
6)1. Turgenev, Fathers and Sons, trans. R. Edmonds
(Harmondsworth: Penguin Books, 1975), pp. 208-209.

70

Anonymous review of Catch 22, Daedalus, XCII (1963),

164.

71Stern, p. 196, where he says that HasSek did not
condemn war as such, but believed in the possibility of a
just war: "What he condemns. throughout his book, is this
war." One could opine, of course, that it is difficult not
to condemn war as such, especially in an anti-militarist™
satire. '

72A zatimco zde pfebfjeli krdle koéiéékem, daleko na

fronté krdlové mezi sebou prebfjeli se svymi poddanymi.
(III-IV, 22]

73Nevim, podati-1i se mné vystihnout touto knihou, co
jsem chtél. JiZ okolnost, Ze slysSel jsem jednoho ¢lovéka
naddvat druhému: ,Ty jsi blbej jako Svejk," prdvé tomu
nenasvédéuje. Stane-1li se vSak slovo Svejk novou naddvkou v
kvétnatém vénci spildnf, musim se spokojit timto obohacenim
Ceského jazyka. ©{111-1Vv, 283]

_ Hand-in-hand with this discouraging misunderstanding
of 8vejk goes the unholy flood of kitsch that the novel P
inspired. Attributed to 3vejk, a sign "to chce k1lid" ("take
it easy" or "easy does it") decorates many a dwelllng, an
unlikely quantity of beer steins, and appears as a standard
wherever graffiti are found. Tasteless little figurines of
gvejk swing from rear-view mirrors in cars; and plaques,
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plates and posters with characters and maxims culled from
the novel pollute the otherwise pleasant environment of .a
country whose size makes it dangerously easy for a thrivggg
kitsch industry. This kitsch is also a good indicator of
the popularity of the novel.



NOTES TO CHAPTER III

lM. lgakov, "Pis'mo M. Bulgakova sovetskomu pravi-
tel'stvu,"” -:rant, No. 66, 1977, 158. Bulgakov's emphasis.
My translation. There were some doubts about the authen-
ticity of this important letter, but these were laid to rest
by M. Chudakova, "Tvorcheslvaya istoriya romana M. Bulgakova
Master 1 Margarita," Voprc ., literatury, 1, 1976, 219,22%.

2It appeared first in a censored edition: Master i
Margarita, Moskva, 11, 1966, 7-127; 1, 1967, 56-144. I have
used M. Glenny's often criticized translation (London:
Collins and Harvill Press, 1968) with caution, relying on
the unexpurgated Russian edition: Romany (Moscow: Khudozhest-
venn.ay . literatura, 1973). The Russilan quotations come from
this < .ition. Glenny's translation is of. the unexpurgated
original and is adequate for my purpose. :

¢

, 3Ellendé’a Proffer's An International Bibliography of
Works by and about Bulgakov (Ann Arbor: Ardis, 1976) lists
almost thirteen hundred entries.

4V. Lakshin, "Roman M. Bulgakova Master i Margarita,"
Novy Mir, 6, 1968, 284-311; trans. "Mikhail Bulgakov's The
Master and Margarita," in Victor Erlich, ed., Twentieth-
Century Russlan Literary Criticism (New Haven and London,
1975), pp. 247-283.

. Proffer,’ "On The Master and Margarita," Russian
Literature Triquarterly, No. 6, 1973, 533-567.

®u. Jovanovi&, Utopija Mihaila Bulgakova (Beograd:
Institut za knjizevnost 1 umetnost, 1975).

7L. Milne, The Master and Ma. ,arita: A Comedy of
Victory, Birmingham Slavonic Monographs No. ‘3 (Birmingham:
University of; Birmingham, 1977).

?Lakshin, p. 310.

/9 .
/7Ibid., p. 309.
/ .
;‘lOIbid., p. 287. Lakshin 1s beginning to sound like
~ Berlidz here, and this will be crowned by his sarcastic
introﬁuction to the "demonology" of the novel.
;11

P

A. Vul#, "Posleslovie," Moskva 11, 1966, 127-130.

121 akshin, p. 286.

lBIbid., p. 291. The reference is to Koroviev-Faggo:,
a member of Woland's suite.

227
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.

1y akshin, p. 289. Tn "Stu. " (1894), Ivan Veliko-

pol'sky, a student of theology, beside an open fire in the |
countryside, is reminded of the apprehension of Jesus Christ.
Time is obliterated and he feels what it was like for Peter
to wait in the courtyard by the open fire, and how easy it
was for him to deny Christ. The action takes place in the
Ssame season as does that of TheMaster and Margarita.
Although this chapter is not a search for sources, I would
like to mention Chekhov's "Black Monk" (1893) too: Professor
Kovrin takes a rest on a country estate on the advice of his
doctor. There he remembers the ancient legend of the Black
Monk, an apparition reputed to roam the universe only to
return at regqular intervals to earth. Kovrin witnesses the
Monk's return and converses with him about eternal questions,

't particularly about Kovrin's usefulness and genius. The
~onversations are repeated until Kovrin's young wife is-
aroused from her sleep, only to see her husband talking to.
an empty armchair. He is then forced to take a cure and
stops seeing the Monk. However, he becomes profoundly
unhappy. The dilemma: on one hand there is the Black Monk,
happiness, and illness; on the other, normalcy, but unhap-
piness. In The Master and Margarita this dilemma is acutely
felt, but not resolved, by Ivan Bezdomny ("Homeless").

_ lSLakshin, p. 293. This is now a well-travelled
avenue: E. Stenbock-Fermor, "Bulgakov's The Master and Marga-
rita and Goethe's Faust," Slavic and East European Journal,
XIII, 1969, 309-325; Ralph Schroeder, Gorkis Erneurung der
Fausttradition: Faustmodelle im russischen geschichtsphilo-
sophischen Roman (Berlin, 1971), pp. 274-317, 318-354;
Justina Karas, "Z problemdéw groteski w Mistrzu i Malgorzacie
Michata Bulgakowa," Studia rossica posnaniensia, zeszyt 4
(Poznani, 1973), 79-91; the notion of the "travesty" of Faust
was advanced by M. Oc¢adlikovd, "Bdsnik a jeho stiny," M.
Bulgakov, Mistr a Markétka (Prague, 1969), pp. 353-361.

16Lakshin, Pp. 284-285. 1In the same year: L. Skorino,
"Litsa bez karnaval'nykh masok: Polemicheskie zametki," and
"Otvet opponentu," Voprosy literatury, No. 6, 1968, 25-42
and 76~81; and M. Gus, "Goryat li rukopisy?" Znamya, No. 12,
1968, 213-220; these are works that exemplify a more dogmatic
approach. For a more sympathetic approach see: I. Vinogradov,
"Zaveshchanie Mastera," Voprosy literatury, No. 6, 1968,
43-75; Oleg Mikhaylov, "Proza Bulgakova," Sibirskie ogni, 9,
1967, 183-186; and G. Makarovskaya and A. Zhuk, "O romane M.
Bulgakova Master i Margarita," Volga, 6, 1968, 161-181. -

17

Lakshin, p. 309.

18Proffer, RLT, p. 559.
Y1pia., p. sss. ‘
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20p offer, RLT, p. 536. ’

: : 21E.'Proffer,'"Bulgakov's,The Master and Margarita:
Genre and Motif," Canadian Slavic Sgudies, III, No. 4, 1969,
615-628. A v

22

Proffer, RLT, p. 539.

231piq.

4Jovanovié, p. 17.

251bid., pp. 78-81, and elsewhere.

26V. Shklovsky, "Tekhnika rbmana tayn," LEF, No. 4,
1924, 125-155; Also Khudozhestvennaya proza: Razmyshleniya -
1 razbory (Moscow, 1961), pp. 367-410. :

7Jovanovié, p. lle6.

28Ibid.} pp. 117-118. Jovanovi& published earlier an
article concerned with the same topic: "DemonoloSka koncep-
cija Mihaila Bulgakova," Savremenik, No. 38 (1973), 5-31.

29Jovanovic’:, Utopija, pp. :120-121.

301pi4., p. 131.

31René Guénon, "Hermes," in The Sword of Gnoéis, ed.
Jacob Needleman (Baltimore: Penguin Books, 1974), pp. 370-371.

32

Ibid., p. 370.
331pia., | 371,

34The term "metaphysical" was used by Arkhiepiskop
Ioann S. F., "Metafizichesky realizm, Master i Margarita,"
in Moskovsky .azgovor o bessmertii (New York, 197°,, , 35.
Also, Yu. Terapiano, "Metafizika '"Mastera i Margzrity "
Russkaya Mysl', 22 May 1969, 8-9.

i

>Jovanovi€, pp. 159-161.

‘ 36The concept of poetic justice is mentioned by
Lakshin "and Milne, but Jovanovi¢ deals with it extensively.

37

Jovanovié, p. 234,

38A. S. Pushkin, Stikhotvoreniya (Moscow, 1965), p.
7—207. My translation.

39

Jovanovié&, p. 235.



40Milne, p. 4.

"1pia., p, 33.

21bid., p. 1.

3Erich Auerbach, Mimesis: Th

e Representation of

Reality in Western Literature, trans

Princeton Univ. Press, 1968).

“1pia., p. 73,

45Milne, pPp..5-6.

46Ibid., P. 6. Milne refers

Marxist-Leninist Philosophy, trans.

p. 154,
47Milne, p. 13.
81pi4. |

¥Ibid., p. 11; but alse Ewa

World of M. Bulgakov," Russian Liter
W. J. Leatherbarrow, "The Devil and
in Bulgakov's Master and Margarita,"

gariteg;

112-113
R

riéa, "

»

« W. Trask (Princeton:

to The Fundamentals of
R. Daglish (Moscow,

Thompson, "The Artistic

ature, No. 5 (1973), 61;

Journal, No. 1 (1975), 31.

FOMilne, pP. 31; also Anatoly

" Vestnik russkogo khristians

the Creative Visionary
New Zealand Slavonic

Bely, "O Mastere i Mar-
kogo dvizheniya, Nos.

(1974),7180.

51Milne, P. 22; alsd Chudakov
pp. 230-231.

52Milne, p. 22.

53Makarovskaya and Zhuk, p. 1
54Milne‘, p. 20.
>S1hid., p. 25.

*®1bid., p. 26; Lakshin, p. 3

57Milne, p. 26.
58

characterizes Bulgakov's novel, he s
of Stalinist Russia." The Russians

Books,
satire,
satire,

1976), p. 119. While Scholar
they are less likely to talk
There are a few exceptions:

a, "Tvorcheskaya isto-~

72,

09. p

When an informed reader such as Hedrick Smith

ays that it is‘'a "satire
(New York: Ballantine

S do not ignore the
about the novel as a
Vulis, Proffer ("Genre.

v
1
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\

and Motif"), Jovanovié, partly Milne, but also Stenbock-~
Fermor. Later Proffer changed her mind (RLT). 1In general,
scholars ,treat the satire as one element among many. . With
few eigegkions, the kind of satire mentioned is a topical
satire of everyday life (byt), of the literary establishment,
of the dramatic world, and of politics.

. 59Nadezhda Mandelstam, -Hope Abandoned (New York:
Atheneum,. 1974), p. 117. o

60 rhe revolutionary process, the opposition to the
Great Evolution so beloved of the same process..." Bulgakov,
,"Pis'mo," p. 158. '

61

Val Bolen, "Theme and Coherence in Bulgakov's The
Master and Margarita,” Slavic and East European Journal, 16,
No. 4 (1972), 427-432, Tinds a number of allusions to Il1'f, and

Petrov's Twelve Chairs and The Golden Calf.

62Bolen, p. 429.

63"'I‘he 'cryptography'. in this most extraordinary
novel demands further, more attentive work on the text, new
discoveries and interpretations of the author's design."
L. Rzhevsky, "Pilate's Sin: Cryptography in Bulgakov's Novel,
The Master and Margaritd," Canadian Slavonic Papers, 13,
No. 1 (I971), 18. This article is useful because it points
out the differences between the censored (Moskva) text of
the novel and the full text used’by Glenny.

~

. 64Bulgakov's The Master and Margarita: The Text as a
Cipher (New York: Vantage Press, 1975). i

65Ibid., "Introduction."

661154,

67Ibid., p. 6.

®81pid., p. 187."

, 69.Nabokov defined this notoriously difficult term in
Nikolai Gogol (1944; rpt. New York: New Directions, 1961),
pp. 63-74. . He lists, among others,"cheap, sham, common,
smutty, inferior, trashy, tawdry, etc." (Nabokov also found
"a dreadful streak of poshlost' running through Goethe's
Faust"  [p. 64]. GretcEen?S . ' .

> 70Milne,’p. 8. .

7lEspecially usefui, in thé'study of sourées,.is-
Jovanovi¢ on the influence of Gogol and Dostoevsky. Having
acknowledged this, I will refer mostly to Bulgakov's earlier
work. » : : : T
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[

72M. Bulgakov, "The Adventures of Chichikov" (1925),
in Diaboliad dnd Other Stories, eds. Ellendea Protfer and
Carl R. Proffer, trans. Carl R. Proffer (Bloomington:
Indiana Univ. Press, 1972), pp. 159-160.

73But it too could have come from Gogol; particularly
informative in this respect is Merezhkovsky's "Gogol and the: °
Devil" (1906) , in Gggol from the Twentieth Century, ed. and
trans. Robert A. Maguilre (Princeton: Princeton Univ. Press,
1974), pp’ 57-102. ‘

74Milne tells us that Hellae are "girl vampires on
the island of Lesbos" (p. 50, n. 130). Also, Faust received
from Mephistopheles a harem of mortal women, and many
succubae, .one of whom was Helen of Troy (E. M. Butler, The
Myth of the Magus [Cambridge: At the University Press, 1948],
p. 134). The beautiful corpse mentioned is one with a scar
that engirdled her "like a red ribbon" (Bulgakov, Romany,
p. 243). Co . ‘

ZSShklovsky, p. 133. The Moscow sections are also
compared to the "novel of detection" (Jovanovié&, p. 203).

_768hklovsky, p. 131.

"71pid., p. 145

78Proffer, RLT, p. 533.

_79The'Great Terror (New York: Macmillan, 1968).
80The Origin of Totalitarianism (Cleveland: Meridian
Books, 1966). » . ‘
' 81

The Gulag Archipelago (New York: Harper & Row,
1973), The Gulag Archipelago Two (New York: Harper & Row,
1975) . :

82y, Mandelstam, op. cit.
83"Literaturny protsess v Rossii," Kontinent, 1
(1974), 159, : e ‘o "
’ el N
841piq. - T
85 L ; -
The original German is: N

—Nun gﬁt, wer bist du denn?
— Ein Teil von jener Kraft,
Die stets das B8se will und stets das Gute schafft.

86Steﬁbock—Fermor, p. 315,

1

.
- . . r/_\/,—_
' - RN
. ~ ’ o
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. 87The novella Pontius Pilate was written in 1928, and
it is the Master's "lost" manuscript. It was published in
Czech: "Pildt Pontsky," Svétovd literatura 6 (1967), 85-119.

88

Stenbock-Fermor, p. 317.

9Ibid., p. 320. The statement about cowardice was
one of the censor's targets. It appears in the novel four
times: pp. 322, 336, 347, 400. Milne missed the last

reference.

901pid., p. 323.

91"Kazn Pontiya Pilata: 0O romane M. Bulgakova 'Master
i Margarlta " Grani, No. 80 (1971), 163-176. . PN

°21pi4., 166.

931bid., 163.

®41pia., 1ss.
95M Bulgakov, Beg (rpt., Letchworth ‘Prideaux Press,
1970), p. 37.

96Bulgakov, "Pis'mo," p. 158. ‘ v N

'97Edyth C. Haber, "The Mythic Structure of Bulgakov's
The Master and Margarita," Russian Review, 34 (1975) ,- No. 4,
408.

81pid.

99 The worship- of “"quantity" rather than quallty"
satirized here.is the thene of René Guénon's The Reign of-
Quantity and the Slgns of/ Times, trans. Lord -Northbourne
(1945; rpt.. Baltimore: ﬁnguin Books, 1972). This is an
exposé of the errors of modernism from the point of view of
traditional metaphysics. "

100

.

Lakshin, p. 305.

10156 Gulag Archipelago, p. 7.

102"Sometlmes arrests even seem to be a game——there
is so much superfluous imagination, so much well-fed energy,
invested in them. Gulag, p. 10.

103See\also J. Kara$, "2 probleméw groteski."

104 .
' B HHX , 3aKk/moyasdch MOJBO6H, YIDO3H, KJIAY3H, IOOHOCH,
oGemaHHﬁ NpOH3B&CTH pPEeMOHT Ha CBOH CYeT, YyKa3aHHag Ha HeCHOoC-
HYI®0 TECHOTY M HEBO3MOXHOCTBL XHTh B OIHOH XKBapTUpe C BaHIMTaMH.
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B uncsie npodyero 6uUl0 NOTpsAcawmee o CBOEH XyNoXeCTBEHHOA
CHJlIe OnMHCaHHe NOXHUWEeHUA resJIbMeHeHn, YJIOXKeHHHX HernoCpenCcTBEeHHO
B kapMaH nummkaka, B KpapTHpe N 31, nea o6emaHHA NOKOHUYHTH

XH3Hb CaMOYOBHHCTBOM H OLHO MNpUH3HAHHE B TaHHOHN 6epeMeHHOCTH.
' ‘ ' [p. 510]

1050 akshin, p. 309. ‘ '

l06Proffer, RLT, p. 540.

1071p14. : | ' \

1081144, \

109A. Krasnov discusses Soviet propaganda's view of
Jesus in "Khristos i master-—o posmertnom romane M. Bulgakova
'Master i Margarita' " Grani, 71-73 (1969). '

: 110 This seems to be the point of view of Lakshin,’
Skorino, and Vlnogradov, to name only a few. These writers
stress the human, not the divine guality of the character;
indeed they exclude® the: latter despite evidence to the
contrary offered in the conclusion of the novel. Perhaps
this is why Lakshin termed the conclusion "purely 1llusory.

lllBodalsya telenok s dubom: Ocherki llteraturnoy
+zhizni (Paris: YMCA Press, 19757] p. 259

"o 112 /

S~

Lakéhln, pp. 299-300.

. 113D G. B. Piper, "An Approach to Bulgakov's The
Master and Margarita," Forum for Modern Language Studles,
7, No. 2 (1971), 139. .

114

Haber, p. 395.

151pid., p. 396.

' 116It is possible that Bulgakov is reacting to a number
of works -about Jesus. -‘He mentions Strauss (p. 17), who .
could well be David¥Strauss, author of The Life of Jesus '
(1835-36) and a Protestant theologian who applied the "myth
theory" to the life of Jesus and denied all supernatural
elements in the Gospels. See also M. Martin, Jesus Now
(Toronto: Popular lerary, 1973), p. 141. Bulgakov also
consulted Ernest Renan's The Life of Jesus (London, 1864),
as well as F. W. Farrar's The Life of Christ (London, 1897)
erne, p. 39, nn. 34, 35. .

\¥\—_//// ll7TBOH XH3Hb CKYOH&, HTEMOH, . . . fp. 442]

118 ) .
+——KAaK NO-TBOEMY, Be€Ib MOCKOBCKOE HapomgoHace-

. -

JIeHHEe 3HaUYUTEeJILHO H3IMEeHHJIOCH? [p. 537]

-
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119. . . H3Mel UIMCh /I BTH TOpPOXaHe BHYTPeHHe?
‘[p. 538]
120 ’
— Tlonosy eMy oTopBaTh! -— cka3zall KTO-TO CYPOBO Ha
rajepke. [p. 540]
121, . ' ' .
This black cat, Behemoth's prototype, appears in

the unfinished Theatrical Novel (also translated as Black
Snow). Its name refers both to a satirical magazine of the
same name (Begemot = The Hippopotamus), Milne, p. 21; and to
the Biblical beast (Job Chaps. 40, 41) that "makes men

bestial." Malleus Maleficarum, trans. Rev. Montague Summers
(London: The Pushkin Press, 1951), p. 30.
122 : - :
o . . COJIOBa 3Ta OTYASHHO KPHKHYJIa HA BeChb TearTp:

-— JHoxkTopa!

—- TH 6yOemb B HanbHepuwleM MOJOTH BCAKYIO dYywWb? —
TPO3HO chnpocusl ¢aroT y nJayyueill roJIoBH .,

— He 6yny 6Gonsuwe! -—— IpOXpHInesia r'ojioBa. [p. '541]
123 . '
. « o OHH — JIOOM KaK JMoOu. JGAT OeHbIH, HO Benb
3TO. BCerga 6HNO... UYesoBewuecTBO JIOOUT OEHbI'H, H3 Yero 6u Te

HH GHUIM CHOeJlaHH, M3 KOXH JIH, M3 6yMard JH, U3 ODOH3H" HIH
30710Ta. Hy, JIerKOMHICNEHHH.,. HY, 4YTO X... H MHjOcepOue
HHOT'a CTYYMTCA B UX cepOud... OCHKHOBEHHHE JHIH... B obueM,

HaAanoOMHHAKT TPeXHUX... xBapTupHmﬁ BOMIPOC TOJBKO HCMOPTHIT HX...
' [p. 541]

124It is very fitting that Bengalsky s time is up ,
while he is on stage. This theatre is packed with symbollsm
and allusions, from the idea of microcosm to the theatrum
mundi, of which E. R. Curtius tells us that it is "a theat-
rical metaphor, nourished on the antique and the medieval
tradition, it reappears in a living art of the theatre and
becomeg a form of expre551on of a theocentric concept of

’ human life"; that is, a concept that v -an ‘find in Bulgakov's
novel. European Literature and the I -  liddle Ages, trans.
W. Trask (Princeton: Princeton Univ. -~ , 1873), p. 142. °

s :
125 ‘

See Butler on the "Faustbooks" and elsewhere.

126Accordlng%co Malleus Maleflcarum, the role of the
devil is traditionally twofold: "the temptation of men and
- the punishment of.the damned“ (p. 29). While the audience

is temgted Bengalsky . is punished.

127Mllne, p. 11; Mllne also notes the symbollsm of the
roses. If we look at the happenings of the novel through the
prism of Christian svmbolism, such.as G. Ferguson compiled
in Signs and Symbols in Christian Art. (London: Oxford Univ.
Press, l976), we will learn the 51gn1f1cance of the presence




of two birds: the dove (cooing of doves, p. 26) and the
swallow. The first 1s a symbol of purity, peace, and the
Holy Spirit,-the other is a Renaissance symbol of the Incar-

nation of Christ as well as of resurrectlon Ferguson, pp.
15-16, 25-26. ‘
128

The anonymous author of "The Execution of Pontius
Pilate" calls Margarita "the echo of . the Master," p. 170.
) lngilne, p. 12°.

1304105 4.

lBlR. Pletnev, "O Mastere i Margarite," Novy Zhurnal,
Book 92 (1968), 154. Much of what concerns witchcraft could
have come through de Coster: for example, the use of magicd
ointment, the flight, and so on.

l32PleUmv, p. 160. The reference is to The Invisible
Man. !

l33The anonymous critic says that Banga is "Pilate's
Sancho Panza," p. 170. "Banga" was also "the term of
endearment used by Bulgakov to his second wife," Milne,
p. 41, n. 58.

l34Milne, p.” 8, only exemplifies an error shared by
many interpreters of the novel. A

135 - ; CTPaHHHH, Kak ByHOTO XHBOH H OCBeueHHHH C
OLHOTO 6oxa conHueM rioéyc. [p. 669]
*‘136

!
Ferguson, p. 175.- The globe usually symbolizes
divine attributes. '
-

137 °
+ . « CHeJIaAHHHH CTOJIb HMCKYCHO, YTO CHHHEe OKeaHH Ha
HEeM WeBeJIMJIMCh, a ankKka Ha [o/wce Jexarsa, Kak HacToswas,
nensiHas Y CHeXHas . : . n [p. 672]

138Bulgakov s letter to V. Veresayev, Milne, YK
biografii M. A ‘Bulgakova," Novy zhurnal, 111, June 1973, 161.

~. 139

)

Pletnev, p. 160.

l4OHeymenn<Ba He XOTHTEe, MNOomOBHO ¢ayCTy, CHIeTb Han

peTtopToRt . . .? [pp. 798-799]
141Pyxonucu He TIOpAT. , [p. 703]
142, . - ”

M;lne,_p. 16.

l43Curtius, p. 394.

144Stenbock-Fermor, p. 323. h
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l4)D. G. B. Piper, antrqduction," M. Bulgakov,

Belaya gvardiya (rpt., Letchwoxth: Brodda Books, 1969) .

l46nulgakov, "Pis'mo," p. 8.

Ibid., p. 159. \
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NOTE! TC CHAPTER IV

Lpwentieth Century Int-rpretations of 1984: a collec-
tion of Critical Essays, ed. ©. el liynes (Englewood Cliffs:
Prentice-Hall, 1971), p. 62. Hercafter cited as 1984: A
Collection of Essays.

2George Orwell's real name was Eric Blair (1903-1950).
The edition cited here is Harmondsworth: Penguin Books, 1975.
FQr the sake of brevity, the title will be cited as 1984.

3"Varieties of Literary Utopias," in Utopias and
topian Thought, ed. F. Manuel (Boston: Houghton Mifflin,
966¢), pp. 28-29.

y
1

4Gleb Struve, "Novye varianty shigalevshchiny: o
romapakh Zamyatina, Khaksli i Orvella," Novy Zhurnal, 30
(1952), 152-163; G. Woodcock, "Utopias in Negative,” Sewanee
//ﬂéview, 64 (1956), 81-97; D. Richards, "Four Utopias,"

STavonic and East European Review, 40, No. 94 (Dec. 1961),
220-228; R. A. Gregg, "Two Adams and Eve in the Crystal
Palace: Dostoevsky, the Bible, and We," Slavic Review, 24,
No. 4 (1965), 680-687; E. J. Brown, brave New World, 1984,
and We: An Essay on Anti-Utopia. (Ann Arbor: Ardis, 1976).

5Frye, "Varieties of Literary Utopias," p. 39.

: 6Looking Backward. (London: George Routledge & Sons,
n.d.), p. 245.

7News from Nowhere: Or Epoch of Rest (London:. Rout-
ledge & Kegan Paul, 1970), p. 78. . '

8J. Redmond, Introduction to -News from Nowhere,
p. xxxviii.

9Fr Utopia to Nightmare (1962, rpt. Westport: Green-
wooduPress, 1975), p. 107, .

lOSpender«-,- 1984: A Collection of Essays, p. 62.

- ll"C’Limax and Change," in 1984: A Collection of
Essays, p. 106. : L 4

letephen J. Greenblatt, "Orwell as Satirist," in
George Orwell: A Collection of Critical Essays, ed. Raymond
Williams (Englewood Cliffs: Prentice-Hall, 1974), p. 117.
Henceforth cited as Orwell: A Collection of Essays.

13George Orwell and the Origins of 1984 (Ann Arbor:
The University of Michigan Press, 1975), p. 6. This seems
to be the definitive study of both the sources and the
influences of 1984.

\
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1o SLanhOff is, of course, wu»c&ﬁﬁgd wlth)a detailed
discussion of the influence of’ xﬁ%s warks ,,,,, DR~ Orwell. He e
particularly strcsses the influ&nce of- nges Burnham w2 h
whom Orwell digfagreed at first, but WhQSO v1sxon of the
future he adopted in 1984. . o oo et =
— r . “' ” ‘:IM .
l7Orwell in the Preface to theﬁ%&p&fﬁl&n edition of -
Animal Farm, quoted by A. Zwerdllng, Mrwell~dnd the Tech- ., -
niques of Dldactlc Fantasy," 4n 1984:* A" Collédction of Essays,
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quouted by Zwerdling, p. 98. - T A B
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2]’Ibid. ; pP. 100, ‘,//‘ //:;f"/, R T SRV
23 J‘,.ﬁ , . o .
Ibid., p.-99. . et o s
T George Orwell (London: Longmans,.Gseen—andTo.,
1954). . .
' 25

Greenblatt, 0. 106.
26Bran3ér p. 171; :quoted by Greenblatt, pk\106.

274 "
~Frye, Varletles, D. 29,

8Glen'n Negley, "Utopia and Dystopia: a Look Backward,"

in Utopia/Dystopia, ed. P. E. Richter (Cambridge: Schenkman
Publishing, 1975), p. 22. The pattern Utopia~Dystopia is
shown here in a historical context.

29Frederick Warburg, "Publisher's Report" (1948), in
George Orwell: The Critical Heritage, ed. J. Myers (London:
Routledge & Kegan Paul, 1975), p. 247. Hereafter cited as
Orwell: Critical Heritage.

30

Orwell: Critical Heritage, p. 257.

3l1big., p. 264.

321bid., p. 265.
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To be sure, some of these raviews .deal with' the
obvious anti- totalltafran satyre, but they also advance some
other views. il _ T o
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Orwell: Crlthal Herluage, p\x281. el T
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: The qutlve.Mlnd (London- Seckef\& Warburg, 1953},
p. 42. Rpt in Orwell Crltlcal Herltqge\*bm\086 .

;_n\ - ‘\ﬁ_
337Tho udbt»Mdn Lh\Epropc “An ‘EBsay George Orwell’
(London: Macmillan, 1974). befote thls trend, critigs. .-

noted the evident parallels to renglon in 1984 ("God 1is C%QE::\‘
Power"). o RN C T \\\{\»\ f\\$\
Quoted'b§‘3te;nhbff,-p. 21 - S~ B
3%he Road to Miniluy® -George Orwe
God (London: Victor GollanczT\%%\\x
01pig., p. 160. S

41

Ibid., p. 165. -

42Canadian Forum (Dec. 19469, rpt Tin OfWéll"CriEiéal
Heritage, p. 208. Orwell was 1otorlousl¥ opposed to the ~

Catholic Church, which he equated. with the In&ﬁl&ltlon. N R
Could it be that he toock the hint? ~™% : ' N
43Paul Tillich, "Critique and Justification of Utopia,"

Utopias and Utopian Thought, p. 302.

44George Orwell, "Inside the Whale" (1940), Inside
the Whale and Other Essays (Harmondsworth: Penguin Books,
1971), p. 17. ~

_45Harold J. Harris, "Orwell's Essays and l9é4,
Twentigth Century Literature, 4, No.-4 (Jan. 1959), 156.

46

Ibid., p. 158.

471pid., p. 159. :

48n19g4; The -Mysticism of Cruelty," in Orwell: A
Collection of Essays, p. 130. ‘

9Emanu_el Edrich, "George Orwell and the Satire in
Horror," Texas Studies in Literature and Language, 4 (1962-
63), 99.

50
p. 34.

Deutscher,. op. cit., 1984: A Collection of Essays,
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51
Spender, p. 64,

-

2Zwerdling, p. 92.

53wOodcock, p. 93.

54Aldous Huxley, "Letter to George Orwell ' rpt. in
1984: A Collectlon of Lssays p. 102,

22 “Karl Popper, The Open Society and Its Enemies (New
York: Harper & Row, 1962), II, Chap. 24.

56Jonathan Swift, Gulliver's Travels and Other
Writings, ed. L. A. Landa (Boston, The Riverside Press,

1960, p. 494.

57 . Zwerdling, Orwell and the Left (New Haven: Yale
Unlver51ty Press, 1974), p. 83.

Quoted by Stelnhoff pp. 183-184. jy

59Orwell wanted to title the novel The Last Man in
in Europe: Steinhoff, p. 221.

< . . .
v 60The Idea of Progress (New York: Frederick A. Prager,
1967), p. 9. ‘

‘61

Ibid., p. 127.

Quoted by W. H. G. Armytage, - ‘Yesterday's Tomorrows:
A Historical Survey of Future Societies (London: Routledge &
Kegan Paul, 1968), p. 232. .-

3George Kateb, "The Road to 1982," in 1984: A Collec-
tion of Essays, p. 74. :

64

Ibid., p. 95.

65"They signify the end and the destructlon of
humanism." Nicholas Berdyaev, The Fate of Man in the Modern
World, trans. D. A. Lowrie (London: Student Christian
Movement Press, 1935), p. 31. '

66

Edrich, p. 98.

67 1piq.

68"George Orwell's Opaque Glass in 1984," Wisconsin
Studies in Contempora:y theratUre, 2, No,,3 (Fall 1961), 37.

-

9Edrlch, pP. 96. ’ » .
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7OThe Passing of the Modern Age (New York: Harper &
Row, 1970), p. 207.

71The Civilization of the Renaissance in Italy, trans.
+S. G. C. Middlemore, ed. I. Gordon (New York: The New
American Library, 1960),"p. 121.

72Deutscher, p. 39.

73See, for example, M, Eliade, 2pe“ﬁyth of the Eternal
Return, trans. W. Trask (New York: Bolyingen Foundation,
.]_954) ’ p.4. . t ;_- .

74"Social_ism and Utopia," in Utopias and Utopian

Thought, p. 118.
’ 75

Woodcock, p. 85. . o
"®walsh, p. 20. ., ’ A | )
77 . © '

Quoted by Lukdcs, pp. 32-33.
"81pid.
"9 1pia.
80In a review of Animal Farm written for Horizon—"‘\\\

(Sept. 1945), rpt. in Orwell: Critical Heritage, p. 1990. )

8l1pia. | R
821pia. e Ly

- B35, Ortega y Gasset, The Revolt of the Masses (1%32;
rpt New: York: W. W. Norton & Company, 1957), p. 52.

841pia. Y
. 831pia., p. 187. S
86Man in the Mbdern'Age, trans. E. and C. Paul

\

(London: Routledge & Kegan Paul, 1951), p.. 43.

87 1bid., p. 52.
p 88Berdyaev;f§¢'29i This sentiment reappears in a

/" recent analysis of th€ spiritual crisis of modern man: "There
is no way for man to defend his humanity and not be dragged
through his own inventions and machinations to the infra-
-human, except by remaining faithful to the imagé of:man as a
reflection of something that transcends the merely human."
Seyyed Hossein Nasr, Man and Nature: The Spiritual Crisis of

- Modern Man (London: Unwin Paperbacks 1968), p. 1l4.
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8 he Decay and the Restoration of Civilization
(London: Adam & Charles Black, 1950), pp. 33-34.

907he Golden Bough: A Study in Magic and Religion
(1922; rpt. abridged, London: Macmillan, 1957), p. 736.

. louoted by R. C. Elliott, The Power of Satire,
p. 59n. Also, Frazer, p. 758. : :

?20rwell wrote about Basic English and was associated
with W. Empson, who also wrote about it. Steinhoff/ p. 167.

93Orthodoxz (1908; rpt. New York: Image Boéks, 1959),

p. 77. ‘ I
945teinhoff, p. 169. "
1pid.
%05mall, p. 208.
97

Ibid., p. 209.

98For a discussion of this phenomenon ‘(the emergence
of relativism and its competition with rationalism), see

 >\ J. Ortega y Gasset, The Revolt of the Masses.

?%4a1sh, p. 10s.

lOOIn an essay quoted by Zwerdllng, Orwell and the
Left, p. 83. .

. 10lrhe pecline of the'West (1918, .1922), trans. C. F.
Atkinson (London: George Allen & Unwin Ltd., 1971).

102

Tillich, p. 303.

_ 103The Collected Essays, Journalism.and Letters of
George Orwell, eds. Sonia Orwell and Ian Angus (Harmonds-
worth:- Pengu1n Books, 1968), VvV, 244. " .

104

Small, p. 212.

lOSIbid., p. 165.
- lOGM Fllade, Myths, Dreams, and Myéteries, trans. P.
Mairet (London: Fontana Library, 1968),'p. 26.

107Thus, Wyndham, Lewis complains thét‘the "hero's
Orwellian enthusiasm for the 'Proles' . . . Mports a silli-
ness into_ this book which is. rather a pity." p. 107.

w
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losd%orge Woodcock, "Prose Like a Window Pane," The
Crystal Spirit, rpt. in Orwell: A Collection of Essays, p. 171.

1%%na11, p. 204. .

OComedy: The Irrational Vision (Ithaca: Cornell
University Press, 1975), p. 45.

llII

bid.
112 ’ : : " [ ‘ » : ‘ "
» - Quoted by Jack Chatfield, "Orwell's Achievement,
National Review, 29 August 1975, 947.
113 ’

Quoted by Steinhoff, p. 3. A

ll4Quoted in M. J. Lasky, Utopia and Revolution ,
(Chicago and London:, The University of Chicago Press, 1976),
p. 68.

115By John O. Lyons, "George Orwell's Opaque Glass in
1984," 'p. 39. |
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OTES TO CHAPTER V

lUnless otherwise.infiicated, all quotations refer to
Kurt Vonnegut, Jr., Breakfast of Champions: or, Goodbye Blue
Monday! (New York: Delacorte/Seymour Lawrence, 1973). ~

2It'is no accident that such ‘studies as Peter B.
Messent's "Breakfast of Champions: The Direction of Kurt
Vonnegut's Fiction," Journal of Americap Studies, 8, No. 1,
101-114; and Robert Merrill's "Vonnegut's Breakfast of Cham-
pions: The Conversion of Heliogabalus," Critique: Studies in

- Modern Fiction, 18, No. 3, 99-109, point out the similarities

and differences of the two novels. X

3John Somer, "Geodesic Vonnegut: Or If Buckminstexr
Fuller Wrote Novels," in Jerome Klinkowitz and John Somer,
eds., The Vonnegut Statement (New York: Delacorte Press,
1973), p. 249. These leaps remind Somer of "Hemingway's
abuse of this posture in The Torrents of Spring." Ibid.

4

More of this in Chapter VI. .

?Making strange or ostranenie is a device studied by
Russian formalist critics (V. Shklovsky's study of ostranenie
in Tolstoy's War and Peace; see V. Erlich, Russian Formalism
(The Hague: Mouton, 1965}, p. 177). A definitlon of ostra-
nenie with examples form world literature appears in B.
Tomashevsky, Teoriya literatury (Moscow: Gosudarstvennoe
izdatel'stvo, 1928), pp. 150~152. :

6

Mentioned in Chapter II%
7Messent, p. 111.

8Somer, o 249.

%1pbidg.

0r3a., p. 252.

llMessent, p. 113.

121pid., pp. 113-114. -

l3Babbitt (1922; rpt. New Yo:k: Harcourt, Brace &

World, 19505, p- 234.

l4Wampeters, Foma & Granfalloons (New York: Delacorte
Press, 1974), p. 281.

15

\

Cat's Cradle (1963; rpt. New York: Dell, 1970),

1 .-
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1975),

19

246

16Slaughterhouse—Five (1969; rpt. Mew York: Dell,
p. 95. v

l7Wamgeters, p. 281
181134, p. 283.

Not exclu51vely there, but also in his many negative

references to love-making and procreation.

201n reconstructing the irony in this passage I have

followed the procedure developed by W. C. Booth in A Rhetoric

of Iron
10,

PP.

21,

26

(Chicago: The University of Chicago Press, 197
33-44,

21Slaughterhouse—Five, p. 133.

“2Merrill, p. 99.

231pid., p. 106.

24Engllsh Satire (Cambrldge- Unlver31ty Press, 1958),

I3
;

2?Messent, p. 104. -

Jess Ritter, "Teaching Vonnegut on the Firing Line,"

in The Vonnegut Statement, p. 38.

in

+in

The

271bid., p. 3s. ,

28"Cha51ng a Lone Eagle: Vonnegut's College ertlng,

The

Vonnegut Statement, p. 46.
29"The Vonnegut Effect: Sc1end§ Flctlon and Beyond,

Vonnegut Statement, p. 156. -~

0rpiq. -

l"Vonnegut 5 Formal and Moral Otherworldliness: Cat S

‘Cradle and Slaughterhouse- Flve,' in The Vonnegut Statement,

206.

P

34

321154,

33Wamgeters.,‘p. 281. | ‘
‘Méeter, p. 213.

35Ritter, p. 39.

36"Why They Read Vonnegut," in The Vonnegut Statement,
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37In fact, many -others: Voltaire N\Anatole France,
Ring Lardner, Sinclair Lewis, Norman Mailer, william Golding,
Joseph Heller, Jack London, Ray Bradbury, Isaac Asimov,
Shirley Jackson, Richard Brautigan, J. P. Donleavy, John
Hawkes, John Barth, Walker Percy, Ken Kesey, Stanley Elkin,
Thomas Pynchon, Peter S. Beagle, Jerzy Kosinski, Ralph
Ellison, Alain Robbe-Grillet, Jorge Luils Borges, Glinter ‘ f\\
Grass, Donald-Barthelme, J. D. Salinger, John Updike, Vance. A
Bourjaily, Hunter Thompson, Don Wwakefield, Kafka,.Shake-
speare. This (incomplete) list was compiled by Donald M.
Fiene, "Kurt Vonnegut's Popularity in the Soviet Union and
His Affinities with Russian Literature," Russian Literature
Trigquarterly, No. 14 (Winter 1976), 183. '

38See the reference to Fiene in the note above.

39Fiene, pp. 169-170. The emphasis is mine.

.

401pi4., p. 171.

“11pia., p. 172.

421554, p. 173.

431pid., p. 175.

44"Ko’gda real'nost' absurdna'. . .," Inostrannaya
iiteratura, 2 (1975), 209-213, quoted by Fiene, p. 175.

45

Fiene, p. 177.

46

47

Ibid., p. 180.

Ibid., p. 181. )

481pi4., pp. 180-181. .

4%verrill, p. 105.

¥

501534, , p. 106.
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'NOTES TO CHAPTER VI
L

lThe Fantastic: A Structural Approach to a Literary
Genre, trans. Richard Howard (Cleveland/London: The Press of
Case Westarn Reserve University,'l973).

’Ipid., p. 8.

3

Ibid., p. 3.

41pid., p. 22.

. °R. C. Elliott, "The Definition of S.itire: A Note on
Method," Yearbook of Comparatlve and General therature, XI
(1962), 20.

6Ibid., 23. Elliott‘actually uses Wittgenstein's
theory of the definition-of the word "games" for a comparison
with t finition of satire.

7Incidentally, anti-American satire can also be
interpreted as an attack on the final phase of western
civilization, if it can be argued that America repreésents,
or symbolizes, the most developed western country (or, in
the Marxist jargon, an."Imperialist" country). This would
‘widen both the 1mportance and the scope of anti-American
satire.

8L. Feinberg, Introduction to Satire, p. 45. ,
9Ibid., p. 44. ¥
10

This term is used by Bakhtin in- Problems of Dosto-
~evsky's Poetics.

llMilne's "comedy of spiritual victory‘ovef the
material world and death." p. 33.

12

Y

Elkin, p. 198.

13L. Feinberg, The Satirist: His Temperament, Motiva-
tion, and Influence (Ames, Iowa: Iowa State Univ. Press,
1963) , also looks at satire by studying the satirist.

l4Elkih,'p. 198. West could have been stating only
a simple fact. :

15Quoted by Max Byrd, Visits to Bedlam: Madness and
Literature in the Eighteenth Century (Columbla. University
of South -rolina Press, 1974), p. 22

248



BIBLIOGRAPHY

Ay

249



\ 250
A: GENERAL

Allen, C. A.,.ed. Satire: Theory and Practice. Belmont:
Wadworth, 1962. '

Arntzen, Helmut. Satirischer Stil: Zur Satire Robert Musils
in "Mann ohne Eigenschaften."™ Bonn: H. Bouvier, 1960.

Bailey, John. Intént on Laughter. New York: Quadrangle/The
N. Y. Times Book Co., 1976. .

Bakhtin, Mikhail. Problems of Dostoevsky's Poetics. Trans.
R. W. Rotsel. Ann Arbor: Ardis, 1973.

-Bakhtin, Mikhail. Rabelais and His World. Trans. H.-
Iswolsky. . Cambridge, Mass.: M.I.T. Press,. 1968.

Battestin, Martin C. The Providence of Wit: Aspects .of Form
in Augustan Literature and.the Arts. Oxford: At the
Clarendon Press:, 1974. < '

Baum,. Georgina. Humor und Satire in der blirgerlichen
Asthetik. Berlin: Ritten & Loening, 1959.

Bereza, Aleksander. Problemy teorii stylizacji w satyrze.
Warszawa: Wydawnictwo Polskiej Akademii Nauk, 1966.

Bergler, Edmund. Laughter and the Sehse of Humor. New York:
Intercontinental Medical Book Corporation, 1956.

Bergson, Henri. Laughter: An Essay on the Meaning of the
Comic. Trans. C. Brereton and F. Rothwell. New York:

The Macmillan Co., 1911.

Booth, Wéyne C.” The Rhetoric of Fiction. Chicago: The
University of Chicago Press, 1961. “

Bobth; Wayne C., A Rhetoric of Trony. Chicago: The Univer-
sity of Chicago Press, 1974, ‘

. ~ -

Bore&, Yuriy. Komicheskoe. Moscow: Iskusstvo, 1970.

Borgeé, Jorgé Luis. Other Inquisiﬁions: 1937-~1952. Trans.
Ruth L. C. Simms.'cyew York: Washington‘quare Press,
1966. '

Burke, Kenneth. Counter-Statement. Los Altos: Hermes
Publications, 1953. NN

Byrd, Max. Visits to Bedlam: Madnéss and. Literature in the
Eighteenth Century. Columbia: Univ. oFf South Carolina
Press, 1974. v




Cannan, Gilbert. Satire. London: Martin Secker, n.d.

Carens, James F. The Satiric Art of Evelyn Waugh. Seattle:
Univ. of Washington Press, 1966.

Cervantes, Miguel de. The Adventures of Don Quixote. Trans.
J. M. Cohen. Harmondsworth: Penguln Books, 1950.

'Chesterton, G. K. Orthodoxy. 1908; rpt. New York:'Dodd,
Mead and Company, 1959.

Clark, Arthur Melville. "The Art of Satire and the Satjiric
Spectrum." Studies in Literary Modes. 'EdinBurgh:
Oliver and Boyd, 1946.

"Coded Satire." Times Literary Supplement, 18 August 1966.

Comerchero, V. Nathanael West: The Ironic Prophet. Syra-
cuse: Syracuse Unlv. Press, 1964.

Donoghue, Denis, ed. Jonathan Swift: A Critical Anthology.
Harmondsworth: Penguiln Bookshfl97l.

Dooley, D. J. Contemporary Satire. Toronto: Holt, Rinehart
and Winston, 1971.

J. Wight. Roman Satire: Its Outlook on Social Life.
¥936; rpt. Hamden, Conn.: Archon Books, 13964. -
. &

7

iidok,'B; O komizmie. Warszawa: Xsiagzka i Wiedza, 1967{

: JOn, Arghur. "Satire Denied: A Critical History of
S English and American Don Quixote Criticism." Ph.D.
Dissertation. Univ. of Washington, 1964.

Ehrenbourg, Ilya;v The Extraordihary Adventures of Jul
Jurenito -~nd His Discilples._- Trans. Uslck Vanzle-.
New York: lovici-Friede, 1930.

Ehrenpreis, I. "Personae." Restoration and Eighteenth-
Century Literature: Essays 1in Honor of Alan Dugald
McKillop. Ed. Carroll Camden. Chicago: The Univ. of
Chicago Press, 1963, pp. 25-37.

Ehrenpreis, I. Swift: The Man, His Works, and the Age.
London: Methuen, 1962 (vol. I), 1967 (vol. II).

Eichenbaum, Boris. "How Gogol's 'Overcoat' is Made." Gogol
from the Twentieth Century: Eleven Essays. Ed: Robert

- A. Magulire. Princeton: Princeton University Press,
1976, pp. 269-291. 2

Elkin, -P. K. The Augustan Defence of Satlre. Oxford:
Clarendon Press, 1973. , :



Elliott, R. C. The Power of Satire: Magic, Ritual, Art.
Princeton: Princeton Univ. Press, 1960.

Elliott, R. C. "Satire." Princeton Enqyclbpedia/of Poetry
and Poetics. Eds. Preminger, Warnke, and Hardison.
\ Princeton: Princeton University Press, 1965, pp. 738-

/ 740.

Elsberg, Y. E. Voprosy teorll satiry. Moscow: Sovetskiy
Pisatel', 1957.

. :
Erlich, Victor. Russian Formalism: History-—Doctrine.
2nd ed. The Hague: Mouton, 1969.

Feinberg, Leonard. Introduction to Satire. Ames, Iowa: Iowa
State Univ. T'ress, 1967.

Felnberg, Leonard. The Satirist: lis Temperament, Motiva-.
tion, and Influence. Ames, Iowa: Iowa State Univ.
. Press, 1963.

[}

Foucault, M. Madness and Civilization: A History of Insanity

In the Age of Reason. 1961; rpt. New York: Vintage
Books, 1965.

Frye, Northrop. Anatomy of Criticism: Four Essays. Prince--
ton: Princeton University Press, 1957.

Frye, Northrop. The Critical Path: An Essay on,the Social
Context of Literary Criticism. Bloomington and
London: Indlana Univ. Press, 1971.

 Gaier, Ulrich. Satire: Studien zu Neidhart, Wittenwiller,
~ Brant und zur satirischen Schrelbart. Tiblngen: Max
Niemeyer, 1967.

Glicksberg, Charles I. The Ironic Vision in Modern Litera-
ture. The Hague: Martiius Nijhoff, 1969.

Goldgar, Bertrand A. "Satires on Man and 'The Dignity of
Human Nature'l"™ . PMLA, LXXX (1965), 535-541.
i

Gombrowicz, Witold. Ferdydurke. Trans. E. Mosbacher. New
York: Grove Press, 1967. . :

Goncharov, Ivan. Oblomov. Trans: D. Magarshack. Harmonds-
worth: Penguin Books, 1967. '

Gray, Benson. The Phenomenon of therature. The Hague:
Mouton, 1975.

Greenblatt, Stephen Jay. Three Modern Satirists: Waugh,
Orwell, and Huxley. New Haven and London: Yale Univ.

Press, 1965.

252



o

Grotjahn, Martin, M.D. Beyond Laughter. New York: McGraw-
Hill, 1957. ‘

>

Highet, Gilbert. The Anatomy of Satire. Princeton: Prince-
ton Univ. Press, 1962. . -

Hodgart, Matthew. Satire. New York: McGraw-Hill, 1969.

Honig, Edwin. Dark Conceit: The Making of Allegory. Cam-
bridge, England: Walker-de Berry, 1960.

Jack, I. Augustan Satire. Oxford: University Press, 1952.

Kayser, Wolfgang. The Grotesque in- Art and Literature.
Trans. Ulrich Welsstein. DMNew York: McGraw-Hill, 1966.

Kernan, Alvin B. The Plot of Satire. New Haven: Yale Univ.
., Press, 1965.

Kernan, Alvin B., ed. Modern Satire. New York: Harcourt,
Brace and World, Inc., 1962.

Kirpotin, V. M. E. Saltykov-Shchedrin: Zhizn' i tVo: .estvo.
Moscow: Sovetskiy Pisatel', 1955.

Knoche, Ulrich. Roman Satire. Trans. E. S. Ramage. Bloom-
inton: Indiana University Press, 1975. . :

Knox, E. V. The Mechanism of Satire. Cambridge: University
Press, 1951. ’ .

li . : .
Kris, Ernst. Psychoanalytic Explorations in Art. New York:
Schoken Books, 1964. .

Kuehnelt-Leddihn, Erik von. Leftism: From De Sade and’ Marx
to Hitler and Marcuse. New Rochelle, N.Y.; Arlington
House Publ., 1974. o T '

Laurenson, Diana, and Swingewood, Alan. . The Soc1ologz¥pf

Literature. ., London: Paladin, 1972 “Wmm W ”$M 
N i .’.»A-- s ‘\;h N
Lazarowicz, Klaus. Verkehrte WElt Vorstudien zu eiper -~ - ®

Geschlchte deT deutschen Satlre.r Tublngengdmaxﬁmyﬂﬂﬁwéw,f««,w
Niemeyer, 1963: —— .

Leyburn, E. D. Satiric Allegary ‘Mirror of Man. New Haven: T
Yale»Unlver51ty Press, 1956.' o . :

Lukacs, Georg. Probleme des Reallsmus I. ;Bérlin:.LuéhEér- -
hand, 1971. s R R '

’

Markiewicz, Henryk. "On the Deflnltlﬁns of therary Parody
To Honour R..Jakobson:®*Es¥ays -Occasion of His .
Seventieth Birthday 1l Oefeber—1966. The. Hggﬁ§~ T i“

~Mouton, 1966, II, 1267 1212~ﬂ”' ,ﬁf‘ e

-



Meredith

, Georg

e. "On the Idea of Comedy and of the Uses of

the Comic Spirit." The Works of George Meredith.

N

"Modern

ew York:

Satire:

Charles 'Scribner's Sons, 1910, XXIII, 3-55.

A Mini-Symposium." Satire Newsletter 6, No.

(Spring 1969), 1-19.

Morozov,
d

Muecke,

A. "P
ii).".

D. C.

arodia kak literaturny zhanr (K teorii paro-
Russkaya literatura, No. 1 (1960).

1969.

Muecke,
L

Murdoch,

D. C.
ondon:

Dav1d

The Compass of Irony. London: Methuen & Co.,

Irony. Critical Idiom Series, vol. 13.
Methuen & Co., 1969.

"Dostoyevskl s Satiric Comedy." Satire

Newsletter 3, No. 1 (rall 1965) 3-12.

Nabokov,
1

Vladim
944.

ir. Nikolai Gogol. New”York: New Directions,

Nabokov, Vladimir. ,Pnin. New York: Atheneum, 1963.

"Norms in Satire: A’ Sympos ium. " Satire Newsletter 2, No. 1
(Fall 1967), 2-25.

.

Nozick

Robert.

Anarchy, State, and Utopia. New York:

Ba51c Books, 1974.

O'Connor

. G. W,

"Four Approaches to Satire: The Archetypal,

the Historical, the Rhetorical, and the Anthropologl—

4Ic
S

Ollver,

St W

Paulson,

al." D
chool,

E J.
ard 19

Ronald

is ertatlon, Boston University Graduate
Ph.D., 19568. «

Hypocrlsziand Humour. Londoh:’Sheed and
60 . )

The Fictions of Satire. Baltimore:'johns

.Hopkins, Press, 1967.

"Review of Swift ‘and the Satirist's Art.

Paulson, Ronald
Journal . of. Engllsb and Germanilc Phllology, 58 (1964},
ﬁ39—176 . )
Paulson, R.,. ed. Satire: Moé%rn Essays ‘in Critdicism.

T

esta.

Englewood Cliffs: Prentlice-Hall, 1971. ,

' Plraqdello, Lulgl. On Humor. Trans. A. Illiano and D. P.

Chapel Hill, N. C.: The University of North

Carolina Press, 1974

‘Pollard??

Satire. London: Methuen, 1970.

.

254

2



V.

%5 255

v
Rawson, D. J., ed. Focus: Sswift. London: Sphere Books, 1971.

Riewald, J. G. " -ody as Criticism.” Neophildlogus 50
(1966), 125-148. .

Roscnheim, Edward W., Jr. Swift and the Satirist's Art.
Chicago: The Univ. of Chicago Press, 1963.

Roth, Philip. uwur Gang (Starring Tricky and His Friends).
New York: Random House, 1971.

Ryan, Marjorie. "Four Contemporary Satires and the Problem
of Norms." Satire Newsletter 6, No. 1 (Spring 1969),
1-18.

Sacks, Shgldon. Fictign and the Shape of Belief: A Study of
Henry Fielding with Glances at Swift, Johnson and
Richardson. Berkeley and Los Angeles: University of
California Press, 1964. ‘

Saltykov?Shchedrin, M. E. Sobranie sochineniy. Vol. 8.
Moscow: Khudozhestvennay®a Literatura, 1965.

. Shattuck,, Roger,; The Banquet Years. London:‘Fabcr and L = Y
Faber, 1955. ' g
, » - . ”A :.\(‘ r‘ . ; -

Snell, Bruno. The Discovery of the Mind: The Greek Origins
' of European Thought. Trans. T. G. Rosenmeyer. New
York: Harper & Row, 1960. * e W2 ,

Sochetdff, A. F., Knbt, N., et al. Six Satirists. Carnegie .. .
Series in English—N.9. Freeport, ™ Y.: Books for

Libraries, 1972. . . P
Strelsky, N. Salt:»>v and the Russian Squire, New York:
' CQlumb:I Uni. . Press, 1940.
Sullivan, J. P., ed. Satire: Critical Essays on Rgﬁan ,
Literature. ‘Floomington:.indiana Unlv. Pressy 1963. S
,Sutherland, Jam<~. E lish Satigéf Cambridge: University-

Press, 1958.

Sswift, Jonathan. Gulliver's Travels andggther'Writings.} » -
‘Bd. L. A. Landa. Boston: The Riverside Press, 1960. %

ST . . ¢4 , )
Podorov, Tzvetan. The Fantastic: A Structural Approach to
a Literary Genre. Trans. Richard Howard. Cleveland/

T.ondon: The Press of Case Western Reserve Univ., 1973.

Tomashevsky, Boris. Teoriya literatugz. Moscow: - Gosudars t-
- vennoe IzdatelTstvo, 1928.

K
P




.

256

Toynbee, A. J. Civilization on Trial. London: Oxford
University Press, 1948.

Tynianov, Yuri. Arkhaisty i novatory. Leningrad, 1928.

Van Leeuwen, A, T. Christianity in World History: The
Meeting of the Falths of East and West. Trans. H. H.
lioskins. New York: Charlc ‘ribner's Sons, 1964.

Vulliamy, C. E., comp. and ed. The Anatomy of Satire: An
Exhibition of Satirical Writing. London: Michael
Hoseph, 1950.

Waugh, Evelyn. The Loved One: An Anglo-American Tragedy.
London: Chapman & Hall, n.d.

Weisgerber, Jean. "Satire and Irony as Means of Communica-
tion." Comparative Literature Studies (Univ. of
Illinois), ?O: 57 172, ‘

Wellek, R., and Warren, - "Theory of Literature. Third

edition. New York: Harcourt, Brace & World, Inc.,
1956.

&
)

West Nathanael.'iﬁhe Complete Works. New rork: Farrar,

Straus & Giroux, 1957.

N .
West, Nathanael. A Cool Million and 'The Dream Life of Balso
Snell. 193T, 1934; rpt. New York: Avon Books, 1965.

Wetherill, P. M. The Literary Text: An Examjination of
Critical Methods. Oxford: Basil Blackwell, 1974.

Worcéstér,-D. . The Axt of Satire. New York: Russell &
Russell, 1960.

B: CHAPTER II: §ASEK

J

.

Barbusse, Henri. Under Fire: The Story of a Squad. Trans.
Fitzwalter Wray. London: J. M. Dent & Sons, 1917.

Bernshteyn, Ina. Pokhozhdeniya bravovo soldata Shveyka
Yaroslava Gasheka. Moscow, 1971.

Brod, -Max. "Der gute Soldat Schwejk.” Sternenhimmel, Musik-
und Theatererlebnisse (Prague-Munich, 1923), pp+¢ 212-
215. :

' ' 7% : . :
Céline, Lougyis-Ferdinand. Mort & crédit. Paris: Denoél et

Steele, 1936.



257

. 1
e

) Ry . i
“ .

Céline, Louis-Ferdinand. . Voyage au bout de la nuit. Paris:
Ferenczi, 1935.

Danes$, F. "Prispévek k pozndni jazyka a slohu Haskovych
Osudd@ dobrého vojaka Svejka." NaSe fed, Nos. 3-6,
124-139.

Dobossy, Ldszld.  "Satirische Darstellung der Wirklichkeit
inrJaroslav HaSeks Schwejk." Littérature et réalité.
Eds. Kbpeczi, Béla and Péter Juhasz. Budapest:
Akadémiai K., 1966. :

- .

DoleZzal, Bohumil. "Nedokonalost Hagkovych ,0sudd’." Podoby:
' Literdrn{ sbornf{k. Ed. B. DoleZal. Prague: Cs.
Srisovatel, 1967. o
Dv -vsky, Aleksandr Mikhailovich. Idu za Gashekom. Moscow:
Voennoe izdatel’stvo, 1963. ‘”v
: Lo .
“0ltdn. "Na obranu Svejka.' fP en, 8, No. 5, 125-127.

Frynta, Emanuel. ' HaSek, the Cregyﬁ%fbf Schweik. Trans. J.
Leyton and G. Theiner. Prague: Artia, 1965.

Georglev, Nikola. "Parodle'obsahu a parodie struktury
(,5vejk’ a antiromdn). Ceskd literatura - ®1 (1966),
328-334. . ‘ ) BaiaY

‘ N . SRR a
Grimmelshausen, Hans Jacob Christeffel, von. The Advﬁﬁ%ures“
of a Simpleton (Simplicius Simplicissgmus).Aa§§5ns. ’

W. Wallich. New York: Frederick Unq}r Pub. Co., 1973.

HaSek, Jaroslav. The Good Soldier Svejk and His Fortunes in
the World War. Trans. Cecil Parrott. London: William
Heinemann, 1973. " e : ‘

{
-

HaZek, Jaroslav. Osudy. dobrého voijdka Svejka v sv7Eové
vdlce. 2 vols. Praha: Odeon, 1968. ¥ .

Heller, Joseph. Catch 22. New York: Simon and Schuster, 1961.

Hrabdk, J., ed. Starofeské satiry hradeckého rukopisu a
Smilovy Skoly. Prague: Nakladatelstv{ CAV, 1962.

Jandckovd, J. G@ﬁky romd&n sklonku 19 stoleti Prague: N
Academia,.l967. :

Jankovi¢, Milan. "Hrda s v§§réwénim." Struktura a smysl
literdrniho &fla. Eds. M. Jankovié, Z. PeSat, and
F. Vodicka. 7Prague: Ceskoslovensky Spisovatel, 1966.

Jankovi&, Milan. "K otdzce komiky HaZkova Svejka." O Zeské
satife: Sbornfk statf. -{Prague: SPN, 1959) pp. 272-278.




258

b

Jankovi&, Milan. Uméleckd pravdivost Hagkova Svejka. Praha:
Nakl. Ceskoslov. Akademie ved., 1960.

Janouch, Gustav. Jaroslav HaSek, der Vater des braven
Soldaten Schwejk. Bern: Francke, 1966.

John, I. "The Humor of HaSek’s Sve]k Harvard Dissertation,
1954. '

Knust, Herbert. "Schwejk und keine Ende." Germano-Slavica,
1:65-85.

Kraus, Karl. The Last Days of Mankind. Trans. A. Code and
' Sue Ellen Wright. New York: F. Ungar, 1974.

Kf{?ek, Jaroslav. Jaroslav HaSek v revoluénim Rusku.
Prague: NaSe Vojako, 1957. :

Kunstmann, Heinrich. "Zur auditiven StiMst®rung in der
modernen tschechischen Prosa: John, HaSek, Hrabal.
Die Welt der Slaven 15 (1970):363-387

Kiinzel, Franz P. "Zum 50. Geburtstag von Josef Schwejk.
Deutsche Studien 9 (1971): 403-408.

L))

Laiske, Miroslav. "Hlavnd literatura o Zivoté a dile Jaro-
slava Hadka z let 1959-1972." <Ceskd literatura
21:164-178. -

Novék Arne. Dejlny ceské lltexatury, Ceskoslovenské
Vlastivéda. Vol. VII (Prague, 1933), pp. 191-192.

Olbracht, Ivan. "Osudy dobrého vo;éka Zvejka za svetové
vdlky." Rudé Prévo, 15.11. 1921.

Olbracht, Ivan. O uménf a spolecnostl.";P:éguei Cs. Spiso=-
vatel, .1958. R S e

Oschlies, Wolf. "Und Schwejk ist doch politisch!" Deutsche
Studien 10:72-76. , :
- o ; 5\
Parrot, Cecil. "On Translating 'Svejk'." Incorporated

‘Linguistics 12: 704f%.

' ' . . . ~ _ 2
Petr, Pavel. HaSeks "Svejk" in Deutschland. Berlin: Rutten
& Loening, 1963.

a

Brochazka, W. Satire in Jaroslav Ha%ek's Novel The Good '
Soldier S hwelk New York: University Press, 1966.

Pytlik Radko. Bibliografie Jaroslava Ha¥ka: soupis jeho
dila a literatury o nem. Praha: Stdtni ped&jog..
nakl., 1960.




Pytlik, Radko. Jargslav HaSek. Praha: Ceskoslovensky
-Spisovatel, 1962. .

Pytlik, Radko. "8Svejk jako litardrni typ." Ceskd literatura
21 (1973), 131-153. '

Pytlik, Radko. "Svejk ve sveété." Cesfé'literapura 17:265-
273. . ‘

1
PYtlfk, Radko. "Vznik satirického typu v tvorbé Jaroslava'
" Haska." O Zeské satire: Sbornik stati (Praha: SPN,
-1959) pp. 259-271.

Pytlik, Radko, et al. "Dobry vojdk 8vejk po padeddti letech:
Z konference o dfle Jaroslava Haska." Literdrni
M&si&nik 2, iv:31-37.

Remarque, Erich-Maria. All Quiet on the Western Front.
Boston: Little, Brown, and Co., 1929.

Review of Catch 22. Daedalus, 92 (1963), 155-165.

Shcherbakov, Yu. N. Pisétel', agitator, boets. Moscow: Izd.
politicheskoy 1lit., 1966.

Stern, Joseph P. "On the Integrity of the Good Soldier
qigﬁﬁphwgik." ‘Czechoslovakia Past and Present. II:
*“Egssays on the Arts and Sciences. Ed. M. Rechcigl Jr.
The Hague: Mouton, 1970. II: 972-982.

Stern, Joseph P. "War and the Comic Muse: The Good Soldier
Schweik and Catch 22.". Comparative Literature, 20

(Summer 1968), 193-216.

Tichd, Z., ed. Satira na &tyfi stavy. Prague: SNKL, 1958.

Turgenev, Ivan. Fathers and Sons. Trans. R. Edmonds.
Harmondsworth: Penguin Books, 1975.

N

Voinovigh, Vladimir. The Life and Extraordinary Adventures
of Private Ivan Chonkin. Trans.»Riqhard’Lourie; New
York: Farrar, Straus and Giroux, 1977.

Voltaire. Candide or Optimism. Trans. J. Butt. Harmonds-—
worth, Penguin Books, 1970.- :

‘ Wellek, René. Essays on Czech Literature. The Hague:,
Mouton, 1963. “

Willett, John. The Theatre of Berfolt Brecht. - London, 1959.

259

/.’



) B 260
C: CHAPTER III: BULGAKOV

Arendt, Hannah. The Origins of Totalitarianism. Cleveland,
Ohio: Meridian Books, 1966.

Arkhiepiskop, Iocann S. F. "Metafizichesky realizm, Master i
Margarita." Moskovsky razgovor o bessmertii. New
York: 1972. .

Auerbach, Erich. Mimesis: The Representation of Reality in
Western Litefature. 1946; rpt. Princeton: Princeton
University Press, 1971. - .

‘Be¥¥1raiatoly. "0 Mastere i Margarite." Vestnik russkogo
hristianskogo dvizheniya, nos. 112-113, 1974.

Bolen, val. "Theme and Coherence in Bulgakov's The Master
and Margarita." Slavic and East European Journal lg,
no. 7 (Winter 1972), 427-432.

Bulgakov, Mikhail. Beg. Rpt. Letchworth: Prideaux Press,
1970.

L}
Bulgakov, Mikhail. "Diaboliad" and Other Stories. Ed. E.
Proffer and Carl R. Proffer. Trans. C. R. Proffer.
Bloomington: Indiana Univ. Press, 1971.

+

Bulgakov, Mikhail. Dyavoliyada:.Povest' o) tom,.kak bliznetsy
pogubili deloproizvoditelya. ~London: Flegon Press,
‘19704 :

Bulgakov, Mikhail. The Early Plays of Mikhail Bulgakov.

' Ed. E. Proffer. Bloomington: Indiana Univ. Press,
1972. S :

Bulgakov, Mikhail. The Master and Margarita. Trans. M.
Glenny. London: Collins and Harvill Press, 1968.

Bulgakov, g%%hail. P'esy. Moscow: Izd. Isskustvo,_l962.

Bulgakov,l.fﬁhail; "Piiét Pontsky." Své&tovd literatura 6
(1969), 85-119. :

Bulgako&, Mikhail. "Pis'mo_M.'Bulgakova sovetskomu pravi-
tel'stvu." Grani, No. 66 (1967), 155-161.

Bulgakov, Mikhail;? Romany. Moscow: Khudozhestvennaya
Literatura, 1973. -

Bulgakov, Mikhail. Sbornik rasskazov. New York: Izd.
Chekhova, 1952. ¢




/// : i 261

Bulgakov, Mikhail. Selected Works. Intro. A. Pyman.
Oxford: Pergamon Press, 1972.

Butler, E. M. The Myth of the Magus. Cambridge: At the
University Press, ~548.

Chudakova, M. "Tvorcheskaya istoriya romana M. Bulgakova
. Master i Margarita." Voprosy literatury 20, I:
218-253.

\

Chudakova, M. "Uslovie sushchestvovaniya." V ﬁire knig,
No. 12 (Dec. 1974), 79-81.

Cénquest, Robert. The Great Terror. New York: Macmillan, .-
1968. N ) ’

Curtius, E. R. European Literature and the Latin Middle
Ages. Trans. W. R. Trask. Princeton: Erinceton-Univ.

Press, 1973.

Delaney, Joan. "The Master and Margarita: The Reach Exceeds
the Grasp." Slavic Review (March 1972), 89-100.

Farrar, F. -W. The Life of Christ. London, 1897.

Ferguson, George. Signs and symbols in Christian Art. ' .
London: Oxford Univ. Press, 1961l.

Guénon, René. "Hermes," in The Sword of Gnosis. Ed. Jacob
Needleman. Baltimore: Penguin Books, 1974.

Guénon, René. The Reign of Quantity and the Signs of the
Times. Trans. Lord Northbourne. Baltimore: Penguin
Books, 1972.

"NM._:Pquyat 1i rukopisy?“ Znamyé, No. 12 (1968),
213-230. ' '

: i, ‘ F

Haber, Edythe C. "The Mythic Structure of Bulgakov's The
Master and Margarita." QRussian Review, Vol. 34 (1975) ,
No. 9, 382—409# :

Jovanovig, Milivqje; Utopija Mihaila Bulgakova. Beograd:
Institut za knjLZevnost i umetnost, 1975. *

Karaé, Justina. "2 probléméw groteski w Mistrzu i Maigo-
rzacie Michata Butgakowa." Studia rossica posna-

niensia, zeszyt 4 (Poznaf, 1973), 79-91.

"Kazn' Pontiya Pilata." Grani, No. 80 (1971), 163-176.

Kierkegaard, Sgren. The Present Age. Trans.” A. Dru. New
- York: Harper & Row, 1962.

L
.



Kovac, A. "The Problem of Good and Evil in Bulgakov's Novel
The Master and Margarita." New Zealand Slavonlc
Journal, No. 2 (1968), 26-34.

e

Kramer, Heinrich and Sprenger, James. Malleus Maleficarum.
Trans. Rev. Montague Summers. London: The Pushkin
Press, 1951. i

Krasnov, A. "Khristos i Master, o posmertnom romane M.
Bulgakova 'Master i Margarita." Grani, Nos. 71-73
(1969). '

Lakshin, V. "Roman M. Bulgakova 'Master i Margarita'
Novy mir, No. 6 (1968), 284~ Bll

FET

Leatherbarrow, W. J. "The Devil and the Creatlaé VlSlonary
in Bulgakov's Master and Margarita.' New Zealand
-Slavonic Journal, No. 1 (1975), 29-45.

Mahlow, Elena N. Bulgakov's The Master and Margarita:' The
Text as a Cipher. New York Vantage Press, 1975.

Makarovskaya, G. and Zhuk, A. "O romane M. Bulgakova Master

i Margarita." Volga, 6 (1968), 161-181.

Mandelstam, Nadezhda. Hope Abandoned. TAans. Max Hayward.
New York Atheneum, 1974. ,

Mandelstam, ‘Nadezhda. Hope Aéélnst Hope. /Irans. Max
Hayward. -New York: Atheneum, 1370

/

-

Martin, Malachi. Jesus Now. Toronto:’

" in Gogol from
. Robert A.

Press, 1974;

Merezhkovsky, Dmitry.  "Gogol and the Devi
- the Twentieth Century. Ed. and tran
Maguire. Princeton: Princeton Univ.

» 57-102. :

Mikhailov, Oleg. "Proza Bulgakova.” Sibirskie ogni, 9
(1967), 183-186. n

opﬁlar Library, 1973.

Milne, Lesley. "K blografll M. A. Bul <ova." Novy zhurnal,

111, June 1973.

Milne, Lesley. The Master. afud Margarita—A Comedy of
Victory. Birmingham Slavonic Monographs No. 3.
Birmingham:. University of Birmingham, 1977.

Nabokov, Vladimir. Nikolai Gogol. 1944; rpt. New York: New
Dlrectlons, 1961.

262

Oéadlikova, Mlluse. "Bdsnfk a jeho Stfny'" In M. BulgakoV:ﬁ¢;

Mistr a Markétka (Prague, 1969), pp.-353-361.

o




Piper, D. G. B. "An Approach to Bulgakov's The Méster and
o Margarita." Forum for Mod rn Language Stundies 7,
No. 2 (1971), 134 157. i

Pletnev, R. ."O 'Mastere i Margarite'."™ ©Novy zhurnal, No.
92 (1968), 150-160. '

Proffer, Ellendea. . "Bulgakov's The Master and Margarita:

Genre and Motif." Canadian Slavic Studies 3, No. 4

(Winter 1969), 615-628. /

Proffer, Ellendea. An International Bibliography of Works

263

by and about Mikhalil Bulgakov. Ann Arbor: Ardis, 1976..

Proffer, Ellendea. "The Master and Margarita." Major Soviet

 Writers: Essays in Criticism, ed. E. J. Brown (New
York, 1973), pp. 308-394. il

- ‘ ‘ ) 1 N
Proffer, Ellendea. "On The Master and Margarita.”" Russian

Literature Triquarterly, No. 6 (Spring 1973), 533-564.

Pushkin, A. S. Stikhotvoreniya:. Moscow: Khudozhestvennaya
Literatura, 1965.

Renan, Ernest. The Life of Jesus. London, 1864.

Rzhevsky, L. "pilate's Sin: Cryptégraphy in Bulgakov's
Novel, The Master and Margarita." Canadian Slavonic
Papers, Vol. 13, No. 1 (1971).

Schroeder, Ralf. Gorkis Erneuerung der Fausttradition:
‘ Faustmodelle im russischen geschlchtsgpllosophlschen
Roman. . Barlin, 1971.

shklovsky, V. "Tekhnika romana tayn." LEF, No. 4 (1924),
125-155. , ‘

Sinyavsky, Andrey (Tertz, Abrahan, . "theraturny protsess
v Rossii." Kontinent 1 (1974), 143- 190

Skorino, L.s "Litsa bez kérnaval'nykh masok (polemicheskie
zametki)" and "Otvet opponentu." Voprosy literatury
12, No. 6 (1965), 24-42 and 76-81.

Smith, Hedrick. The Russians. New York: Ballantine Books,

1976.

. Solzhenitsyn, A. Bodalsya telenok s dubom: Ocherki litera-
turnoy zhizni. Paris: YMCA Press, 1975.

Solzhenitéyn; A. The Gulag Archiéel%gg. New York: Harper & «

Row, 1974.



264

Stenbock;Fermor,,E. "Bulgakov's The Master .and Margarita
and Goethé's Faust." Slavic and East European .

Journal,: XIII (1969), 3039-325.

Szamuely, Tibor. The Russian Tradition. I&hdon: Secker &
Warburg, 1974.

N :
Terapiano, Yu. "Metafizika 'Mastera i Margarity'." Russkaya
mysl' (May 22, 1969), 8-9.

Thompson, Ewa M. "The Artistic World of Mikhail Bulgakov."
Russian Literature 5 (1973), 54-64.
-
Vinogradov, I. "Zaveshchanie Mastera." Voprosy literatury,
Vol. 12, No. & (1968), 43-75.

Vulis, A. "Posleslovie." . Moskva, No. 11 (1966), 127-130.

Wright, A. C. "Satan in Moscow: An Approach to Bulgakov's
The Master and Margarita." PMLA, No. 88 (1973),

1162-1172. _ -

D: CHAPTER-IV: ORWELL

Armytage, W. H. G. VYesterday's Tomorrows: A Historical
Survey of Future Socletles. London: Routledge &
Kegan Paul, 1968.

Beauchamp, Gorman. "Future Worlds: Languége and the Dysto-
pian Novel." Style, Vol. 8, No. 3 (1974), 462-276.

Beauchamp, Gorman. "Of Man's Last Disobedience: Zamiatin's
We and Orwell's 1984." Comparative Literature

Studies 10: 285-301. .

R

Bellamy, Edward. , Looking Backward: 2000-1887 (1888).
London: George Routledge & Sons, n.d..

Berdyaev, Nicholas. - The Fate of Man in the Modern World.
Trans. D. A. Lourie. London: Student Christian

Movement Press, 1935.
Brown, E. J. Brave New World, ;534, and We: An Essay on
Anti-Utopia. Ann Arbor: Ardis, 1976. '

Burckhardt, J. The Civilization of the Renaissance in Italy.
Trans. *S. G. C. Middlemore. New York: The New
Américan Library, Inc., 1960. '

- Burnham, J. The Managerial Revolution. Bloomington: Indiana
- Univ. Press, 1966 (lst Ed. 1941).

.




265

Butler, Samuel. Erewhon, Erewhon Revisited. 1872, 1901;
rpt. London: J. M. Dent & sons, 1959.

"Orwell's Achievement." National Review -
, 1975), 947. )

Chatfield, Ja€
o (Au%fkt

Vaydn : .
{ Chestert 4 K. The Man who Was Thursday: A Nightmare.
N 1908; rpt. New York: Sheed and Ward, 1975.

AY

Deutscher, Isaac. "1984—The Mysticism of Cruelty." 1957: '
rpt. in Twentieth~Century Interpretations of 1984: A
Collection of Critical Essays. Ed. Samuel Hynes.
Endlewood Cliffs: Prentice-~Hall, 1971; pp. 29-40.

Edrich, Emanual. "Gégz\;\Orwell and the Satire in Horror.'
Texas Studies inj/Literature! and Language, Vol IV
(1962-1963), §64{98.

S’

Elsbree, Langdon. "The Structural Nightmare of 1984."
Twentieth Century Literature, Vol. 5, No. 3 {Oct.1959).

Eurich, Nell. Science in Utopia: A Mighty Design. Cambridge:
Harvard University Press, 1967.

Ferguson, John. Utopias of the Classical World. London:
Thames and Hudson, 1975.

Gregg, R. A. "Two Adams .and Eve in the Crystal Palace:
Dostoevsky, the Bible, and We." £71wic Review XXIV
(1965), 680~-689. ' ' :

Gurewitch, Morton. Comedy: The Irrational Vision. Ithaca:
Cornellk U.iv, PBress, 197

-

and 1984." Twentieth

@ Harris, Harold .. "Orwell's Ewg
4 ' Century Literature, Vol=%, No. 4 EJ%E 1959), 154-161. °

Howe, Irving. "1984: History as Nightmare." 1957: rpt. in
Twentieth=Century Interpretations of 1984: A Collec-
tion of Critical Essays. Ed. Samuel Hynes. Engle- ‘
wood Cliffs: Prentice-Hall, 1971 pp. 41-53. :

L. ‘ .

Hynes, Samuel, ed. Twentieth Century Interpretations of
1984: A Collection of Critical Essays. Englewood
Cliffs:*Prenthe-Hall,41971.

Kubal, David 'L. Outside the Whale: George Orwell's Art and
Politics. “Notre Dame: Univ. of Notre Dame Press, 1972.

Lief, Ruth Ann. Homage to Oceania: The Prophetic Vision of
George Orwell. Columbus: Ohlo State University, 1969.

P Lukacs, John. The Passing of the Modern Age. New York:
Harper & Row, 1970. _ .

o



266

Lyons, John 0. '"George Orwe}i's Opaque Glass 1in 1984."

wisconsin Studies in-Contemporary Literature, Vol. 2,
No. 3 (Fall 1961),.39-46.

tanuel, Frank E., ed. . Utopias and Utopian “hought. Boston:
Houghton Mifflin Co., 1966.

.Meyers; Jeffrey. A Reader's Guide to George Orwell. London’:
: Thames and Hudson, 1975. .

More, ‘Thomas. UtoEia. Trans. P. Turner. Harmondsworth:
Penguin Books, 1973. :

Morris, William. News from Nowhere or an Epoch of Rest.
1890; rpt. London: Routledc: & Kegan Paul, 1970.

Nef, John U. Western Civilization Since the Renaissance:
Peace, War, Industry and the Arts. New York: Harper
& Row, 1963. [

Kl

Niebuhr, Reinhold. Moral Man and Immoral Society: A Study
' in Ethics and Folitics. New York: Qharles Scribner's

.Sons., 1932,

s

~

Nordau, Max. Degeneration. Trans. G. L. Mosse. New York: )
. Howard Fertig, 1968.

Ortega y Gasset, José. The Modern Theme. Trans.nF} Cleugh.
New York: Harper & Brothers, 1961. '

. Ortega y Gasset, José. 1The Re.ol. of the Masses. New . York:

W. W. Norton ¢ Zompany, 19&57.
OCrwell, George. Dow: nd Ou. in Paris and London. London:.

Gollancz, 1933.

Oxrwell, George. surmese Days. New York: Harper, 1934.

Orwell, George. A Clergyman's Daughter. London: Gollancz,
1935.

Orwell, George. Keep the Aspidistra Flying. London:
Gollancz, 1936. N '

Orwell, George. The Road td Wigan Pier. London: Gollancz,
1937.° '

Orwell, George. Homage to Catalonia., London: Secker &
Warburg, 1938.

Orwell, Géarge. Coming Up for Air. London: Gollancz, 1939.

Orweld, George. 1Inside the Whale. London: Gollancz, 1940.



e T coo

Orwell, George. Animal Farm.  Londdn: Secker & Warburg, 1949.

Orwell, George. Nineteen Eighty-Four. London: Secker &
Warburg, 1949. . R -

o~

Orwell, George. The Collected Essays, Jounnﬁfism and Letters
of George Orwell. 4 vols.,.ed..86nia Orwell and Ian
Angus. London: Secker Q&Whrﬁhrg, 1968. ' :

Quintana, Ricardo. "Gegngef@fwell: The gﬁfiric Revolution." .
Wisconsin Studies in‘Conte@Qora:yrLite;ature, vVol. 2,
No. 1 (Winter 1961), 31-38."

Richards;'D. J. "Four Utopias." Slavonic and East European
Review, Vol. 40, No. 94 (Dec. 1961), 220-228.

Richards, D. J. Zamyatin: A Soviet Heretic. ©New York:
Hillary House, 1962. '

Richter, Peyton E. Utopic ! +opia? Cambridge: Schenkman
Publishing, 1975.

Sandison, Alan. The I.~st Man in Europe: An Essay.on George
Orwell. Londo: Macmillan, 1974.

Schweitzer, Albert. The Philosophy of Civilization. . Trans.
C. T. Campion. New York: The Macmillan Company, 1959.

Shane, Alex M.. The Life ‘and Works of Evgenij Zémiatin;
Berkeley: Unilversity of Californla Press, 1968.
small, Christopher. The Road to Miniluv: George Orwell, the
State, and God. London: Victor Gollancz, 1975.

O

Spengler, Oswald. The Decline of the West. Trans. 'C. F.
Atkinson. London: George Allen & Unwin, 1971.

Stansky, Peter, and Abrahams, William. The Unknown Orwell.
London: Constable, 1972.

Steinhoff, William. George Orwell and the Origins of 1984.
Ann Arbor: The University of Michigan Press, 1975.

Struve, Gféb. "Novye varianty shigalevshchiny: o romanakh
Zamyatina, Khaksli i Orvella." ©Novy zhurnal, No. 30
(1952), 152-163.

Unger, Aryeh L. The Totalitarian Party: Party and Pe in
Nazi Germany and Soviet Russia. London: Cambriaye
Univ,. Press, 1974,

Van Doren, Charles. The Idea of Progress. New York: -
Frederick A. Praeger, 1967. ’




‘
/
Y
L g
~

AT

£ ’
“

3%

268

-

#<Walsh Chad. . From Utopia to Nightmare. 1962; rpt. Westport:
Greenwood Press, 1975.

‘Weill, Slmone. The Need for Roots: Prelude .o a Declaration
oo G6f Duties Toward Mankind. Trans. A. Wills. Boston:
o The Beacon Press, 1955. ~ S

Wil;iaﬁs, Raymond. Orwell. London: Fqntana,:l97l.

Williams, Raymond, ed. George Orwell: A Cdéllection of
.Critical Essays. Englewood Cliffs: Prentlce Hall, 1974.

Woodcock, George. "Utopias in Negative." ' Sewanee Review,
Vol. 64 (1956), 81-97. '

7 miatin, E. We. Trans. Gergory Zilk rg. New York:
Dutton, 1959. ; o

- Zwerdling, Alex. Orwell and the Left. ‘ow Haven and London: .
Yale Univ. Press, 1974.

.E: CHAPTER V: VONNEGUT

Bierce, Ambrose. The Collected Writings of Ambrose Bierce.
Introd. Clifton Fadiman. New York: The Citadel)
Press, 1946. - L

Fiene, Donald M. "Kurt Vonnegut's Popularity in the Sov1et o

Union and His Affinities with Russian Literature."
Russian therature Triquarterly, No. 14 (Winter 1976)
168-184.

Giannone, Richard. .Vonnegut A Preface to His Novels. Port :
'~ Washington, N. Y. /London. Kennikat Press, 1977. ' [

Goldsmith, Dav1d H. Kurt Vonnegut: Fantasist .of Fire and
' Ice. Bowling Green, Ohio: Bowling Green University
" ‘Popular Press, 1972

: Klinkowitz,'J‘ rome. "The therary Career of Kurt: Vonnegut
Jr." dern Fiction Studies 19:57-67.
—~= =

Klinkowitz, Jerome, and Sdmef,_John, eds. The Vonnegut
Statement. New York?. DElacorte Press, 1973.

£

Lewis, Sinclair. Babu.ct. 1922; rpt New York: Harcourt,AQ
Brace & WorIa .Inc., 1950 .

Lundqulst J. Kurt Vonnegut Jr. New York: Frederick ~
'~ Ungar, 1977. - . . . T,

-

LG



\ o7 269

Merrill,lRobert. "Vonnegut's Breakfast of Champions: The
Conversion of Heliogabalus." Critique: Studies in
Modern Fiction, Vol. 18, No. 3,‘99—109.

Messent, Peter B. "Breakfast of Champions: The Direction of
Kurt Vonnegut's Fiction." Journal -of American

_ Studies, 8, No. 1 (1974), 51 ll4 . " BARIRE
( ___- . . _,4; R )
Reed, Peter J. Kurt Vonnegut, Jr. New York Warner ngks ’
1972.
Schatt, Stanley. Kurt- uonnegut \Jru BOStont Twayne-Bub—
' lishers, 1976. na
Twain, Mark (Samuel Langhorne Clemens).  Mark Twain. Ed.
Fred Lewis Pattee. New York: American BooE Company,
1935. . .

Vonnegut, Kurt, 'Jr. Player Piano.. Charles Scnﬁbner s Sons,
1952. ' \-L .-

Vonnegut, Kurt, Jr. The Sirens of.Tit&%. New: York: Dell,
1959. oT o ,

Vonnegut,. Kurt, Jr. Mother Ni@ht. New York Fawcett 1961;
rpt. New York: Haxper & Row, 1966.

Vonnegut, Kurt, Jr. Canary in a.Cat House. New York:
Fawcett, 1961.

vonnegut, Kurt, Jr. Cat's Cradle. New York: Holt, Rinehart
) «~+ and Winston, 1963. ‘ ’ .

Vonnegut, Kurt, Jr. Cod Bless You, Mr. Rosewater. New York«

Holt, Rineha< . 4 Winson, 1965.
- Vonnegut', - Kurt, Jr. * ‘me to the Monkey H ' A Collec- -
~tion of Shorxt _\S.,, New Yorkz Dela

Lawrence, 1968;

_Vonnegut Kurt, Jr~ "§1augl rhouse:Five}j‘yew'York;
: corte/Seymour Lawrence, ;969 ",. : -

-

Vonnegut Kurt, Jr. Happy Blrthday, Wanda June. New York:
Delacorte/Seymour Bawrance, l97l. ‘ : '

z

Jeien

f/‘ngﬁhegut Kurt, Jr. Between Tjde and-Tlmbuktu, or’ Prometh—

eus-5: A Space Fantasy. New York Delacorte/SeymourJ;v
Lawrence, ‘1972, . y o
.0 - . . .
Vonnegut, Kurt, Jr. gJgreakfast of Champions. New York:
Delacorte/Seymour Lawrence, 1973. o : o

e —— P Ty D D e S A NP P D C e
midda et D otvat w0 AR e e s R T e e ST

S












