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0. Foreword

This essay is a philological inquiry into the literary sources of Anton Ce-
chov's The Cherry Orchard and their role in the play's meaning and form. Fun-
damental for the philological tradition is the literal meaning of the Greek word
for “reading", anagignoskein, "to re-cognize", The task of the philologian, a per-
son who loves the word and is engaged in an unending pursuit of education and
culture (phildlogos: ho philén Idgous kai spouddzon peri paidefas, Phrynichus
[Jaeger 1945: V) is to re-cognize, in reading inquisitively, the texts of others
speaking through the text both to the author of the text and to its reader, and to
explain as cleary as possible — i.e., to make re-cognizable to others — that which
he has re-cognized.! This essay is a part of a larger study devoted to the "inter-
textual"2 aspect of Cechov's poetics. It focuses on the realities of the transmitted
text? and of the literary references in it flagged by Cechov for the benefit of a
contemporary audience with whom he shared a body of reading and on whose
memory and imagination he (more often than not, mistakenly) counted. That the
first and most influential director of The Cherry Orchard, K.S. Stanislavskij,
was arguably Cechov's worst reader, is one of the ironies responsible for this
inquiry’s having to be made at all.

The essay's method is essentially etymological. The work of a literary scholar
in pursuit of a text's sources differs little from the work of a sophisticated ety-
mologist who, when probing an etymological history of a word, recognizes its
source {etymon, the authentic [origin]} or sources {etyma), based on the word's
meaning and sound correspondences, and proceeds to trace and explain the
vicissitudes of the word's sense and shape in its historical and structural context.
The linguistic etymologist is concemed with smaller textual segments — words
and short phrases —, or "mini-texts". The philologian gua textual etymologist is
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concerned with larger, often very large, (con)texts. Both have to dernonstrate a
"material” — insofar as sound, shape, and sense may be said to be material - rela~
tionship between the text in question and the claimed source text: hence the affi-
nity — isomorphism, to be precise — of the two endeavors. This isomorphism
makes it possible to claim that etymology has something to offer to literary
studies: generally, its reliable method quickened by imaginative boldness tempe-
red with common sense. While imaginative boldness and common sense require
no additional comment, the method does.

In outline, the etymological method consists in establishing smulantles
among texts and describing the nature of these similarities.

The simplest case is that of literal quotation. Por instance, the word verb in
English is a loan from French verbe with an eye to Latin verbum, the source of
the French. The English word is an almost literal (letter for letter) "quotation” of
the French (with the exception of the final -e),

Anything different from literal quotation, that is, anything that involves
change (such as the missing -¢ of Fr. verbe that appears in modern English as
verb) has to be accounted for. The change has to be described and explained.

Armenian erku is a cognate of English two. Armenian erku and English swo
go back to the same etymon — as does Russian dva. Whatever the differences,
they have to be described and explained. The description must contain the evi-
dence that corroborates the comparison of the differences (similarities, as is
evident, do not require corroboration). If Arm. erk- is the only example of the
very non-trivial correspondence to Eng. tw- and Russ. dv-, ete., then the case for
it is weak. Fortunately, there are a few more examples of this correspondence
(see e.g. Meillet 1936; 51). The case becomes the stronger the more examples of
the correspondence are collected and shown. Occam's razor is not a tool for
etymology: the more evidence, the better.

Qutside of trivial borrowings (such as "samovar") or some direct continua-
tions of basic vocabulary items (such as the number "two"), most word etymolo-
gies (word history descriptions) are histories of tropes (as a simple example,
take the complicated metonymy of English babushka vs. its Russian source bd-
buika). In complex literary texts, words of a source text are pressed into service
for a new meaning and relate to their vse in the original text as tropic meanings
relate to literal meanings. We may therefore speak of "textual metaphors”,
"textual metonymies”, "textual ironies”, and the like.

Such are the main characteristics of the etymological method which I attempt
to use in this essay.

1 am by no means the first (or the only) "literary etymologist”. Most exemp-
lary philological work (starting with Plato's Socrates) has pursued similar goals
and used similar methods.3 [ am merely drawing an overt parallef and then use it
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explicitly with some theoretical implications which I hope will be useful to the
reader whose interests have the same Stimmung as mine,

1. A Symbol and its Interpretations

The starting point of my inguiry is the mysterious sound that marks the dra-
matic peak (Act TI) and the conclusion (Act IV) of A. Cechov's The Cherry Or-
chard. This sound seems to me a fitting image both of the problems posed by
Cechov's text and of their likely solutions. Here are the relevant loci in the stage
directions:

Bee cHasT, 3agyManuch. Tunimba, CAMIIHO TONBKO, KAK THXO
Gopmouet Pupc. Bapyr pasnaercs oTHameHHSIH 3BYK, TOYHO ¢
Heba, 3BYK JIONHYBUICH CTPYHH, 3aMHpaoui, nevansHert. (13:
224)

CnuuruTea OTAANeHHBA 3BYK, TOUHO ¢ Heba, 3RYK NOIHYBIISH
CTPYHB], 3aMHpaIONii, nedanbHuli. HacTynaeTr THIIHHA, H TONL-
KO CIIBIIIHO, KAK JAJIeKO B Cajly TOIIOPOM CTYYAT no Nepery. (13:
254)

The play's central characters, assembled by the author in the momentous scene
of Act II, have a temporal and textual privilege in interpreting the sound:

JIIOBOBb AHJIIPEEBHA. 3o wro? IOTIAXWH. He 3Haio. I'ne-
HUOYIb NAJICKO B [IaxTax copearack 6agba. Ho raoe-nubyne ouenn
nanexo. TAEB. A MoxeT ObITh, NITHIA Kakas-HAGYIb... B pole
uamns, TPOOHUMOB. Hnn ¢unus... JIKDBOBh AHIPEEBHA
(e2aparusaeT). Henprsatao novemy-To. (Ilaysa) ®HPC. Ilepex
HecHacTbeM TO K& ObIIO: W cOBAa KpHYala, M CAMOBAp yIen
6ecniepeun. 'AEB. Ilepen kaxmum mecuacteem? ®HUPC. Tlepen
ponei. (Tlayaa) (13: 224)

The position of the critic who, like the characters, feels that the sound is a prob-
lem and needs an explanation is twofold: he can either accept one of the ex-
planations offered by the characters as "correct" (arguably sanctioned by the
author or the most reasonable ot both), or he can view at a critical remove both
the characters within the play and the author himself within his cultural context
and in relation to the play, i.e., he can view them as objects of interpretation and
commentary rather than interpreters.

Most critics who have written on our subject have taken the former tack. In
this instance, they have chosen to side with Lopachin, the pragmatic nouvean
riche of serf origin and the future owner of the cherry orchard, who attributes
the sound to a tub breaking off its cable in a distant mine shaft. This point of
view seems to have been first expressed by the play's earliest and most
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farsighted critic, the writer Andrej Belyj, who describes the scene in Act IT as
follows:

Bor cHuaT E3MyJeHHHE TIOH, CTApasch 3a0mITh Y3Kack XHU3HEH,
HO npoxoxil gAeT MHMO... I'Te-To o0priBacTea B wiaxre Gagss,
Beakmil moreMaeT, 4To 35ech — yxkac. Ho moxker GRITE Bee 310
CHHTC76

A.P. Cudakov mentions "the distant sound as if from the sky, the sound of a
string breaking” in the context of his discussion of the simvolifrost’, or the sym-
bolic guality, of certain fairly commonplace items in Cechov's oeuvre, which
was first pointed out by Andrej Belyj in the article quoted above. Haying given
several examples of such "shimmering” items — now "realistic”, now symbolic?
— Cudakov writes:

Wz npABeOeHHHX BB NPUMEPOR «CISUHAIGHO CHMBOIHEC-
CKHM», TOKAITYH, MOXKET IIOKAZATLCH AL «OTHANEHHEIH, TOUHO
¢ Hefa, 3BYK CTpYHbD. Ho metans 5ra TYT 2Xe BKIIOYAeTCA B CIIy-
9aifHOCTHBIH pealbHO-OBITOBOM NITAH — OKATLIBACTCH, YTO «T'le-
HubynL B maxrax copsanack OGaues. Ho roe-HuGyns oucHs
pamexo». (Cudakov 1971: 171)

While recognizing the symbolic quality of the sound, Cudakov simply ac-
cepts Lopachin's version of the sound's provenience as the genuine one. Harvey
Pitcher (1973: 182), after discussing the various suggestions by prominent
anglophone critics (David Magarshack, Francis Ferguson, and Maurice Valen-
cy) as to the significance of the sound in the play,8 observes that the "sound was
not invented by Cechov for the purposes of the play, It was familiar to him from
the time spent in his youth in the Donetz Basin, the mining area of Russia,

"where a bucket? falling in a distant mineshaft would produce this strangely evo-
cative sound". The same view is maintained by E.A. Polockaja in her section of
the commentary to the USSR Academy edition of the play:

[IO]xHE-pycckoe NpoHcxoX peHre 06pata BUIITHEBOr'O calia Heco-
MHEHHO. 3BYK copBanmieiics B mmaxTe 6agsn JeX0B TAKIKe CIbI-
I Ha JOHEIKOM XyTope KpaBuoBsriX [...]; yvxke B 1887 r, oH He-
TONB30BAI ITOT 3BYK B paccKade «CyacTre», a B «BHmHeBOM ca-
Ie» MPUOAI eMy ocoOuil, cuMBomrdeckuik cmeich (I v IV medi-
cTeuA). (13: 482)

Richard Peace feels that all of the characters' explanations are equally im-
probable, but refrains from offering his own and merely ohserves that the sound
"provides an even more ominous commentary"” than Epichodov's "melancholy,
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pessimistic note” (sounded earlier in Act II) "to hopes about the nature of man
and the happiness to come through social change". (Peace 1983: 135) (These
hopes are expressed in Trofimov's monologue shortly before the sound is
heard.) '

Most of the critics whose work I have surveyed ~ the notable, if inconsistent,
exceptions are Valency and Peace — read the play linearly, "for the plot”, as it
were, and 50 naively accept the most "realistic" explanation offered by one of
the characters at face value, They disregard the play's highly literary nature
which was observed, specifically in the case of Cechov's stage directions, by
S.D. Baluchatyj in his 1927 study Problemy dramaturgiéeskogo analiza. Ce-
chov.!0 What is most important, though, is that the play's "literariness"”, or orien-
tation toward the written word, was clearly, frequently, and in various ways
flagged by Cechov himself. The stage directions' wording of the "sound of a
string breaking" is a case in point. Cechov, who was as carefully conscious of
rhythm in choosing and ordering his words as any master of formal poetry,!
worded the description of the sound exactly the same way in both instances.
That is, he not only described the sound but also quite literally showed the
reader that it was exactly the same in Act IV as in Act IT - by quoting in Act IV
his description of the sound in Act IL. No one, to my knowledge, has discussed
the fact that description of the sound at the end of the play is an exact quotation
of its description in Act II. This self-quotation is significant in at least two
respects: first, as an indicator of the importance of the device of quotation —
particularly self-quotation — in the play, and second, as an indicator of the speci-
fically Cechovian symbolic quality which originates in repetition. An event, if
repeated, ceases to be accidental and becomes significant. Cechov intends the
recognition of the verbal repetition and the guestion of its significance for the
reader; the theater-goer hears the sound as rendered by the director and thus
experiences it directly. The critics who concern themselves predominantly with
the real-world origin of the sound {(the "tub-in-the-mine-shaft" theory) dwell on
Cechov's early impressions from the Taganrog area, Even those who do point
out fextual parallels to the scene in guestion (the two loci in Cechov's own 1887
story "Stast'e", to be discussed below) do not go any further, while Cechov
himself repeatedly, if impiicitly (with one exception), alerts the reader to literary
sources and authors important for his text.!2 Before proceeding to the literary
etyma for the "sound of a string breaking”, the most important of which, as I
hope to show, is a poem by A.K. Tolstoj ("Zvonée ¥avoronka pen'e..."), I will
retrace heuristically the path that brought me to the re-cognition of the A K.
Tolstoj poem.
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2. AK. Tolstoj's "Gre¥nica" in Cechov's "Viinevyj sad"

In Act Il of The Cherry Orchard, Cechov highlights a text by Count A.K.
Tolstoj by not only having a minor character (the Station Master) recite!? the
beginning of A.K. Tolstoj's narrative poem "Gre¥nica" but also by identifying
the poem and its author in the stage directions. Since this is the only explicitly
identified direct quotation in the play, I take that to be important and I claim that
Cechov wished to flag both the poem's and its author's special significance for
his text. The function of the Tolstoj peem at that juncture in Act INT is mentioned
by some (see e.g. Peace: "A poem with this title, recited immediately after Lyu-
bov' Andreyevna's teasing defence of love to Trofimov, seems like another
instance of Chekhovian indirect commentary..." [p. 147]), but the key questions
remain unanswered and, in fact, unasked. What role does A.K. Tolstoj's
"Gre¥nica" play in Act II of The Cherry Orchard? What is the significance of
Cechov's choosing this particular poem by this particular poet? Perhaps a careful
examination of this direct quotation will show how and for what purpose
Cechov uses someone else's text in his play,

To my knowledge, the only critic to have ventured a discussion of the A K.
Tolstoj quotation in the play is Donald Rayfield. He writes:

The third and most important aspect of Act 3 [the first aspect, ac-
cording to Rayfield, is the operatic nature of the ball in Act III and
the second, the appearance of extraordinary guests such as the sta-
tion master — A.L.] is the quotation of a poem, The Sinning Woman,
by the late-romantic poet A.K. Tolstoy. It does not matter that the
station master recites only the first few lines: in Chekhov's day the
poem was notorious. It is a long poem about a courtesan who boasts
she can seduce anyone, even Christ: John the Baptist enters; she
mistakes him for Christ and starts charming him; then the real Christ
appears and the sinning woman is overcome with repentance. This is
a poem that Chekhov refers to on several occasions in his work of
the early 1880s; here it is a sign not only of provincial taste, but also
of a guest's tactlessness toward his hostess. Most important, it is a
waming of the intrusion of Lopakhin into Ranevskaya's world and
of the catastrophe to come that will silence her gaiety for all time. It
is the most subtle and, unfortunately, the most ephemeral of Che-
khov's literary allusions. (Rayfield 1975: 224)

Donald Rayfield deserves credit for sensing the importance of the poem; how-
ever, in his analysis there are a number of inaccuracies which should be correc-
ted. In A.K. Tolstoj's poem,!4 the courtesan, far from boasting “that she can
seduce anyone”, says merely: "On ne smutit moich ofej!" (509) 'He will not
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disturb [the boldness of] my eyes!', in other words, 'He will not stare me down!’,
and it is not John the Baptist who enters but St. John the Evangelist, "loann iz
Galilei, / Ego ljubimyj uenik” (511) John of Galilee, / His [Christ's] favorite
disciple’. The "sinning woman" does not “start charming” St. John but simply
tetls him about her own credo:

51 Bepro TONEKO KPAacoTe,
CIIyXy BUHY H TIOLEFYAM,

Mo# pyx Tofote He BONHYEM,
Teoeli cMeloch g uncrore! (510)

There is in fact a direct affinity between the Sinful Woman's speech to St. John
the Evangelist (see the last line of the quotation above) and Ljubov' Andreevna's
defensive outburst against Petja Trofimov in Act IIT (the cognate segments are
italicized):

JIIOBOBE AHIIPEEBHA. Hano GRITh MYXUYHHOMN, B BAIIIH OB
HAHO NOHUMATE TeX, KTo mobuT. M nano caMoMy mMoOHTE. .. HATO
pmwobnsarsea! (Cepauro) Ja, ma! ¥ y Bac HeT YHCTOTH, a BH
NpOCTC YHCTIONBKA, CMEIIHOH 9yNaK, ypol... (13: 234 £)

The phrases "ja verju tol'ko krasote" and "sluZu vinu i pocelujam” ("The Sinful
Woman") are certainly compatible with a portion of the sense of "ljubit" (Lju-
bov' Andreevna's lines). It is immediately following the exchange between Lju-
bov' Andreevna and Petja Trofimov and Petja’s indignant departure ending in
slapstick ("Petja s lestnicy upal!" [13: 235]) that the Station Master, according to
the stage directions, "stops in the middle of the ballroom and recites "The Sinful
Woman" by A.X. Tolstoj. The others listen to him but he has barely managed to
recite a few lines when the sounds of a waltz are heard from the hall, and the
recitation is over. Cechov, by echoing A.K, Tolstoj's over-anthologized and
over-performed poem, tediously familiar to the educated audience of his day
(13: 518, note to page 235), makes by means of a purely literary device a tragi-
comical comment on the decadent ball in Ranevskaja's house which has just
been auctioned off to the son of a former serf. The affinity of the two texts is
reinforced, besides Ljubov' Andreevna's own words, by the parallelism, or cor-
respondence, of Ljubov' Andreevna and the Sinful Woman indicated by Gaev's
earlier reference to his sister as "porona[ja]” ‘fallen, depraved'.! The meaning
of Ranevskaja's Christian name, "Love", is both thematically and textually con-
nected to Tolstoj's poem, cf. section 2 of "The Sinful Woman" which begins
"Ljubov'ju k bliZnim plamencja..." Blazing with love toward [his] neighbors...'
The character correspondence "Petja Trefimov // St. John the Evangelist” is
pointed up by Petja's preachy, sermon-like monologues, especially those near



48 Alexander Lehrman

the end of Act IT and in Act I, cf his moralistic advice to Ljubov' Andreevna
that provokes her defensive retort quoted above. Petja's appearance (cf, Ljubov'
Andreevna’s questions upon seeing him after a long absence [Act E]: "Otéego vy
tak podurneli? Otlego postareli?” (13: 211) 'Why have you gotten so ugly? Why
have you gotten so 0ld?', and Petja's reply: 'Menja v vagone odna baba nazvala
tak: oblezlyj barin” 'A peasant woman on the train called me "that moth-eaten
mister™} enhances the comic effect, cf. A. Tolstoj's description of St. John the
Evangelist as a "mu¥ blagoobraznyj [...] (509) / Vo bleske junoj krasoty (510)"
'man of handsome appearance [...] / In the splendor of youthful beauty'. The
middle-aged Ljubov' Andreevna herself is not exactly the voluptuous "bludnica
molodaja (508); [...] deva pad$aja (509)" 'young fornicatrix;.., the fallen
maiden' of A.K. Tolstoj's poem, and that adds to the overall comic effect.

The opening lines of "The Sinful Woman" describe the scene of the
festivities, to be cut short by the visit of Christ:

Hapon KHIHAT, BeceNbe, XOX0T,
3BOH MOTHEH 1 KUMBAJIOB ['DOXOT,
KpyroMm H 3e/eHE, H IIBETH,

M Mexx cTonfo, y 8BXofa IoMa,
TTapus TOReI0N TepeTOMEI
Tectmol ya0pHORK NOTHATEL,
Yeprord yOpans! Goraro,

Bespe ropHT XPYCTANE H 3HATO,
BO3HHIL 1 KOHEH! IIONOH NBOR;
TecHACE 3a Tpane30H BeIMKOH,
TocTeil mApyeT MIyMHLIE Xop,
HpeT, cimMBasicd ¢ My3bikKoH,

Hx mepexpecTHEH pasroeop. (507)

The details of the festive scene, when recalled by the reader, create a textual
counterpoint to the description of the ball at the Ranevskaja estate and/or its
stage enactment, which is equivalent to the re-cognizable etymological dimen-
sion of a word when recovered by the etymologist. The relation of this counter-
point to Cechov's text is either ironic (cf. the heavy brocade between the pillars,
the "palace", the ubiquitous crystal and gold), literal ("people are swarming,
there's merriment, laughter") or metaphoric ("The ringing of lutes and the crash-
ing of cymbals", cf. the dance music by the Jewish orchestra which includes the
fast-moving and noisily percussive lezginka). As Rayfield observes, in Act IHl "a
flute, four fiddles and a double bass play for two-thirds of the time, reducing
speech to fragments uttered by pairs of dancers. This fragmentation of the dialo-
gue and the action is not only more realistic, it also makes for surreality” (224).
The dramatic form of the entire Act III — fragmentary, intermittent dialogue
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against the background of raucous music — appears to have been suggested to
Cechov by A.K. Tolstoj's poem (see the last three lines quoted above).

The entire structure of Act III is analogous to the structure of A.K. Tolstoj's
“The Sinful Woman". The poem's decadently rich feast that takes place, as was
certainly known to Cechov's educated audience, on the eve of great and
cataclysmic events — the crucifixion of Christ and the destruction of Jerusalem
by the Romans not long after that — corresponds to what is to be the last ball at
the estate with its doomed cherry orchard; Petja Trofimov's words at the close of
Act I ring ominously: "Vsja Rossija na¥ sad" 'All of Russia is our orchard' — an
orchard soon to be felled. The speech of A.K. Tolstoj's fornicatrix to St. John
the Evangelist corresponds to (more precisely, is the source of) Ljubov' And-
reevna Ranevskja's words. Finally and most strikingly, the arrival of Christ
which puts an end to the merriment and transforms the soul of the fallen woman
is matched by the arrival of Lopachin who announces that it was he who bought
the cherry orchard.

The ironic contrast between Christ's arrival in A.K, Tolstoj's poem (bringing
salvation and a new life for the Sinful Woman) and Lopachin's in Act III
becomes all the more salient once we examine the textual correspondences more
closely. Christ looks at the sinful woman, and she is transformed by His all-
seeing and healing gaze:

W, ays HoBOE Haualo,

Eme crpamrack 3eMHEX IIPETIOH,
OHa, Konedisics, cTosna. ..

W Bppyr B THIIM pasmancsl 3BOH
VI3 pyk ynasmero ¢Hama...
CTecHeHHOH I'DYIH CAHIOEH CTOH,
BriemHeeT rpemuuia Mianas,
Jpozkar OTKPHITEE YCTA,

W mama Huw oHa, peigas,

Iepen ceaTeiHe XpucTa. (512)

In Act TII of The Cherry Orchard, Ljubov' Andreevna asks Lopachin, who has
just arrived, what happened at the auction, He takes his time with his answer but
then finally, when she asks, "Kto kupil?" "Who bought it?, he replies:

JIOTIAXHWH. 5 xymun. (Tlaysa) (JIio6oBe AHIpecBHA YrHeTeHa;
oHa ymana 6bl, eciiH 6H He CTOsUIa BO3NE Kpeclia B cTona. Baps
CHHMAET ¢ Itogca KoUK, OpocacT HX Ha TI0JL, TOCPEAH MOCTHHOIH,
o yxouut) A xynuxn! (13: 240)

The stage directions correspond closely to the text of "The Sinful Woman'"'s
finale. Ljubov' Andreevna stands there unsteadily ("she would have fallen had
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she not been standing by an armchair and a table™), like the protagonist of the
poem. The visual and acoustic counterpart {o the chalice fallen from the Sinful
Woman's hand are the keys thrown down by Varja. Christ stops the party in
"The Sinful Woman™:

H uynEo GirarocTHEM IPHXOIOM
Cepriia rocreif IOTpsceds.
BaMonkHyn rosop. B oxxupanse
CHIUT HEIRIDKHOE COOpPAHES,
TpesoxkHo nyx nepesons. (311)

Lopachin stops the party, too, and the text of "The Sinfizl Woman" provides an
ironic counterpoint ("wonderfully”, "the goodly arrival") to Ljubov' Andreevna's
anxious expectation of the news from the auction. In pathetic contrast to the
message of purification and mercy read by the Sinful Woman in Jesus's gaze
("Ona v tom vzore blagodatnom / [...] miloserdie pro&la” (512) 'In that gaze full
of grace / [...] she read [a message of] mercy'], Lopachin boastfully delivers his
merciless message of destruction as he announces that he will put to the axe the
cherry orchard that is the meaning of Ljubov' Andreevna's life as declared by
her ("bez viknevogo sada ja ne ponimaju svoej Zizni" (13: 233) 'my life doesn't
make any sense without the cherry orchard’, she says to Petja a few minutes
earlier):

IprxoguTe BCe cMOTpeTh, Kak Epmonait JlonaxwH XBaTHT TOIO-
POM 110 BHIIHEBOMY Caly, Kak YUamyT Ha 3eMIK gepepbs! Ha-
CTPOHM MbI Fad, U HAIH BHYKH U TPaBHYKH YBHIAT TYT HOBYK
3KH3Hb... (13; 240)

The contrast of the two endings is underscored in Cechov's stage directions
which once again echo, with bitter irony, Tolstoj's concluding lines describing
the Sinful Woman falling "prostrate, weeping / Before Christ's sanctity": "The
music is playing. Ljubov' Andreevna has sunk into a chair and is weeping bitter-
ly'. This is Lopachin's ball now ("Muzyka, igraj otSetlivo! Puskaj vse, kak ja
Zelaju! (S ironiej) Idet novyj pomestik, vladelec viSnevogo sadal” (13: 241)
‘Band, play loud and clear! Let everything be the way 1 want it! (Sarcastically)
Here comes the new landowner, the proprietor of the cherry orchardl’).

After Lopachin leaves to join his festivities, Cechov's stage directions once
again shift to Ljubov' Andreevna; he finds her almost exactly as before:

B sane ¥ IocTHHOHA HET HHKOT0, KpoMe Jio6oBr AHNpeeBHEL, KO-
TOpast CHIOHT, CJKANACh BCA U IOPBKO NMIadeT. THX0 HIpaeT Myasi-
Ka. BBICTPO BXOOAT AHsI H TpodhHMOB. AHA IOITXOAUT K MATEPH U
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CTAHOBHTCS Tiepen Helt Ha konedH. TpodmMoR ocTaeTcsa y Bxona B
zaxy. (13: 241)

And ther comes Anja's empty message of hope, couched in phrases culled from
the finale of A.K. Tolstoj's poem, filled with the imagery of sunlight, deep illu-
mination, and new beginnings. Anja's "blagoslovljaju" 'l bless you' {whose
sacerdotal tone has troubled the play's English translators!¢) and her self-humb-
ling prayerful gesture of kneeling before her mother become comprehensible in
the light of the source text. Here is some of Anja's tnonologue, which concludes
Act TII, with the correspondences in the conclusion of A.K. Tolstoj's poem:

Mamal.. Mama, To1 mnavems? Munad, nofpas, xopouiag MOos Ma-
Ma, MO [IpeKpacHad, g4 modio 1ebs... g orxarocuosnam [¢f. Kax
muoro 6xar [,..] Iocnionis eft menpo monapwm; [...] B ToM B30pe
OnarogaTHOM] TeGs. BumutHeBb# cap nponau, ero yae HeT, 3To
npasja, 1Ipapia [cf. venpapna xu3dH], HO He TIaYb, MaMa, ¥ Teba
oCcTaNlacCh KNH3IHE BIIEPCIH, OCTANAChE TRBOS XOpOIaA YHCTAA
nyia... Holigem co MHON, mofieM, MHIas, oTciona, HoiaeMm!,,
Me1 Hacaxum Hosei cagn {cf. W, uya mopoe Hawano), pockomniHee
STOro, TH YBHIUIIL ero, rrofmMels [cf. BHeszamHO cTana el
noHsgTHA / Henpappa >xu3uu cBaToTaTHOMN], H pagocTeE THXad,
rﬂyﬁoxaa paIIOCTb OIIYCTHTCHA H4 TBOKW IOY¥ITY, Kax connie B
pevyepHui wac [cf. W 6nn ToT Baop kak gyvy peHnune, / M B

ceplife cympatnoM Omyauuns: / OH pasorHan HouHyo ThMy; / M
Bce, uTo ObIe Tam Taumo / [...] / B ee rnasax Heymonumo / Jo

ray0UHH 03apeHO], ¥ TH yNHOHeIIRes, Mama! Tofinem, Munas!
IMotimem!?! (13: 241)

It remains to point out some contrasts in Anja's consoling appeal to her mother
and in A.K. Tolstoj's third-person description of Christ's transforming effect on
the Sinful Woman. Whereas the sunlight imagery in the finale of A K. Tolstoj's
poem, symbolizing salvation and a new beginning ["novoe natalo"], is that of
dawn, of daybreak ["lu¥ dennicy [...] razognal no&nuju t'mu"], the joy that is to
descend on Ljubov' andreevna's soul is imaged as the light of the setting sun
["kak solnce v vedernij Zas"], echoing the sunset in Act II, the sunset that
inspires Gaev's Turgenevesque prose-poem apostrophe to "gorgeous, beauteous,
and indifferent nature" and sets the stage for the pregnant silence interrupted
suddenly by the "distant sound" coming "as if from the sky". Ljubov' And-
reevna's “new beginning" is unmistakeably a promise of serenity before the end,
a promise which is not likely ever to be fulfilled. We already know (and are
explicitly told at the end of the play) that Ljubov' Andreevna and Anja are not
going to plant any new orchards together: Anja's message of hope is just another
empty dream, like the dreams of saving the cherry orchard.
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Thus the apparent "ephemeral allusion” (Rayfield) to A X. Tolstoj's "The
Sinful Woman" turas out to be the key that unlocks both the form and the con-
tent of Act III, the act where the main theme, or tension, of the play — the fate of
the cherry orchard — is resolved. With it, the fates of the main characters. are
resolved as well. A.K. Tolstoj's poem suggested to Cechov the dramatic struc-
ture of Act III and much of its imagery. Recognizing the A.K. Tolstoj poem as
the textual source of Act III allows the reader to enjoy a “subtextual" level of
comedy and irony that was inaccessible to the critics for so long. It provides an
illuminating view of Brmolaj Lopachin as literally the anti-Christ in that symbo-
lic dimension of The Cherry Orchard in which Cechov operated in "received”
symbols, the dimension opened to us through the comparison with “The Sinful

Woman" (as against the symbolic dimengion in which Cechov operated with his
" own symbols created ad hoc, a method that anticipates the theoretical constructs
of the Acmeists!?). The main theme of A.K. Tolstoj's poem, well-known to Ce-
chov's audience, is the sinner's miraculous salvation through a personal encoun-
ter with Christ.!8 In the poem, Christ unexpectedly saves the "sinful woman", a
servant of carnal love. In the play, Lopachin (who was going to save the cherry
orchard) unexpectedly destroys Ljubov' Andreevna's last hope of saving the
orchard which symbolizes her love and happiness.

The intricacy of Cechov's creative interaction with a l1terary source alerts the
reader to other potential instances of such an interaction in The Cherry Orchard.
Cechov's use of A.K. Tolstoj's “The Sinful Woman" shows that a "school” text
well-known to the audience together with its "school” interpretation is particu-
larly convenient for use as a source in order to highlight a major theme, In what
follows, I turn to an exploration of textual etyma from other "standard" authors
of Cechov's Russia including Cechov's own earlier work, The sources and their
correspondences in the play not only flag the play's major themes but also
"interact”, both directly and indirectly, with the symbol of “the sound of a string
breaking".

The repeated "sound of the string breaking”, as I hope to show, condenses
two of the play's main themes in a form that is immediately accessible psycho-
logically (thus being trivially symbolic and vague} on the surface plane and
accessible only through recognition of its etyma or sources on the literary-recog-
nition, or anagnostic, plane. The reader recognizes a wording, remembers its ori-
ginal context, and brings it back to his understanding of the text in question by
creatively recognizing its quality as a literary trope: a textual synecdoche, by
virtue of its participation in an earlier literary text; a textual metonym, by virtue
of its contiguity with its context; a textnal metaphor, by virtue of its standing for
its source contexts; etc.
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3, Human Happiness and its Place in the Natural Order

I have already pointed out the "Turgenevesque” character of Gaev's mono-
logue leading up to the ominous sound. But it is far more than that. The monelo-
gue has a specific textual etymon in "Priroda", one of Turgenev's "prose poems"”
(stichotvorenija v proze), a series of short prose pieces!? written by Turgenev
between 1878 and 1882, This collection became an instant hit with the reading
‘public and, on par with Count A.K. Tolstoj's "Gre¥nica", standart fare for public
declamation. 2

TIPUPOIIA.
MHe cHHIOCDH, YTO 5 BOLLIEN B OTPOMHYIO TFON3EMHYI0 XpaMHHY C
BBHICOKHMH CBOIAMHA. Ee BCKy HaIIOMHAT KAKOH-TO TOXKE MMOO3EM-
HBIi, pOBHEIH CRET.
Tlo camoil cpenuHe XpaMRHE! CHIEJIa BENMIaBas XKEHITIHHA B BOII-
HHCTDH OIEXTE 3eaeHOro LeeTa, CKIIOHAR IOJIOBY HA PYKY, OHA
Ka3anack IOTPY2KEHHOH B MIYGOKYIO TyMY.
A ToTuac TIOHAN, YTO 5Ta ¥EHIHHA ~ caMa IIpupona, — u Mrao-
BEHHBIM XONOAOM BHEUPHICS B MOK OyIry Onarorosednniii
CTpax.
S npubmmsunics K cupsAmel XKeHIuEe — ¥, OTHaB NOYTHTEIIbHLIN
noknoH: "0, Hamia ofias MaTh! — BOCKIHKHYN 4. — O 9eM TROS
myma? He o Gynymmx mi cyaeSax yellOBEYeCTBA PAAMBIILIIICIIE
Te1? He 0 TOM J1H, XaK eMy JOHTH Jo BOSMOXKHOIO COBEPIISHCTBA
¥ caacTeA?"
X(BHIHHH& MENTIEHHO oﬁpamna Ha MEHA CBOH TEMHELIE, I'PO3IHEIC
rnaza. ['yGul ¢e MEBeNBHYNHCh — W padfalics ILYHBN Toloc,
TooGHEH N53ry Kenesa,
— 5 mymMaro 0 TOM, Kak OBl IpHTaTE S6NLINYI0 CHITY MBIIIIAM HOT
Gnoxu, aTobul ¢l ynoGHee BLUI0 CacaTeCH OT Bparos csoux. Par-
HOBeCHe HallajeHWd H oTiopa HapylreHo... Hapmo ero soccra-
HOBHTbD.
- Kak? — niponeneran A B oTseT, — TH BOT 0 Yem mymaenis? Ho
pasBe MBI, IIOOH, He JTI00HMbIE TBOH JETH?
ZKeHuHHA YyTE-IyTh HaMopiluna OposH; — Bee TEapH MOH J8TH,
— IIPCMOJIBHIIA OHA: — M 4 ORMHAKOBO 0 HUX 3alouych — H
OOUHAKOBO UX HCTPeOIIAIo.
- Ho nobpo... pa3yM... CIpaBeJIHBOCTb. .. — IIPOJIEHSTAI 1 CHOBA,
— OT¢ YSIIOBEUYSCKHE CIOBA, — paduanca KeTIe3HEIH r'omoc,; — st He
BEJalo HE mobpa, HH s14... Pasym MHe He 3axoH — # uTé Takoe
crnpaBeATHBOCTL? — 51 Tefe mana MUAHb — A e OTHHMY H JIaM npy-
MM, YepBSM HIH JIONSIM... MHE BCE PaBHO... A T, [OKa,
SAITHIIANCSH — U He Merliall MHe!
A xoTen-ObI0 BOIPAKATSL. .. HO 3eMIIA KPYroM IIYXO 3acTOHAala
H OpOrHyIIa — u A npocHyncs. (Asrycr, 1879) (Turgenev: 1898:
108-109)
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Compare Gaev's speech:
T'AEB (HerpoMKo, Kak Oul seknamupysi). O, ZpHpoxa, IMBHAA, TH
fnelellls BeIHbM CHAHHCM, NPEKPacHad U PapHONYLIHAS, TH,
KOTODPYIO MbI HAILIBACM MaTEPHIo, COUCTaCIE B cefe ObiTHE U
cMe BEITh U PAADYINACI. ..

The rhetorical or theatrical character of Gaev's monologue is indicated by
Cechov himself in the stage directions ("kak by deklamiruja” 'as if declaiming’).
The genetic relationship of the two texts seems obvious (the phrases which
occur materially in the Turgenev text are in italics; the phrases that are close in
meaning to the Turgenev text are underlined). But the Turgenev text is not the
only source of Gaev's "prose poem". The etymon of the underlined phrases is
A.S. Puskin's famous poem "BroZu li ja vdol' ulic Sumnych. .." (1828}, which, as
Richard Peace observed (1983: 53 and 165 nete 4), makes an appearance in Act
I of Uncle Vania (Telegin's "Edu li ja po polju [...], guljaju li v tenistom
sadu..." "Whether I ride through the field [...] or walk in a shady garden...".
The poem, which I quote partially below, is an important textual source for
Turgenev's "Nature":

Bpoxy mi s BOeJb YITHI IMYMHEIX,
BxoxXy I B MHOT'OMORHELH XpaM,

Caxy nb MeX oHONIeH Ge3yMHBIX,
51 mpenaoch CBOHM METTAM.

S rosopio: poMYaTes Tofsl,

H cKonbKO 30ech HA BHIHO Hac,

Mzl Bee coliieM TICT, BETHEL CBOIBL —

H veii-aubyIb y>X 630K Hac.

%I n]ycrb y rpoGoBoro BXong

Munagas GyIeT >KH3Hb HTPaTh

W pasnoxyniHas npupona

Kpacoio seunoto cuate, (Puskin 1974: 196-7)
Turgenev's "podzemnaja chramina s vysokimi svodami” 'underground temple
with tall vaults’ points to Pugkin's "chram” 'temple’ and "pod veény svody"
‘under the eternal vaults', whereas his Mother Nature, who equally cares for and
destroys all beings, says "mne vse ravno” 'it is all the same to me', harking back
to Pudkin's ravao- of "ravnodu¥naja priroda” ‘indifferent nature’, a phrase that
appears literally in Cechov's text. Cechov also has Gaev very nearly quote
Puskin's "krasoju ve&noju sijat™ 'shine with eternal beauty' (“ty ble$e¥’ ve¥nym
sijaniem, prekrasnaja..." 'thou shinest with eternal splendor, beautiful...”.
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Cechov was also obviously aware of the genetic relationship between the Pukkin
poem and the Turgenev “prose poem", because while using Turgenev's text to
construct Gaev's monologue he went directly to Pugkin's text for some key
words which his audience might recognize.

The point of view expressed by the persona of Pugkin's peem is vastly dif-
ferent from that of its counterpart in Turgenev's "prose poem". While the
persona of "Whether I roam..." broods over nature's indifference to the personal
existence and death of an individual human being, the ego of Turgenev's "Natu-
re" speaks not in its own behalf but in behalf of a generalized, 1st-person plural
"humanity”. A shift has taken place; by replacing the lyrical and psychological
"T" of Pu¥kin's persona with the group-oriented and sociological "we", Turgenev
recasts the theme of nature's indifference in terms of positivistic social ideology,
the ascendent ideclogy of the "sons" that has put the individualistic idealists of
Turgenev's (and Count A.K. Tolstoj's} generation on the defensive — and on the
road to defeat. Cechov brings the crisis of the Puskinian tradition to the fore by
distilling, in Gaev's hackneyed monologne — abbreviated, or rudely interrupted,
by a younger generation (Varja, Anja, and Petja Trofimov) intolerant of "clas-
sical" clichés — its former florescence and its present defeat, both in the realm of
ideas and in the realm of art.

But that is not all Cechov accomplishes by evoking in his audience the recog-
nition of Turgenev's "Nature", Turgenev's "prose poem" contains another impor-
tant textual etymon for a key theme in The Cherry Orchard, the theme of the
quest for happiness, articulated in the persona's questions to Mother Nature:
"Art thou not pondering the future fate of humanity? Art thou not pondering the
way for humanity to attain all possible perfection and happiness?™ In The
Cherry Orchard, Petja Trofimov is the character who talks most about
humanity's quest for happiness:

C60HTH TO MENKoe ¥ NPU3PATHOE, 9T0 MeillaeT GHTE CROGOTHEIM
H CYACTIMERIM, BOT Lie)k U CMBICT Halled »xusnu. Boepen! Mm
¥IeM HEeYREPKHMO K fApKoit 3Be3pe, koropad roput epami! Bne-
pen! He otcrasaii, apyzesa! [...] Kyza Toneko cynEba HE TOHsIA
MeH#d, Mg A Tonbko HU 6! M Bee 2xe myiia Mod Bcerma, BO BCS-
Ky MAHYTY H JHEM H HOYEIO, OELIA I10JIHA HeH I BACHHAMEIX TIpe]i-
yyBCTBHH. A IPeNUYBCTBYK CHACThe, AHA, g y>Ke BuXY ero [...]
BoT 0HO, cYACTLE, BOT OHO MIET, IOJXOIMT BCe ONHMKEe H GIHIKe,
A yKe CIBIITY ero mary, W eciii Mbl HE YBHIKM, HE y3HAeM ero,
o yr0 38 6ena? Ero ysunar opyrue! (13: 227-28)

A croGonHEIH Yenmonek. 1 Bce, UTO Tak BHICOKO H JZOPOTC lleHHTE
BH Bce, foraThle W HHLIME, HE UMeeT HANO MHOH HH MaJieiineir
BIACTH, BOT KaK IIYX, KOTOPLIA HOCHTCS O Bo3nyxy. S Mory of-
XOIUTHCA B3 Bac, 51 MOT'Y TIPOXONIMTE MEMO BAC, 51 CHJIEH H TOPI.
YenopedecTBO HIET K BRICWIEH NpaBIe, X BLHICIIEMY CYACTLIO,
KaKoe TONBKC BOGMOXKHO Ha 3eMlle, H A B nepprX pagax! {...]
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Hofiny, une yxaxy OPYTCHM, Kak JoRTH. (CIbIOIHO, KaK BIAIH
CTY4AaT TOMOPOM Mo mepery) (13: 244-435)

Peija Trofimov's quest for happiness is couched in much the same terms as the
question of Turgenev's persona in his "prose poem"; what he is seeking is the
general happiness of humanity. Even when Petja says "I", when he speaks of
himself as a "free", "strong and proud" man, his freedom, strength, and pride
derive entirely from his place in those "first ranks” that march toward humani-
ty's collective happiness,

Cechov's subtle comments on Petja's rhetoric are unmistakable. In Act II,
Cechov has Petja use the highly ambiguous word predéuvstvie 'presentiment,
premoenition' to articulate his intuition of happiness's approach, and when Petja
says "Vot ono, stast'e, [...], ja uZe sly¥n ego ¥agi" 'Here it is, happiness, [...], T
hear jts steps already’, it is in fact Varja who approaches ("Varja's voice: "Anja!
Where are you?'") bringing comical relief (but also naming Anja, Petja's true
happiness, in contrast to his demagogic proclamation). In Act I, shortly before
the dénouement, Ljubov' Andreevna replies ta Petja's tactless sermon on her
‘having to "face the truth” about the orchard's inevitable fate:

Bo ¢MelIo pelllacTe BCe BAXKHBIE BOIIPOCEH], HO CKAa¥XHTe, T'onys-
9HK, He TIOTOMY JIHM 3TC, YTO BBl MOJIONEL, YTO BBl HE YCTIEMH Iepe-
CTpanaTe HH OJHOT0 Ballero roupoca? Bul cMeNo cMoTpHTE BIIS-
pell, ¥ He MOTOMY JIH, 4T0 He BHIUTE H HE XIeTe HUj9ero CTPall-
HOTO, TaK KAK KU3HL llle CKPSITA OT BAIIUX MONonbX rias? (13:
233)

Ljubov' Andreevna's happiness — private, irreducible, personal, contingent like
all of life's events with the suffering or joy they produce, and meaningful only
because interwoven in the irreplicable, precious fabric of a person's memory and
hope - her happiness is symbolically embodied in the cherry orchard:

O Moe meTctBo, YHcToTa Most! B 310 neTckol A cuana, roamerna
OTCIONA Ha €ajl, CYaCThe IPOCHITATIOCh BMECTE CO MHOK KaKIoe
yTpo, H TOT'Oa OH ORI TOWHO TAKHM, HHYTO He HIMEHHIOCH,
(Cmeerca ot papocTh) Becs, Becs Geatit! O can moii! Tlocme Tem-
HOM HeHACTHOH OCCHM M XONOIHON 3HMEI, OISTTE THI MOIOM, IO~
JI0H ¢Y9acThi, aHreNsl HeGecHele He MOKMHYIH Teds... [...] Io-
CMOTpHTE, TOKOHHAS Mama HAET IO caly... B OeloM mnatee!
(CmMeeTcs oT pagocTH) 310 oHa. [...] MHe moxazanocs. Hanpaso,
Ha oBopoTe, Gelioe MepeBlo CKIOHANOCH, TIOX0XKE HA XeHIIH-

. [...] Kako# nsymurensusii cax! Beite MacChl I[BETOB, 'o-
nyﬁoe He6o... (13: 210)
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Benn st pogunack 37eck, 3GECH XKAIH MOH OTell M MaTh, MOH Iel,
a Jiofmio »roT HoM, 683 BUIIHEBOro caja A He NOHAMAI0 cBoel
>KHapd [...] Bexs Mol cere yroHyn agecs. .. (13: 233-34)

O Moi MHILIN, MOH HeXXHHIN, NpekpacHui can!., Mos xu3HE,
MO MOIOIOCTD, CuacTee Moe, mpomaii!.. [pomait!.. [...] B no-
CIIeIHHW pa3 BIrNAHYTh Ha CTeHbl, Ha okHA... [lo 3ToN KoMHaTe
moGHNa XCOWTs TIOKOHHaA Matsk... (13: 253)

Ljubov' Andreevna's happiness is not the abstract future happiness of humanity,
of Trofimov's demagogic "we". Her happiness is the beauty of these trees in
bloom against this blue sky, the memories of her childhood, of her mother — for
one moment, a tree becomes her mother wearing a white dress —, the memory of
her young son and his unexpected death; her happiness is her love for these
people and the cherry orchard as the place where they lived and died. The
orchard blooming again in the spring, every spring, in a real, beautiful and
fragrant show of resurrection (“after a dark stormy autumn and cold winter"), is
the only place on earth where happiness — love experienced, remembered, and
promised — is at all possibie. That is what Lopachin's axes are about to destroy.
Yes, the orchard is imperfect; it is too large and has no practical value, as Lopa-
chin points cut {(Act II}; human souls owned by the past generations of Ljubov'
Andreevna's family look reproachfully — or should! — "from every cherry tree,
from every leaf and every trunk” at the imaginary guilt-ridden bearer of social
consciousness strolling in the night, as pictured in Act IT for Anja Ranevskaja by
Petja Trofimov, the self-appointed chastiser of the atavistic gentry. But human
beings are themselves imperfect, and so is their happiness.

Lopachin's vision of happiness replaces the cherry orchard with its house and
other old buildings with "daénye ucastki" 'plots for summer cottages' rented at
10 rubles an acre ("po 25 rublej v god za desjatinn"), plots where the cottage
renter will 'do some farming’,

M TOTZa BUOIHEBEIA call cTaHeT CYacTIMBEIM, BOTATLIM, POCKOLI-
HEM. .. {13: 206)

TIpuxomuTe BCE CMOTPETS, Kak BpMmoJiaf JloaxMH XBATHT TOIO-
pOM OO BEUIHEBOMY Cally, Kak yHagyT Ha 3emiuio repesbs! Ha-
CTPOHM MBI J1a4, ¥ HAaIUK RHYKH H IIPABHYKH YBHIAT TYT HOBYIO
MUIHD... (13: 240)

Lopachin's scheme is economically rational and profitable, and such is the con-
tent of his quest for happiness. He recognizes beauty only as a promise (or
result) of profit, compare the above as well as this offer of a loan to Petja Trofi-
movy:
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A1 BecHoilt mocesAN Maky THICATY HECATHH H Telleph sapaboran co-
POK THICAT 9HCTOrG. A KOrJa MoH Maxk IBen, uTo 3710 §nioa 3a
kapruHa! Tak BoT 4, FOBOPIO, 3apaboTall COPOK THICAY H, 3HATHT,
npennaraie rebe pzadmer [...] (13: 244)

Petja Trofimov, by contrast, sees all formns of private happiness as mere foibles,
mere flaws of character or demeanor, including Lopachin’s idea of it. Petja's
quest for happiness is a life of self-denial, struggle, suffering, “extraordinary,
unceasing hard work", the ascetic quest of coilective (first-person plural} atone-
ment for someone else's past sins:

Mzt oTeTanu 1o kpafiHeif Mepe JIeT Ha IBECTH, ¥ HAC HET ellg POB-
HO HHYET0, HET OUpEeNneHHOT0 OTHOMEHHS K MPOIIIOMY |[...]
Beﬂ:b TaK SACHO: '-ITOGBI HAYAThH ZXHThE B HACTOATIICM, HAIO CHAYAIIA
UMCKYIHTE HAle TPOINoe, MOKOHTHTL ¢ HEM, 4 HCKYIHTE ero
MOXKHO TOJNBKG CTPATAHHEM, TOMLKO HeOOHYaMNEIM, HePephiB-
HBIM TpyaoM. Tlokimare ro, Aug, (13: 228)

With his negation of the private domain, Petja has no chance of learning about
his own hypocrisy. He declares himself to be one of those new and better men
who are "above love" ("my vy¥e ljubvi" 'we are above love', he says to Anja in
Act IT and again to Ljubov' ["Love"] Andreevna in Act III, covering himself
with the figleaf of his usual "we"), yet at the very end of Act I he exclaims to
himself as he watches Anja being taken to her room half-asleep: "(v umnilenii)
SolnyZko moe! Vesna moja!” (13: 214) ‘(overcome by tenderness) My sunshine!
My spring!' This unconscious declaration of his love for Anja is the last glimpse
of Petja's private (and unconscious, unrecognized) feeling. Lopachin with his
quest for happiness as gain will put the cherry orchard to the axe, and Trofimov,
for whom the cherry orchard is nothing but a reminder of social injustice, will
push Lopachin aside and introduce his brand of "new life", the new life of col-
lective guilt, collective responsibility, collective stupefaction and misery which
‘Cechov would not live to see but the presentiment of which, along with an
uncannily prophetic characterization of the dramatis personae who would bring
it abont, he left his readers in his last finished work.

Cechov's 1887 story "Sast'e ["Happiness"], which he identifies in an 1888
letter to Ja. P. Polonskij as the best of all his stories,?! contains a number of
textual etyma to the themes of indifferent nature and the quest for happiness, as
well as to the "breaking string” sign {both an icor and a symbol in Peircean
terms) found in The Cherry Orchard, and thus warrants close consideration. The
story is set shortly before dawn in the southern Russian steppe not far from
Cechov's native Taganrog; its dramatis personae are two shepherds, one young
and one old, and Pantelej, a middle-aged inspector in the employ of an estate
owner. There is also a flock of sheep thinking their "viscous" ("tjagu&ie")
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thoughts. The old shepherd tells stories about treasures buried in the steppe, and
amulets enabling people to find and dig out those treasures. In one of the old
shepherd's monologues, there occurs the first parallel ta Firs's lines in Act II,
spoken just after the sound of the string breaking:

OUPC. Tlepen necuacTseM TO (e OBUIO: H COBA KpUYala H CAMO-
rap ryznel Gecrepen.

I'AEB. Ilepen kakuM HecuacTeeM?

OUPC. Ilepen someit. (13: 224)

Compare the old shepherd's words:

"3axodeT HeIHCTAA CHIIA, TAK H B KAMHE CRHCTCTE HadHeT. Ilepen
BOIIEH ¥ HAC TPH IHA M TPH HOYH ckend ynena. Cam cibixan”. (6:
212)

This correspondence helps establish the genetic relationship between "Happi-
ness" and The Cherry Orchard. Further consideration produces results that bear
directly on the interpretation of the breaking string motif. Just before dawn, in
the middle of the old man's most gripping and personal "buried treasure” story,
in which his own brother acquires an amulet and is on the verge of success, a
strange sound is heard:

B THXOM BO3IyXe, PACCHITAACE IIO CTEITH, TIPOHECCH 3RYK. UTO-TO
BIIaJIK TPO3HO axXHYJ0, YAApHICCh O KaMeHL H IToGexxalo o cre-
v, wananas «rax!rax!rax!rax!» Korma 3pyk 3amep, crapuk Bo-
IIPOCHTCJ'ILHO Mmorasnachi Ha PaBHOOYINHOIO, HEIIQABHXKHO CTOAB-
wero Ilanrenes.

— 370 B 1IaxTax §agpsa copBaNack, — CKalal MOJIONOH, HONYMAaB.
Ve ceerano. (6: 2115)

In light of this description, it seems utterly impossible to take Lopachin's expla-
nation of the "sound of a string breaking” in The Cherry Orchard seriously. The
phrase "grozno achnulo" 'banged menacingly' and the onomatopoeia of the
sound itself bear precious little resemblance to the sound made by a musical
instrument's breaking string (and let us recall that the only musical instrument in
the relevant scene of The Cherry Orchard is Epichodov's guitar),

Toward the end of the story, the themes of nature's indifference and man's
impassioned search for happiness intertwine. Pantelej is about to ride off, but
not before saying to the two shepherds:

"EcTh CUACTLE, Id HET YMa HCKATL ero, [...] Ha, Tak B yMpellb, He
MOBHJIARIIH CYACThA, KAKOe OHO TAKOE &CTh... [...] Kro momo-
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JOXKE, MOJKET, H ROXKICTCA, & HaM YK H AyMaThk Oopa OpocETh".,
(6: 215-16)

Then Pantelej mounts his horse "looking as if he'd forgottén something or hadn't
finished saying something", and squints at a view in the distance:

B cuHeBaroll aN, THE MOCIeTHU BHIMMEE XOIM CIHBAJCS C
TYMaHOM, HMYTO HE IIEBEIHIOCh, CTOPOIKEBEE M MOICHILHES
KypraHH, KOTOPEIe TaM U CHAM BEICHIIACE HAZ 'OPH30HTOM H Ge3-
TPAHMHYHOIO CTeHBIO0, TIANEIH CYyPOBO M MEPTBC; B MX HErod-
BHKHOCTH ¥ Ge33BYUMN 9yBCTBOBAIIKCH BEKA H MOJHOE PABHOIY-
LIHE K MelIOBEKY; NPOHAIET ellle THCAYA JIET, YMPYT MHILTHAPIEL
Ionei, a OHH Bee elne GYRYT CTOSTh, KaK CTOANM, HUMAND HE
coxarnes 06 yMepIIHX, He HHTCpECYACh XKHBEIMH, H HA OIHA
ZKHBas IyIIa He OYJET 3HaTh, 3a9eM OHH CTOST U KaKyK CTEIHYO
TalHy OpaayT nop cofoH.

HpocHYBImMECA I'pad, MOJIYA M B OJHHOYKY, JETANY Hal JeMIe.
Hn B neHHBOM NIOJIETE 3THX HONTOBEUHBIX ITHII, HE B YTPE, KOTO-
poe TOBTOpSiETCA aKKYpATHO KadKIBIE CYTKH, HH B OelrpaHAv-
HOCTH CTEIH - HH B 9¢M He BHIHO OBITO cMBIcIa. O0BSITYHK
YCMEXHYJICS ¥ CKAJAIL

— 3xag umps, locrropy noMuiryit! Holigu-ka, Halou cgacthe! (6:
216) '

Cechov directs his character's glance at a pretext, furnished by the steppe, for his
own look at “indifferent nature”. In Cechoy, nature's indifference to a person's
existence (always a particular person's existence, never that of humanity in
general) has an important corollary, namely that nature's boundless expanse,
spatial and temporal, and the cyclical "neat repetition” of nature's phenomena
are in themselves meaningless. "What an expanse, Lord have mercy on ust Who
can possibly find happiness here!" This remark resonates in Lopachin's Act IT
monologue which immediately precedes Gaev's "prose poem”:

HHoit pas, korga He cuutes, 51 ayman: «f ocmonH [ef. "Tocnonm
momiLTyit!"], Tel man Ham rpomaiHEble jdeca, HeoOEBSTHEIE HOMAA,
rayGovaiimue ropusontsr [cf. "Oras umps [...]!"], B, kI8 TYT,
MHI ¢aMH JOIDKHEI bl TO-HACTOAINEMY OLITh BEIHKAHAMH.,.» (13:
224)

Lopachin answers the question implied by Pantelej in "Happiness”; to find
happiness in this expanse, you have to become a giant, you have to set gigantic
tasks for yourself and work hard te fulfill them — the way he, Lopachin, works,
Ljubov' Andreevna's retort to Lopachin's dream of giants assumes a characte-
ristically human and personal scale: "Vam ponadobilis' velikany... Oni tolko v
skazkach choroti, a tak oni pugajut”. (13: 224} "Yon need giants... They're fine
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in fairy tales alone, but otherwise they're frightening'. Lopachin's gigantism is
both meaningless and frightening. Ordinary human happiness is not even con-
ceivable outside of ordinary human dimensions, outside of the dimensions of a
specific private place that gives meaning to a private life (Ljubov' Andreevna's
cherry orchard). The temptations of the superhuman, of sweeping gestures and
generalizations, of happiness imaged as a treasure buried somewhere in the vast
emptiness of the steppe or in the emptiness of the future brought about by the
destruction or abandonment of the past {Lopachin and Petja Trofimov), can only
be born and borne in a mind as unformed and uncultivated as the expanse of the
"silent steppe and ape-old mounds”. "One doesn't have the intelligence" to find
happiness, says Pantelej; and even if one could find it, one wouldn't know what
to do with it. When the young shepherd asks what the old shepherd would do
with the treasure if he found it, the latter does not have a clue:

— d-107? — ycMeXHyncs cTapuk, ~ ', Tonexo 6H HallTH, a TO...
Tniokasan Oul A BeeM KysekHHY MaTh... I'm! 3Hato, 4To nenmars. ..
U crapux ne cyMell OTBETHTb, ITO OH OYJET HellaTh C KJIAIOM,
€CIIH HalifeT ero. 34 BCIO 3KU3Hb 5TOT BOIIPOC TIPENCTARAIICS €My
B 3T0 YTPO, BEPOSITHO, BIIEPBEIS, 4 CYNS II0 BHIDAXKEHWIO ITHIA,
JIErKOMEICHEHHOMY ¥ fe3pasiiiuHoOMY, He Ka3alcsa eMy BAXKHBEIM
¥ JIOCTOMHBIM pasMbilineHus. (6: 217-18)

Lopachin and Petja Trofimov, the two ascending powers in The Cherry Op-
chard, do not fare any better than the old shepherd in that regard. Where "Hap-
piness" and The Cherry Orchard differ is in the structural and symbolic resolu-
tion of the search for happiness theme, In "Happiness", the contrastive juxta-
position of nature's indifference and the human search for happiness is followed
by an epiphanic sunrise, the light of the rising sun together with a shift in view
point from the steppe to the peak of the Saur, the tallest mound in the steppe,
allows the reader a saving glimpse of a different life "which has nothing to do
with buried happiness and ovine thoughts". In The Cherry Orchard, by-contrast,
the scene in Act I which culminates in "the sound of a string breaking” begins
at sundown. "The sun has set, ladies and gentlemen”, Gaev announces, and his
announcement, in terms both of the context of the scene and its anagnostic
counterpoint, has obvious eschatological overtones.22

The eschatological overtones have already been signaled in the stage direc-
tions at the end of Act I: "Daleko za sadom pastuch igraet na svireli". (13: 214)
'"Far away, beyond the orchard, a shepherd is playing his pipe’. In a letter to
Stanislavskij of November 5, 1903, in which Cechov gives the director
important instructions on various aspects of the stage set and production, he
writes: "Va3 pastuch igral choroo. Eto imenno i nuZno".23 Far from being an
insignificant sound effect, the sound of the shepherd's pipe is yet another literary
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reference, a self-reference in this instance.2* Cechov intended his audience to
recall his "Svirel™ ["The Shepherd's Pipe"], a story also written in 1887, which
both structurally and thematically is closely related to "Happiness”. Here, too, a
passerby in the employ of a landlord encounters a shepherd, engages him in
conversation, and then leaves.? "The Shepherd's Pipe" begins with the sound of
that shepherd playing his pipe, yet the sound is described in a way that frustrates
the reader’s expectation of a pastoral idyll:

Hrpok Gpan Be Gonee MATH-[HSCTH HOT, IEAHEBO TAHYI HX, He CTa-
padgch CBA34ATL HX B MOTHB, HO TEM HE MEHEE B €I'0 ITHCKE CIIbIIa-
JIOCE 4TO-TO CYPOBOC H UPes3BHIAHHO TOCKIHBOE. (6: 321)

The ominous implications of this description are borne out by the shepherd's
words which tell of the current decline of the natural and human world: rivers
and marshes are drying up, land is being deforested, fish and game disappear,
people of all classes are getting worse both physically and morally from year to
year, The end of the world, "vseochvatyvaju€aja gibel™ 'all-embraching ruin'
precipitated by humanity's failure to do God's will, is imminent. The shepherd's
prophecy concludes with his interpretation of a recent eclipse, that traditional
harbinger of cosmic cataclysms: "Znacit, bratuska, i v nebe neporjadok-to!
Nedarom ono..." {6: 326) 'That means, brother, there's disorder even in the sky
[or 'in heaven’]! It's not for nothing...' The shepherd looks at the sky and starts
playing his pipe. Just as in the beginning of the story, he plays a few squeaky
notes that fail to make a tune:

Camble BLICOKHNE NHCKIHBLIE HOTH, KOTOPEIE TPOSKANH M 05pHBa-
JIMCE, KA34TI0CE, HEYTEIIHO IINAKAIH, TOTHO CBHPENh GhTa GonnHa
H HCHYTaHa, 4 CAMBIG HIKHHE HOTEHL II0UEMY-TO HAlIOMHHAIM TY-
MaH, YHEBUIEE TepeBbd, cepoe Hebo. (6: 326-27)

The sense of the approaching catastrophe is enchanced by Cechov's description
of the imminent late autumn (the relevant phrases are underlined):

YyscTBOBANACE GIIHIOCTE TOIO HECUACTHOI'0, HHYeM HE MPeNoT-
BPATHMOr'O BpPEeMEHH, KOFTA TONA CTAHOBATCSA TEMHEL, 3eMIIS

Cpsigra ¥ XOMONHA, KOrma JIIAKYIds HBd KaKeTCH enle IevYalh-
Hee, H M0 CTBOMY €C [TON3YT CHeID], H JHIINL ONHH KYPaBIIH YX0-

AT ot oOmed ekl na H T¢, TOUHO 005CE OCCKOPOHTE YHEIIY IO
TPHPONY BHPAKESHUEM CBOEI0 €IaCTh, OTMANIAIT NONHebeCH:

CpPYCTHOH, TOCKITHROH mecHeit. (6: 328)

The story ends with the passerby listening to the fading sounds of the pipe as he
departs:
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[...] a xormua caMas BEICOKAS HOTKA CBHPENH NPOHECACH TIPOTIAK -
HO B BO3IYXE U 3a0POKATIA, KAK MOJIOC IITA9yIIero YeIOBeKa, eMy
CTAJO YPedBbLIYAHHO FOPLKO M ODHIOHO HA HEUOPAMOK, KOTOPHIH
3aMeyajicd B IPAPOHE.

Bricokas HOTKA 3aipoxKalia, 060pBalach, H CBHpellb CMONKIA. (6!
328)

Thus ends the story, on a high note lingering in the air and breaking off. "The
distant sound as if from the sky, the sad fading sound of a string breaking" heard
twice in The Cherry Orchard echoes that sound, rife with eschatological over-
tones. It does not just "symbolize"; for the reader who recognizes the etymon,
the sound of the string breaking connotes the approaching catastrophe by bring-
ing to mind the significance which the echoed sound in "The Shepherd's Pipe”"
has, almost in the same way as the shepherd's pipe connotes the trumpet call
described by Christ in St. Matthew 24: 30. The atmosphere of impending
disaster has been reinforced by the anagnostic presence of "Gre¥nica", as has the
knowledge, through "GreSnica"s New Testament etymon, that love can save. Of
the three quests for happiness — Ljubov' Andreevna's, Lopachin's, and Trofi-
mov's — only Ljubov' Andreevna's is justified ("Thler sins, which are many, are
forgiven; for she loved much.,." [St. Luke 7:47]).

4, The Sound of Strings Breaking and Its Etyma

Count A K. Tolstoj, whose importance in the play is signaled by the role of
"Gre¥nica" in Act I, has a famous poem — famous not only because “standard"
and frequently anthologized, but also becavse three prominent national
composers — N.A. Rimsky-Korsakoff, César Cui, and Anton Rubinstein —
independently and approximately at the same time set it to music (Tolstoj 1963:
744);

3BoHYe XKaBOPOHKa NEHbE,
Slpue BeITHHS [BETHI,
CepIie IONMHO BIOXHOBEHES,
Heb6o nomo XpacoTsL.

PazsopBaB TOCKH OKORH,
1lenmy nomnele pasGHe,
HaGeraeT X34l HoROM
TopxxecTBylONNMA IPHINE,

M 3ByaHT CREKO ¥ 10HO
HoBEIX cun Moryuni cTpoH,
Kax HaTAHYTHE CTPYHEI
Mexny HeGoM U 3emieH, 26
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The phrase "veSnie cvety” 'spring flowers', phonologically (metaleptically), sy-
necdochically, and metonymically related to "viSnevyj cvet" 'cherry blossom'’
(cf, vi¥névyj cvet ‘cherry color’), is echoed throughout The Cherry Orchard,
beginning with the play's very title, "Vi¥nevyj sad".2? The poem is echoed in
Ljubov' Andreevna's first significant monologue, discussed in part above:

O can mMoit! Tlocne TeMHON HEHACTHOR OCEHM H XOTOIHOM SHME
[cf. "pa3zopBaB ToCKH OKOBEL"], OMATE TEL MOJIOX ["KHUIHHA HOBOL /

[...] npumas", "aeyguT cBexo u o / HoBuix cun [,,.}"], monox

cuactesa ["Ceprue nomso BroxHoBeHbs, / Hebo monvo kpacort'],
anreikl HeOecHHe He NMOKMHAYNA Tebd... [...] Kakol Haymu-
TeIeHbIH can! Benble MaceH IBETOR, ronyGoe HeGo... (13: 210)

But the apocalyptic shepherd's pipe sounds at the end of Act I. The doomsday
overtones of "The Shepherd's Pipe"” contrast dramatically with the songlike,
ecstatically optimistic tone of Tolstoj's poem (and the three popular hits it
produced). The passage already quoted from the final scene of "The Shepherd's
Pipe” ("Cuvstvovalas' blizost'...", see page 35 above) is both thematicaily and
structurally the reverse of the A.K. Tolstoj poem. Cechov's cranes ("¥uravli”)
that end the passage by escaping "the general calamity” singing their "sad,
melancholy song" are the seasonal and architectonic opposite of A K. Tolstoj's
skylark ("favorenok™), whose resonant song heralding the coming of spring
begins Tolstoj's hymn. Cechov takes issue with Tolstoj's optimism expressive of
the hopeful upsurge of Russia's creative energies that culminated in the reforms
of 1861 and the subsequent years.28 The Freedom Act of 1861 is described. as
"the Disaster" by the very people who were supposed to benefit from it, The old
servant Firs, who serves as the "shepherd” not only of Gaev but arguably of the
entire Ranevskaja household and who often echoes the old shepherds in
"Happiness” and "The shepherd's Pipe",?? speaks of the 1861 Freedom Act as
the calamity that destroyed order, however imperfect it was, replacing it only
with chaos:

JIOTIAXWH, Ipexxne oyeHb xopomo Suiro. Ilo xpaiineif mMepe,
gpamm. PUPC (ne paccnninias). A eme 65l Myskuka mpu rocro-
Oax, FOCIiona IpH MYXHKAaX, a TEIeph BCe Bpasnpols, He moH-
memb HuYero, (13: 221-2)

The old shepherd in "The Shepherd's Pipe” sums up the situation: "I v nebe
neporjadok-to!” ‘There's disorder even in the sky!' This disorder in natere and
human affairs contrasts stridently with A.K. Tolstoj’s "novych sil mogugij stroj"
‘'mighty concord of new forces'. And if there are any "new forces™ in the world
as it appears in The Cherry Orchard, they are Lopachin and Petja Trofimov.
"Nabegaet Zizni novoj / TorZestvajuiij priliv" 'The triumphant tide / Of a new
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life is overflowing' is echoed mockingly in the gloating triumph of Lopachin in
Act IIT and in Petja Trofimov's gushingly corny yet sinister apostrophe "Zdrav-
stvuj, novaja Zizn'!" 'Hello, new life!’, emitted to the accompaniment of
Lopachin's axes. "Vsja Rossija na$ sad!" 'All of Russia is our orchard!"30 Count
AK. Tolstoj's strings3! tantly strung between heaven and earth, the strings that
bind heaven and earth together in one harmonious whole (stroj means "[musi-
cal) temperament, concord”, cf. German Stimmung) imaged like the cosmic
cithern of the Pythagoreans32 - it is those strings that break in Act Il and at the
end of the play, in Act IV, as Firs, the last living link between the past and the
present, lies on the brink of death, abandoned in the house destinred for demo-
lition.

The image of a taut string about to snap as a metaphor for imminent cata-
strophe33 has yet another recognizable source in a famous work by a prose
writer whose aristocratic title and last name, although homonymous with the
poet's, are sufficient to name him and only him: Count L.N. Tolstoj. In the
Epilogue to War and Peace, Pierre Bezuchov explains to an intimate circle of
friends and family his views of the contemporary situation and his remedy for it:

Bc# canmkoM HaTAHYTo H HenmpeMeHHO JomnHeT [...] Korma Bel
CTOHTE H KEETE, 9TO BOT-BOT JOMHET 3TA HATSIHYTAS CTPYHA, KO-
ria BCe XKAYT HEMHHYEMOro NEPeBopoTa, HAI0 KAK MOXKHO Tec-
Hee H GONBIIE HAPONA BIATECA PYKa ¢ pyKkoH, YTOGH IPOTHBO-
crosTh 06Welt karacrpode [...] Msi TONBKO WA TOro, TEOOR
sapTpa IIyrazes He IIpHIICH 3ape3aTh H MOHX H TBOHX JcTel H
qro0K ApaKYecE HE [TOCHAl MeHA B BOGCHHOS IIOCENEHHE, ~ MEI
TONBKO A7L5% 9Toro GepeMcs pyka ¢ pyxol, ¢ OQHoH 1iesiblo obinero

6nara u ofwel GesomacHoetd. (L.N. Tolstof, Vajna i mir, Epilog,
Zast' I, glava XIV)

Like a true prophet, Cechov not only predicts and symbolically describes the
coming disaster, he also tells his listeners or readers anagnostically what they
ought to do in order to prevent the disaster from sweeping them away.

May Cechov's prophecy be re-cognized by more "honest people” among his
play's readers and viewers — especially in today's Russia but also abroad — than
ever before.

Notes

1" For this brand of philology, see a useful summary in Boeckh 1968; 3—46.

2 This is the first and las occurence of "intertextuality” in my essay, I reject this
term, which Julia Kristeva built on the ruins of Husserl's "intersubjectivity” —
after the subject had been deconstructed —, for three reasons. First, } cannot



66

Alexander Lehrman

condone, morally or theoretically, the Iéniniste liquidation of the thinking
subject as a philosophical and cognitive category. Second — if we suspend the
first and adopt "intertextuality” as a mere technical label-, we see that it is
justified if and only if it applies to that relatively rare sitzation in which lite-
rary texts really are inferrelated, namely, A addresses B and then B replies to
A (as in letter-writing). Usually the relationship of literary texts is one-way
only. Third, intertextual theory is a hodge-podge of heterogeneous termino-
logies, ideologies, and formalisms (see Plett 1991 for examples of that type
of theoretical discourse). The term "subtext” (a calque from the Russian pod-
tekst, made available through the admirable work of Kiril Taranovsky and
Omry Ronen), like its traditional counterparts "allusion” and "echo", does not
oblige the interpreter-critic to investigate what happens after the "sweet mo-
ment of recognition”. The term "etymon” does. (I use it to denote a text from
which a later text is derived.) I also propose the term "anagnosis" (with the
matching adjective “anagnostic”, both from anagignoskein) to describe the
yet unnamed process of re-copgnizing a "subtext", returning with it to the text
in question and then imaginatively constructing its new meaning in that text.

The last edition supervised by A.P. Cechov: Anton Cechov, Visnevyj sad.
Romedija v fetyrech dejstivijach. (St. Petersburg: AF. Marks, 1904). Quota-
tions from Cechov's works are taken from Polnoe sobranie solinenij i pisem,
ed. N.F. Bel¢ikov et al. {(Moscow: Nauka, 1974-83); references to Sofinenija
are by volume and page number, references to Pis'ma are so identified, fol-
lowed by volume and page number. All references to this edition will be
included parenthetically in the text. Unless otherwise noted, all of the trans-
lations are my own.

For a good account of Stanislavskij's stereotypical nusreadmgs of éechov s
themes and characters, see Simmons 1962: 611-617. See also Cechov's
letters concerning the various problems in Stanislavskij's and the Art Thea-
ter's interpretation and staging of The Cherry Orchard (to Nemirovi¢-Dan-
denko, of 2 Nov. 1903, Pis'ma 11: 293; to Stanislavskij, of 5 Nov. 1903, 297;
to Batju¥kov, of 19 Jan. 1904, Pis'ma 12: 15), espectally his letters to Ol'ga
Knipper-Cechova of 29 March and 10 April 1904:

[...] AkT, KOTOPHH LOIDKEH NPOMOIKATECA MHHYT 12 maxi-

mum, y pac HaeT 40 MAHYT. OTHO MOI'Y CKa3aTe; CI'yOHI MHS

nnecy Cranucnasekuii. Hy, na Bor c #Hum, (Pis'ma 12: 74)

HemupoBHY H AnlekceeB B MOeH IbeCe BHIAT HOIOKHUTEILHO

HE TO, 9YTC s HAIIMCAIL, H 5 ['OTOR JATh KaKoe YCONHO CIORO,

gTo 00a OHY HM pa3y He IPOYIN BHUMATEIHHO MOEH Ihech,

Ilpoctn, HO f yRepsto Te6s. (Pis'ma 12: 81)

See e.g. Clausen 1987, Hollander 1981; in Russian philology, Taranovsky
1976, Ronen 1974, Amert 1992,
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6 A, Belyj 1904: 47. Belyj reverses the sequence of events in the passage he
describes: first, the sound is heard, then the passerby apppers.

7 Texopckuit cHMBONMUSCKHI NpeiMET MPRHALTEKUT cpady IBYM chepam
~ 4pealbHOH» W CUMBOIMYECKCH — M HH OFHOH H3 HHX B BoJbiNel, yeM
I[pyl"Oﬁ. OH ne ropHT COHUM PORHBIM CEETOM, HO MEPINAET — TO CBETOM
CHMBOJTHYECKHAM, TO PEANBHbIM, (Cudakov 1971: 172)

8 The title of Maurice Valency's book on Cechov's plays is The Breaking
String {1966), and the title of the book's last chapter is "The Sound of the
Breaking String". Valency describes the significance to him of this symbol in
the following passage.
One of the constant complaints of the time centered on the
breakdown of communication between fathers and sons, and the
abyss that divided the older generation from the younger... The
golden string that connected man with his father on earth and his
father in heaven, the age-old bend that tied the peasant to the past,
was not to be broken lightly. When at last it snapped, the result, we
have discovered, was both world-shaking and soul-shaking"”. (289-
90)

David Magarshack ("The Cherry Orchard”, in Wellek 1984: 168-182) does

not doubt that Lopachin's explanation is the correct one;:
It was a sound Chekhov remembered from his own boyhood days
when he used to spend his summer months at a littie hamlet in the
Don basin. It was there that he first heard the mysterious sound,
which seemed to be coming frem the sky, but which was caused by
the fall of a bucket in some distant coal-mine. With the years this
sound acquired a nostalgic ring, and it is this sad, nostalgic feeling
Chekhov wanted to convey by it. It is a sort of requiem for the
‘unhappy and disjointed' lives of his characters. (181}

Francis Ferguson ("The Cherry Orchard: A Theater-Poem of the Suffering of

Change", in Jackson 1967: 147-160) refrains from identifying the sound but

interprets its significance in the scene:
This mysterious sound is... te remind us of the wider scene, but
(though distant) it is sharp, almost a warning signal, and all the
characters listen and peer toward the dim edges of the horizon. In
their attitudes and guesses Chekhov reflects, in rapid succession, the
contradictory aspects of the scene... Lyubov feels the need to
retreat, but the retreat is turned into flight when 'the wayfarer'
suddenly appears on the path asking for money. Lyubov in her
bewilderment, her sympathy, and her bad conscience, gives him
gold. The party breaks up, each in his own way thwarted and
demoralized. (154)
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Georges Banu's note to Lopachin's line in the French translation of the play
{Anton P. Tchekhov, La Cerisaie [Paris: Flammarion]) takes the bucket ("une
benne") explanation even further:
Pendant les années 1870-1873, il y a de trés nombreuses ouvertures
de mines et la Russie se distingue alors par une forte exploration du
charbon. La politique menée par le tout-puissant ministre De Witte,
le «Colbert russe», va assurer le développement de l'industrie
lourde, ce qui entraine le triplement de la production de charbon. Le
phénoméne n'est pas étranger non plus a l'extension du réseau des
chemins de fer, (142)
Cf. a similar socioeconomic commentary on the sound in Hahn 1977:
It is the sound of social transition, of the passing away of a
particular class, as the wheels of a society begin to turn. As the
string snaps in the sky..., the historical process that will absorb them
is almost palbable. (17)
J.-P. Barricelli (1977: 121-136) insists that "the backgronnd of the sound
must be sought in folklore" (127); his search for the meaning of Cechov's
symbols (the snapping string, the hooting owl, etc.} takes him to Slovakia,
Switzerland, and ancient Egypt (127ff.).

Cechov's bad'ja is translated by different transtators as either bucket' or tub'.
The Russian word may denote either a relatively small vessel for transport-
ing coal out of a coal mine (a bucket) or a relatively large one for transport-
ing miners up and down within the shaft. However, Cechov himself indirect-
ly suggests the choice of a tub'. The protagonist of his story "Perekati-pole"
[“The Tumbleweed"] (1887) narrates an episode in which he nearly escapes
death when the badja in which he is descending into a mine shaft breaks off
its chain; he escapes death but is badly injured (6: 260, with notes, 674-5).
the potentially tragic consequences of a badja fall make Lopachin's interpre-
tation of the sound all the more ominous. Andrej Belyj provides additional

-evidence for the translation of bad’ja as 'tub’ ("anybody can understand that

there is horror in that", see the quotation on page 3f.).

10 See S.D. Balukhaty, "The Cherry Orchard: A Formalist Approach”, in Jack-

11

son 1967; 136-146, esp. 143.

In the absence of a more detailed study, I direct the reader to Bitsilli 1983,
esp. Chapters 5 and 7, and Cukovskij 1967: 103-22 and 195-200.

12 Bjalyj 1985: 187 and Kataev 1989: 249-250 mention additional literary pre-

cedents for the sound of the breaking string. Bjalyj gives one etymon from
Heinrich Heine's poem "Sie erlischt” and one from Turgenev's prose poem
"Nimfy", but stops short of demonstrating their relationship to Cechov's text
or interpreting their significance (cf. my discussion of Turgenevian etyma
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below). Kataev suggests yet another Turgenev paralie] (from the story "BeZin
Lug"}). The parallel does not guite fit (cf. Turgenev's description of his
unidentified sound as "protja¥nyj" 'long drawn out’) but Kataev takes it for
granted and proceeds to describe its significance rather nebulously as follows
(250):
Typresesckull 38yK oT «CuyacTesi» K «BHIIHEBOMY calyy» NpH-
06pel HOBBEe OTTEHKH, cTAll IToACOeH BRYKY JIOITHYBILEH CTPYHEL
B nocnenHelt Meece B HeM COSIHHAHUIIACE CHMEOJIMKA JKHIHHA H
pomeael, Poccru: HamoMHuHaHME 0 ee HeoO'BITHOCTH 1 O BPEMEHH,
TIPOTEKAIOIICM HAN Hel, 0 4eM-TO 3HAKOMOM, BEUHQ 3BYUAIIEM
HaJi PYCCKHMH IIPOCTOPaMH, CONPOBOXKIAIONEM GecaHCIICHHEIS
TPHXOJE H YXOIH BCS HOBMX TIOKOJEHIN.

13 Cechov wanted to emphasize the importance of this quotation by having his
Station Master recite the poem in a low-pitched voice (Cechov's letter to V.L.
Nemirovi¢-Dandenko of November 2, 1903 [Pis'ma 11: 293-4]: "HaganeHuk
crasnuy, ypTawuui B III akre «I'pelnHuny», — akrTep, MOBOPANINI
Gacom". (294)

14 Quotations are taken from A.K. Tolstoj 1963: 507-512. All subsequent
references to this edition will appear parenthesized in the text. First published
in Russkaja beseda, no. 1 (1858): 83-88.

15TAEB. Bumusia He 9a JBOPsAHHHA M Bella ceGsl, HeNb3s CKa3aTh, 9TOOH
oyeHs noGpogerentio. OHa xopoluas, nobpas, ClaBHAs, 4 ee 04eHb JIOG-
10, HO, KaK TaM HE NPHAYMEBIBai cMArdaciue o6CTosSTENLCTRA, BCE 3Ke,

HaO COSHATECH, OHA TIOPOYHA. ITO UYBCTBYETCH B e¢ MaleHIleM JBHAXKe-
aud. (13: 212)

16 Elisaveta Fen: "God bless you, Mamma!" (Chekhov, Plays, translated and
with an introduction by Elisaveta Fen [Baltimore: Penguin, 1959]: 385).
Similarly Ronald Highley (The Oxford Chekhov, tr. and ed. Ronald Highley,
vol. Il [London: Oxford University Press, 1964]: 187) and David Magarshak
(Chekhov, Four Plays, tr. David Magarshack [New York: Hill and Wang,
1969]: 232). Stark Young: "I bless you" (Chekhov, The Cherry Orchard, ed.
Herbert Goldstone [Boston: Allyn & Bacon, 1965]: 33) and Eugene K,
Bristow: "I give you my blessing" (Anton Chekhov's Plays, tr. and ed.
Eugene K. Bristow, 1977]: 201).

17 This is the symbolism intuited and described in Belyj 1904,
18 Cf. Cechov's use of A.K. Tolstoj's Gre¥nica in his story Ulitel’ slovesnosti

(see Julic W. de Sherbinin's "Life Beyond Text: The Nature of Illusion in
"The Teacher of Literature', in Jackson 1993; 115--126.
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19 The editor of Vestnik Evropy announces in his introduction to the first
publication (Qctober 1882) of the "prose poems” Turgenev's consent "pode-
lit'sja s &itateljami [...] temi mimoletnymi zametkami, mysljami, obraza-
mi..." 'to share with readers [...] those fleeting notes, thoughts, images..."”
(Turgenev 1898: 64).

20 Cf. Ol'ga Knipper-Cechova's letter of Aug. 25, 1901 to her husband, in which
she describes Lika Mizinova's recitation of the most popular among Turge-
nev's "prose poems”, "Kak chorodi, kak sveZi byli rozy..." ["How pretty, how
fresh were the roses..."] at an audition for the Moscow Art Theatre; see
Pis'ma 10: 336. The other pieces recited by Mizinova were 2 monologue
from Cechov's Uncle Vania and a scene from Count A.K. Tolstoj's tragedy
Car' Theodor loannovic,

21 The letter is dated March 25, 1888 (Pis'ma 2: 219). In it, Cechov asked Polon-
skij to allow him to dedicate the story to him. "SZast'e” was subsequently,
published with that dedication.

22 Richard Peace is the most recent in a long line of commentators who sense
something much larger that just a sunset in Gaev's announcement. Unfortu-
nately, he too is infected with the vulgar sociologism of Soviet critics:
"Gayev's setting sun seems like a valedictory symbol for an age and a class".
(Peace 1983: 134)

23 Pis'ma 11: 298. In his letter of November 1, Stanislavskij wrote:
Jlerom s manucan gorHorpagom pokox mactyxa. Toro camoro,
Koroporo B mo6umm B JIobuMoske. Brmo gynecHo, A Teneps
3TOT BANTHMK o4eHb Ipuronuted. (Pis'ma 11: 616)

24 That the sound of the pipe is a literary echo was apparently first recognized
by Tulloch 1980: 189,

25 The shepherd in "The Shepherd's Pipe" is described in terms strongly remi-
niscent of the old shepherd in "Happiness". Cf. in "The Shepherd's Pipe":
"starik [...] to¥&tj, v rvanoj sermjage i bez $apki” ‘an old man [...], emaciated,
dressed in a torn coarse shirt and without a hat'; in "Happiness™: "to¥&ie pledi”
'emaciated shoulders' and the pathetic sight of the shepherd's back, "back
with sunburn and old age", bared by his "chol¥¢evaja rubacha" "coarse linen
shirt' which keeps creeping up as he gesticulates.

26 First publication: Russkaja beseda, 1858, no. 1,789-90. Incidentally, "The
Sinful Woman" was first published in the same issue.
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27 Cechov intentionally placed the eccent on the first syllable of the word
visnevyj; i.e., the unusual vi¥nevyj, not the customary vi¥névyj. K.S. Stani-
slavskij (Moja Zizn' v iskusstve, in Sobranie sofinenij, vol. 1 [Moscow: Is-
kusstvo, 1951]: 268) records this in his memoirs; :

Yexop BRIICPKAN NAY3IY, cTapasck OuTh cepbésHuM. Ho 5TO eMy
He VI2BajloCh — TOPXKECTBEHHAS yNpIbKa H3HYTpH IpobHBaIach
Hapyky. «[locnymaiite, a >Ke HalleNn YyJecHOe HA3BAHME IS
meecel. YynecHoe!» — 0OGBABHI OH, CMOTPST Ha MEHA B yIIOP.
«Kakoe?» — mapomHoBaNncH A. «BAMHeBHH cal», — 4 OH 3aKa-
THIICA PAJIOCTHEIM CMEXOM, A He NMOHSAT IIPHYHHLL €10 PaJOCTH K
He HAINET HUHEro 0coBCHHOrO B HAZBaHHK.
The accent vi¥nevyj "cherry-tree (adj.) distinguishing it from vi§névyj, rela-
ting to the fruit (as in "cherry pit"), is somewhat archaically recherché. This
stylistic (&r:‘fi social) fact may well have been the source of Cechov's alleged
hilarity. Cechov may also have had in mind a poem by A.K. Tolsto}, in one
of whose stanzas the phrase "vi§nevyj sad" 'the cherry orchard’ appears with
the accent on the first syllable. Stanislavskij just did not get it, to Cechov's
apparent dissapointment. Subsequently Cechov even insisted that Stani-
slavskij pronounce the play's title "Vi¥névyj sad” (Stanislavskij 1951: 269).
Here is Tolstoj's poem:
HeTo4HNK 32 BAIHEBHIM CalioM,
ClielB: CONBIX EBHYbHX HOT,
H TyT 2xe oTTHCHYNCA PAIOM
I'BoamsaMu NonGHTHIHA caror,
Beé THX0 Ha MecTe UX BCTPEUH,
Ho gyeT persuBO Mol yM
H 1memnoT, 1 cTpacTHEE peyH,
H Benep pacnnecKaHHEIX IyM.., (153)

28 Cf. Firs's remark: 'T didn't agree to be freed then, I stayed with my masters. ..
(Pause) I remember, everyone was happy, but why there were happy they
didn't know themselves'. (Act II, 13: 221)

29 The parallel between Firs and the old shepherd in "The Shepherd's Pipe" is
briefly discussed in Tulloch 1980: 189.

30 In the spring of 1904, Viktor Baranovskij, a Kazan University student, wrote
Cechov three letters — a rare testimony of a contemporary's reception — about
The Cherry Orchard. Tn his second letter Baranovskij writes:

Your play may be called a frightening, blood-soaked drama; God
prevent it from unfolding. How horrible, how frightening it feels,
when the dull sounds of the axe are heard off-stage!! It is horrible,
horriblie! One's hair stands on end, one shudders!., [...] The cherry
orchard is all of Russia!" (Cechov 14: 502-03)
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Symptomatically, the Stalinist literary critic V. Ermilov recognized in Petja
Trofimov a kindred spirit and used his phrase "All of Russia is our orchard!”
as the title of the last section of the chapter on The Cherry Orchard in his
1948 book Dramaturgija Cechova (pp. 265-68). To Ermilov, the Soviet
Union of 1948 is a "magical blossoming orchard" (265) into which Russia
was transformed by Anja and Trofimov (whom Ermilov compares with
Nadja and Safa from "Nevesta" ["The Bride"], Cechov's last story).
According to Ermilov, Nadja and Anja "join the revolutionary stmggle for
the freedom and happiness of the motherland" (267).

31 In A K. Tolstoj's poem, "the mighty concord [con-chord] of new forces" re-

32

sounds /ike the strings stretched between heaven and earth: it is a simile. In
Cechov's play, the sound of strings breaking is as real as any other sound
coming from the stage; his stage directions leave no room for doubt.

See Leo Spitzer's masterful discussion of the Pythagorean etyma of the idea -
of harmonia mundi in his posthumously published book Classical and Chris-
tian Ideas of World Harmony (1963), esp. Chapters 1 and If, Cechov's fami-
liarity not only with Greek patristic thought but also with its classical sources
(including Cicero and the Stoics such as Epictetus and Marcus Aurelius),
although it is well documented, has not been explored in terms of its impli-
cations for his creative work,

33 The image of a snapping string as a symbol of disaster occurs several times in

L. Tolstoj's Anna Karenina, e.g. Part IV, Chapter XXI:
—Her, CtuBa, — cKa3afa oHa. —~ I nmorufna, morudnal Xyxxe gem
moruGna. [...] A — xak HaTAAYTaA CTPYHA, KOTOPAS JOJIKHA JIOI-
HyTb. Ho eme He KOHYEHO... U KOHIMTCA CTPAlIHo.
— Huuero, MOXHO ITOTHXOMEKY CITYCTHTE CTPYHY. [...]
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