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chapter vir:

"the ship" ("lodka")

One of the plays which was discussed in the preceding section,

that is '^lavrukh", was in part constructed on the basis of song-

dramatisation. This method of forming playlets or scenes within

the framework of larger plays was a common one in the Russian folk-

theatre. One of the most popular plays of the non-ritual theatre

repertoire, "Lodka",^ originally evolved in just this way.

The plays in the cycle "Lodka" may be composed of a variety of

different scenes but they are linked together thematically as plays

about brigands and structurally by the dramatisation of the songs-

"Bhh3 no MaTymice no Bo-ire",

which occurs in most of them and which provided a basis for the

addition of other elements.

The play "Lodka" was one of the best-known forms of folk-drama

in pre-revolutionary Russia and variants of it can be found in almost

every part of the country from Archangel in the far north to the

1* I have used the general title "Lodka" in this chapter for purposes
of convenience. It encompasses a large group of plays and dramatic
scenes (about 40-45 known texts) bearing a variety of titles:
"Shaika Razboinikov", "Shlyupka", "Ermak", "Ataman Burya",
"tlashen'ka", "Mogila Marii", etc.
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Ukraine in the south, from Kazan' and the Urals to Chernigov in the

south-west. V.Yu. Krupyanskaya in her thesis on "Lodka" 1 suggests

that the original home of the play was to be found in Central European

Russia, in the areas around Moscow and more particularly in those

areas which had for long been associated with Russia's textile

industry, the governments of Moscow, Yaroslavl, Tver and Vladimir

from which it gradually spread in all directions, to Petersburg and

its immediate vicinity, to the east and the Urals and to the south

and the Ukraine and the preserves of the Don Cossacks.

The existence of "Lodka" in the north was attested by Qnchukov,

who includes several versions of it (from the Onega-Archangel

district) in his anthology of Northern Iblk-drama. It gained

particular popularity, however, among the Cossacks of the Don and

the Urals which is not to be wondered at considering the historical

background of these regions and their connections with such half-

brigand, half-popular heroes as Ermak and Stepan Razin.

The upper Don region had a flourishing folk-theatre tradition

in which variants of "Lodka" played a prominant part, mainly in

variants which reflect later historical events rather than the original

period of the play's existence, such as "Sud Atamana Bur'i", "Ermak",

1. V.Yu. Krupyanskaya, "Narodnaya drama Lodka, ego genezis i litera-
turnaya istoriya" (from a lecture at the meeting of the Fblklore
Commission of the Institute of Ethnography on 2nd April, 1945)*

2. N.E. Onchukov, Levernye narodnye dramy (sFb. 1911).
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"Ataman Churkin", "Konets Sem'i Preklonskikh", etc.1 In the Urals

the play was known particularly at Ekaterinburg and in the region

round Pema, for example in the villages of Levshino, Verkhnie Mully,

and Ammarinakaya. Thus in the village of Levshino:-

"CodnpaAH nyvb jik He co Bcero coxa AonaAeii, ao

60-70 roxoB, kx noaneiibaah BOAKoii, hto<5h ohh "he

cMoTpeaH ceHTHdpein", 3anpnraAii ryeen b <5oAB2iyio AOAKy,

b KOTopyio eaAHJtHCB ynacthhkh eneictakjifl. Ohh tas exaah

no Bceft ^epeBHe, nexa necHH, rpedn no Bo3Ayxy BecjiaMii;

aTawaH ctoka Ha Kopue noA^ohesiibnihcb, (SpioxoM snepeA.

AoexaB ao nAomaAH, ocTaHaBJiHBaxHCB, 3aTew cTaBHAK
p

cneETaKAB. "

similarly, in the village of Vatlashovo:-

"npH BBea^e b cexo HaBcTpeny cderaAHCB Macca HapoAy.

Oh EeA h ctoha no odenM cToposaM EopTeaca, ynacTHHKH

KOToporo pacnesaxK cboh necHH h rpe<5AH no B03Ayxy

BecAaMH; He peAKO o3opHHHajur, 3aAHpan BecxaMH noAOAH y
*

CTOHI&HX H (JexaBMHX (5XK3KO 3PHT8ABHHH. "

This type of processional ship was not on the whole common, however,

and by its structure and the behaviour of those concerned reminds one

1. See e.g. Golovachev and Lashchin, op. cit.
2. 7.P. Biryukov, Lorevolyutsionnyi fol'klor na Urals (Sverdlovsk 1936).
3. Ibid.
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of the Shrove procession which no doubt influenced it.

Although, as can be seen from the above accounts, "Lodka" was

popular among the peasantry and the semi-military, semi-agriculturalist

community of the Don it was by no means restricted to a milieu of

this type. Indeed, if Krupyanskaya' s suggestion is correct, it is

to an urban rather than to an agricultural milieu that we must look

for the original home of the drama. That "Lodka" was as popular

among the urban proletariat as the peasantry is attested by numerous

documents. In the town of Varnavin (Xostroma government) up till

the 1905 Revolution it was performed by young artisans as well as

peasants. The young payers in the town were even patronised by

some of the high-ranking government officials and other wealthy

citizens for whom the playing of the mummers was a popular part of

the easy-going life they led.1 In the Urals too workers as well as

peasants took part. In the village of Sosnovskoe in the 1890s a

shoemakers' workshop was set up to improve standards of technique.

In the evenings this workshop became a sort of club where among

other things the local artisans used to watch and perform in popular

plays, including "Lodka".

The great variety of variations to be found in the text of

"Lodka" and its popularity among different layers of society can be

w
T.M. Akimova, "Narodnaya drama v novykh zapisyakh," in Uoh. zap. 3.G.U.

(1948), Vol. XX, Filological issue.

2. V.P. Biryukov, op. cit.
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partly accounted for by the simplicity of the original skeleton which

could so easily be expanded and added to according to the whims,

knowledge or background of the participators.

The well-known song;-

"Bhhs no MaTyatJce no Bo-sre",

which should be considered as the foundation of "Lodka", was first

published in Chulkov's 1773 song-book. The music to it, a fast, gay

rhythm, did not appear till 1778 in Trutovskii's collection. It has

been suggested that this merchant song was not itself a true folk-song

but the work of an unknown poet, based upon some earlier authentic

folk-song. The song as we know it suffered numerous changes in its

career from the eighteenth century to the present day. The fast

rhythm of the original gradually slowed down. By the time of the

Lvov-Prach edition in 1790 it was already considerably slower, being

included in the section:-

"ITpoTflxHiie necHH".

Moreover, although the song was originally connected with merchant-life:

"Ha KOpMe CH^HT X03JUIHJ
Caw xo3jihh bo hapa^e,
Bo KopHSHeBOM Ka$TaHe,
B IIHpBCeHeBOM KaMaoye,
B axoM uieJtKOBOM miaTOMKe, ^
B nepHOM dapxaraoM KapTyse ..."

it gradually became assimilated into the large body of brigand songs

1. N.A. L'vov, I. Prach, ikiaskie narodnye pesni (s.Pb. 1896), p. 81.
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about the Volga, thus entirely changing its character.

In its most primitive and earliest form then, "Lodka" consisted

simply of a group of men pretending to row a ship down the Volga

while singing»-

"Bhhs no Uatymne ..."

and "obeying the orders" of the captain (the merchant-owner) in the

bows."*" In spite of later distortions and additions elements of

this form can be found in most extant versions of the play while in

some it is retained intact as the central scene of a larger drama as

in the following extract where the manoevres of the actors are des¬

cribed in detaili-

"Bce Kpoue aTaisaaa eaAflTca oba-aom, icaic baoab

tfopTOB "JIoakh", a b cepe^HHe, capecTHB pysn, ct&hobutch

atamah. Bee pastfofiHUBH oAHoit ctopohh cTaaoBHTcn Ha oaho,

a Apyroi! - Ha Apyroe KOAeno. CTOHmne cnpaBa onycKaioT

book npaByx pyKy, a cAeBa - AeBys>. Apyron pyKofl, rusaBHo

pasMaxHBascb, Bee Bpa3 yAapjnoT no AaAOHK onymennofi
2

pykh, noapaxan bcnaeckaw boah npn orpedannH becaom."

Played in this way the scene resembles the symbolic, mimetic gestures

of the khorovod games. Gradually the interpretation of both the song

2. "Shaika kazboinikov" No. 2, in Biryukov, op. oit.. p. 48*
1. Of this type is Izmailov's eye-witness description, dating to

between 1814 and 1819»-
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and the dramatic game changed and as "Lodka" developed into a fully

fledged drama it attracted more and more elements from robber litera¬

ture both oral and written.

Vsevolodskii-Gemgross attempts to explain the change in tone

between the earlier and later versions of the play by suggesting

that in fact before the eighteenth-century text of

"Bhh3 no matyuike ..."

there existed another folk-song (upon which the author of the above

may have based his song) of similar style about Stepan Aazin's

Astrakhan campaign and that this was the song which gave rise to

"Lodka". Only later then, would

"Bhh3 no MarynKe . . .

having grown immensely in popularity and having become a robber song,

have ousted its predecessor from the folk-play. There are clearly

similarities between this 3ong and

"Bhh3 no MaTyHice ..."

_ cf. "MH noCMOTpHM-KO, <5paTHH,
Behs no MaTysKe no BOJire,

/••• "flpocjiaBCKHe cTyjeHTH B3AywajiH cnrpaTB <5ypjramcy&
"JoAKy". Qahh hapnahacsi AOhMaHOM, Apyroii pyxeBoii.
ABeHaAnaTB qexoBeE cexit Ha nox sa rpednoB; sasrrpaxn
rycxH, cKpHHKH n rHTapK, 3anexn "Bhhs no MaTymKe ...",
Bee CABHHyjEHCB b icpyxoK ... JIoHMaH, oasthst B BHBOpO—
neheiifi Tyxyn, b ypOAXHBOfl sanse, ctohx ha nopore npH
caiiou bxoao b <3oABmyB KOHEaTy, nohth b abepnx h
KOMaHAOBaJt. "
A.E. Izmailov, Vzglyad na sobstvennuyu pro shedshuyu (M. I860),
quoted by V.N. Vsevolodakii-Gerngross, Busskaya, ustnava. narod-
Baya drama v*. 1959), pp. 66-67. ~~~
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/,a b acTpaxaHEy® rydepHK®.
aa he dejiuM to sadejrejio,
Ofi, He nepHHM to aanepHexo -

sac5e.ae.2ia nana Bojira
JterEHMH dejtaKH napyeaioi ..."

bat, in view of its purely hypothetical nature, Vsevolodskii-Gemgross's

idea seems to be an unnecessary complication.

The first dramatic development from the basic 3cene may be seen

in the addition of a dialogue between the captain (now Ataman) and

his "esaul". After introducing himself:-

"He HiyM sykmt, He rpoM rpeKHT 2
cnx&hhfi aTastan co cBoeft nraileoft bhjiht,"

he summons the "esaul", gives him a telescope and asks him to spy

out the land:-

"Bot Te6e moh noabophaa Tpytfa
CTott npsMeg, xmh^h Bepneii
Ha Bee nethpe ctopohk
He yBBWHSIB SJi TAG HeHBeB, EOpeHBeB, POBHHX MeCT
KaK <5h saw jotfpHM KOj7o^HaM Ha Meat He cecT&l
CyzHa ne hpojomhtb
Ayms He norytfuTB."*

The "esaul" reports what he sees:-

"B ropax nepbh, b Bo^e qepTH,
B ropcuax eyHKH, noxHHeScKHe KpKHKH;

1. See Vsevolodskii-Gerngross, Basskii teatr ot istokov do serediny
XVIII v(M. 1957), p. 73-

2. From an old Volga song in Nikolai Lopatin, Polnyi narodnyi
pesennik (M. 1885;, P« 100, no. 84*

3. Ibid.
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B AepeBHflx <5oraTHe Hy*wHqKH - ,

har^e Haw jotfpuM hojioauslm paaryiflTBca He aa&yr,"

after which the Ataman's favourite songa-

"Bhhq no MaTynnee ..."

is sung. In most of the later versions, however, it is more usual,

as well as more dramatic, for this dialogue to be interpolated

between the beginning and end of the song. The last versesi-

"IIpKBopa^HBaft pe(5flTa ko KpyroMy <5epe.-®o^Ky

are then sung as the rowers, miming the ending, turn towards the shore,

the nearby village and the local hostelry (known as £Lenino or

Na3tas'ino podvor'e). Sometimes, indeed, the woman briefly mentioned

in the song also becomes a character in the play, as for instance in

"Maahan'ka" where the robbers who have arrived at the inn are warned

2
by Nastya that the police are looking for than. This is an

imaginative detail which does not occur in many versions.

In some later variants of "Lodka" where the original scene has

been joined by many others a need has been felt by the actors, who

thus reveal a certain feeling for dramatic structure, to integrate

it more into the general plot of the play. In Sipovskii's version

of "Lodka", while the crew are sailing down the Volga and the "esaul"

is scanning the river, the sound of singing is heard in the distancea-

1. Nikolai Lopatin, op. cit.i p. 100, No. 84.
2. V. Dobrovol'skii, "Mashen'ka", in -tnograficheskoe obozrenie

(M. 1900), Bk. XLVI, No. 3. ~
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"CpeAH JtecoB ApeMjHiHx pa3<5o£iHHtiKH HAy?. M

The Ataman is angry that his territory has been invaded and sends

the Mesaul" on shore to find out the culprit. The singer,

Sergeant-Major Ivan Pyatokov, is brought back to the ship after a

struggle, tells the story of his life and is admitted to the robber

band after which the interrupted dialogue between Ataman and "esanl"

is continued and the song brought to an end."

The third phase in the development of "Lodka:l ventures beyond

mime and elementary dialogue into the realm of fantasy and imagination,

one of the most necessary elements in the creation of real drama.

Many of the later versions of "Lodka" contain a large number of scenes

and different characters and attempts have been made to introduce a

simple plot. The material for these additions has been drawn over

the years from a large variety of sources among the most important

of which were certainly the song-cycle, legends and tales which grew

up around the folk-heroes Ermak, Stepan Hazin and others of their

following.

Little is known about the Cossack Ermak before he made his

historical debut in 1581 as the leader of a small band of outlaws

and freedom-seekers against the Siberian Prince Xuchum. Tradition

has it that he received a royal pardon for his misdeeds as a reward

1. See "Iodka", in P.N. Berkov, Busskaya narodnava drama XVTI-/CX w.
(M. 1953),PP. 146-
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for his conquest of Siberia. However little is known of him factually

the folk-imagination was certainly inspired by hia reputed exploits

and a rich folk-lore tradition was built up round him. The historical

songs, for instance, trace the whole course of Ermak's career, factui

or legendary, from his appointment as Ataman by the Cossacks (or in

some versions by the sailors of the Caspian fleet), his taking of

Kazan1 (legend has it that it was Sxmak's idea to mine the foundations

of the city), his meeting with Ivan the Terrible, his Siberian

campaign.

The Errnak of the historical songs appears as the leader of a

band of outlawed brigands who ply the river Volga in search of ships

to plunder. They regard the Volga as their own special territory

where they lead an uneasy, nomadic existence moving from one camp to

another along the river bank in constant fear of pursuit and capture

"JCaK npoxcunT, dpaTHH, :seTo TSnxoe,
HacTaeT, <5paTim, sniia xoxo^Has,
A rue-To mh, dpaTim, 3HMoBa?& 6y&ek?
Ha Hhk Han nofiTHTt - nepexo^ BexHK,
A aa Boxry hoMthtb - aaii&opai/na cjihtb,
ham BOpaMH cjthtb, (ShTB nOXOBXeHHHMH,
no paaEHK no TKpBMaM nopacCOJSOHHHHH,
A mho SpiiaKy, 6un noBeneHy." *

They consider any ships, whatever their type or nationality, as fair

game. Their main concern is the hope of rich booty and the excitement

and danger of a pitched battle in whioh the Ataman, Ermak, always shows

1. "Vzyatie Ermakom Kazan!in Istoricheskie fesni XII-XVI w.

(M.-L. I960), No. 361, p. 529.
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himself to he a fearless leaders-

"A deryT TyT no iiopio
CjtaBHK rocTn TypeHKsre
Go TOEapH 3aiiOpCKHMH.
A ymtAexvt ssasaK®
T© KopadJEH ^epBreHEe
H rtpocaJIH KasaKH
Ha ABeHa^naTE Kapadaefi.
B TpK nyme^KH ryny^n, ^
A py&BeM lupyr rpHHyjtn ..."

The life which Ermak and his followers lead is certainly a precarious

one, although it has its charms:-

"IIponB§HCS mh, Masypn,
lipoMoTaewcn,
MH EO KOCTO^IWI, BC KapTH
IIpoiirpaeMcn" 2 -

the greatest of these being the absolute freedom and independence

which the robbers enjoy:-

"Kan Ha BoJire-peKe, a& aa KaimiaHHice
KasaEH 3KHByT, dpaTHH, .hoah bojiehh®. "

Eimak, the Ataman, not only leads his men in battle, he is also

somewhat of a patriarchal figure who has also to worry about the

welfare of the men who follow him. In the historical song "Irmak

v kazach'em krugu" it is he who foresees the difficulties of the onset

of winter-, and takes steps to safeguard the other robbers. He is the

1. "Kazaki ubivayut tsarskogo posla," in Istoricheskie pesni
AI1I-XV1 w. (M. I960), Ho. 356, p. 520.

2. "Ermak v kazach'em krugu," Ibid.. No. 331, p. 506.
3. Ibid.
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father and food-finder of his company

"KopMn-aei* nant daTiomKa Epiiaic THMogeeBir*."

It is clear from careful study of the texts of "Lodka" and its

variants that the early period of "robber" literature has left its

mark upon them and, presumably, at an early stage of its development,

although it is extremely difficult to unearth with any certainty these

elements from under the mass of later influences.

The robber band from "Shlyupka"(No. 1 in Qnchukov's collection)

for instance, shows some evidence of the iirmak cycle. Here the

nomadic, freedom-loving life of the robbers on the Volga is underlineds-

"$y, icaKaii 3,aecB npeEpacHas AOJiHHa
Axa Hae cKHTaHinHx mcueft! ^
Xo^ty s^eci. ocTaHOBHTBca c dy#Hoft maftisoft co cBoeft,"

as well as their gay, if severe mode of lifei-

"Xoiy nsiTB, ry^flTB h Bece-raTBCH,
rpaf)HTL ^ocSpHx JSBjea.
uem mhc xhtb b .secy,
JIy*me a <5y,ay xhtb sjiecB.
tfem MH6 shtb TaM, g
J[y*ime a 6yxy npn MaTymice BoJire-pene aTaMan."

In contrast to' this the plight of the robbers as hunted men seems to

echo the plaint of Krmak and his followers»-

"Jfeca moh, jieco^tkh,
KyCTH moh, kycto^kh,

1. N.E. Onchukov, "Shlyupka", No. 1 in devernye narodnye dramy
dPb. 1911), pp. 75-76. —----- ■ ---

2. Ibid., p. 76.
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Bee noBHxxeHHHe vt noBHpyd.aeHHHe,
Bee apy3sn moh m Tosapimn
IIOBHJIOBJIEHHWe. ^
octajtcii a oakh mo-aoaen; npn peice BoAre."

The chief occupation of the robbers in "Lodka" is also that of

attacking and looting ships on the river Volga. As one of them

proclaimsJ-

"
- Si ecTB cJtyra Toro, kto BMiir no MaTyaKe-BoJtre

jieTaer, Kopad.ra, K-opBeTK paadHBaeT, a TeM dorarcTBOE g
KascEBaeT."

dimilarly, the Ataman, like Enaak, is both leader and father of his mens-

"m c^as Tede cboio maiiey ho.ioahob,
y,zta^i.noB, caaBHHX nacejcBHK&oB,
noil, BopME, odyBa*i e OAeBaii," 3

Certain constructions and formulae, too, found in HLodka" may

have arisen under the influence of the Exmak historical songs.

Compare, for instance, the Ataman's order Which appears in numerous

variants) to prepare a boat J-

"IIoah h nocTpoii use JserKyra mjoonicy,
C rpedBtawn, c moaoaq&mh ,

G yASLiKHK neceHHHKaMH
tlTodn oaa BMar no MaTyauce BoJtre AeTeAa
hs-hoa nocy de^as neHa khne-za,"^

with the equivalent order from Ermaki-

1. P.N. Berkov, "dhaika Kazboinikov," in Itusskil fol'klor, materialy
1 issledovaniya. No. IV (M.-L. 1959)» P« 366.

2. "Shyupka" No. 1, in N.E. Onchukov, devemye narodnya draaiy, p. 85*
3* Ibid., p. 81.

4. P.N. 3erkov, op. cit.
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"
- OS BH AeJi&i'lTe JIOAO^KH-KOJIOMeHKH,

OadHBaflTe BH aoieTa eaoBne,
IiaKJia^aSTe 6a<5a&t£KH cocHOBHe,
• •••••••a 'j
Mh npErpaaeMTe, cSpaTm*, BBepx no Bojrre no peae . .

Eraaak himself actually figures as a character in some variants

(indeed "Enuak" is one of the title variants of the play). Two such

plays occur in Gologachev and Lashchilin's Harodnyi teatr na Donu,

but in both these the hero i3 far removed from the prototype of the

historical songs. An interesting version, strongly biased towards
2

the exploits of Emak, is the recently published "Drama o Ermake",

which includes several scenes of a pseudo-historical nature, Ermak's

victory over Matmetkula, general of Khan Kuchum, the "esaul"'a Journey

to Moscow to ask for a free pardon in exchange for the liberation of

Siberia, his audience with Ivan the Terrible, Srmak's next campaign

against the Tartars at the request of the ambassador of Bulchasa,

premonition of disaster and the report of his disappearance.

i'rom the late seventeenth to the nineteenth century the increas¬

ing hardship of the peasants under the continuous oppression of the

landed aristocracy led to an atmosphere of unrest and often open

hatred among the peasantry with sporadic revolts and uprisings of

varying intensity, reaching peaks in 1667-71 and 1773-1775 with the

1. "Srmak u Ivana Groznogo" in Istoricheskis pesni XIII-XVT w.,
Ho. 364, p. 533-

2. "Drama o Erroake," in Uchenye Zaplski kqfedry literatury kirovskogo
gosudarstvennogo pedagogicheskogo instituta. Issue 20 (Kirov 1965).
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class wars under the leadership of Stepan Hazin and Pugachev

respectively. Both wars were typified by merciless treatment of

all representatives of the "ruling" or "privileged" classes, from

the rich landed aristocracy to local, squires, from shop-keepers to

representatives of the imperial administration, from officers of the

royal forces to members of the priesthood, but it was Stepan Razin,

in particular, who became the figurehead of popular anti-feudal

feeling and the hero of innumerable songs and tales. He was even

accredited with supernatural powers.

It is probably to Razin and the type of popular literature

which he inspired that we owe the "class-motivated" ferocity which

occurs in certain incidents in "Lodka" in the character of some of

the Atamans of these texts.

The most apparent result of this type of influence can be seen

in the distorted ending of the dramatised

"Bhh3 no matyuike ..."

in which, originally, the crew turned towards the shore for a well-

deserved rest and relaxation at the local hostelry. In many variants

of "Lodka" this has been replaced by a scene in which a village or

an estate is sighted by the "esaul". The robbers land and the

ensuing conflict between them and the landowner (rich inn-keeper or

merchant) on whom they billet themselves is depicted in varying

degrees of violence:-
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(Here, the "esaul" has been sent to investigate the landowner .)

"Oeayx: - Te6s-To naM h Ha^ol
Fa^ £Si TH HEM
^oporhm toctsm?

noMegHK..* - Paa I

bcayx; - A saie pa^V
IIoMegKxc;- Kaie nepTHMl
3cayjt (rpo3Ho): - Ka-aie? IIobtopk!
hokeqhk (^po^aqiim pojiocom) : - Kaie khjnbm apys&hm.

After this the whole band arrives to be entertained

ATanaa: - AeHBrii eeTB?

noMeqHic:- HeTi

atamaa; -Bpems, ecttl
HoMefflgK:- Te6e roBopa> - h©t1
ATauaH (odpagasicB k qafiKe, kpktcht): - 3fl, 9MNMPUK» acm,

iiaJK CoraToro noajegsiBas" 1

A scuffle ensues and on this note the play ends.

Some of the songs appearing in "Lodka" also strike a strong

anti-feudal note as the two in "Ataman"J-

"TojicthB <5apnH c rcpecttsthamh rpy,4i» 6epBr,"

and»-

2
"Ha Topry Kyneq soponaeT."

However, this antipathy, although probably of early origin, was no

doubt strengthened, developed and crystallised by the growing political

1. V. Sipovskii, "Lodka," in Istorioheslcava Khrestomatiya po latorii
ruaskoi slovesnosti, Vol. I, Issue 1 (SFb. 1911), p. 242.

2. Baron N.V. Brizen, "Ataman," Alaterialy k istorii ru3skogo teatra
(M. 1905), p. 280.
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consciousness of the masses and the political activities of those

leading them in the late nineteenth and early twentieth centuries.

The vivid impression left on the minds of the people by Stspan

lazin is emphasised by Chesalini he points out that even at the

beginning of the twentieth century songs and legends about Razin

could still be heard in many parts of the country, in the Saratov,

Nizhegorod and Smolensk governments, for instance, or around Lake

Pechora. He had even penetrated the modern factory songs of the

urban workers of the Vladimir government."'' That many scholars

believed the folk-play "Lodka" to belong to this tradition is apparent

in descriptions like that ox Professor dhlyapkin who in a footnote to

his edition of Griboedov's works refers to a performance of "Lodka"

which he saw near St. Petersburg as "a complete account of Razin'e
o

campaign along the Volga".

Within the texts of "Lodka" we find several interesting referen¬

ces which seem to point towards Stepan Razin personally. Among the

legends about Stepan Razin are many which accredited him with gifts

of magic. It was generally held, for instance, that no ordinary

bullet could kill him and that, like the heroes of the magical tales,

he had special powers which enabled him to evade his enemies. This

1. S. Chesalin, "Novaya zapis' Lodki", in Stnograficheskoe obosrenie
(M. 1911), Bke. 36-87, No. 3-4, p. 102.

2. (quoted by V.N. Vsevolodskii-Gemgross, liusskaya ustnaya narodnava
drama, p. 69.
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corresponds to some of the remarks made about the Ataman in "Lodka".

In one version, relating his adventures (a distorted version of

Pushkin's "Brat'ya Razboiniki") and imprisonment he addsi-

"Ho MeHfl ^o6poro Moaojma
He kof«sh yaepxaTt aa JsaMeHHHior cTeEatm,
3a xe.ieaHHMH aaKxaxn. .

5L Ha cTQEe JtcuKy HanHcaji h oTTy^a ydeacaji. M

In another, he ridicules the "esaul"'s doubts about the possibility

of capturing a heavily-armed ship;-

"
- §y, qopT bosbmh! Th can 3Haemi>f eto x ms-ikes

h 2
nyjiE Ayxou oTAyB€uo, a icpynHtre s^pa b pyicn npiiHHMaio."

Indeed iiazin was so heartily disliked by the church both for

his strange reputation and for his treasonable activities that it

pronounced anathema on him which was still repeated in church services

during the nineteenth century.^ Perhaps it is with this in mind that

the Hussar addresses the Ataman in "Mashen'ka" ast¬

ir

"BoEmedHEK, cynocTaT, H3Bepr a^a, eoptob <5paT.

In the same play there is an extraordinary scene in which the Ataman

curses his men who thereupon fall down dead. He and the "esaul" call

upon a "spirit" who blows on them in order to revive them - a further

1. "bhlyupka" Ho. 1 in H.E. Qnchukov, Sgveraye T\arfr3nye.i3ra'giy, p. 71 •

2. "bhaika razboinikov" Ho. 1, 7.P. Biryukov, op. cit.. p. 43*

3. Golovachev and Lashchilin, op. cit.

4» "iilo.shen'ka", p. 120.
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link between the Ataman and Basin's dealings with the supernatural.

apart from these, in some cases, rather vague references there

are of course several versions of "Lodka" in which Hazin and his

exploits ere actually depicted. Such a play under the title

"Stepan Bazin" appears in Golovachev and Lashchilin's Narodnyi Teatr

na Donu. This play wa3 noted down ih 1937 in Stalingrad oblast' from

two old Cossack women. In this play we find the incident (often

related in songs about Bazin) of Stepan and the beautiful Tartar

girl who is his mistress. Razin's men, jealous of his attention to

her and afraid that their leader will become softened by her influence

and lead them to disaster, begin to upbraid and mock him. Bazin in

reply, after his famous address to the river Volga:-

"BoJtra-iiaTyEKa, MHoro th noAapaaa 1me ..."
throws his mistress into the river.

Golovachev and Lashchilin also mention an interesting version

from the Urals which ends with Razin fleeing from his enemies to

perish in the waters of the Ural River.

In spite of the fact that one can occasionally distinguish

incidents actually connected with a historical figure it is certainly

true that a great deal of confusion, developed, no doubt owing to

the similarity between the careers of Ermak, Razin and other peasant

heroes and the mass of legends that grew up around them, so that

exploits of the one were sometimes attributed to the other and even
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their nan03 were interchanged. Moreover, the popularity of songs

and tales about them led to the creation of much pseudo-folk-literature

about robbers which eventually became attached to the original cycles.

The resulting confusion can be seen, for instance, in the historical

song "Snaak u Ivana Groznogo" i—

"y Epwajca THMoipeima, canoro nador&iaero esq Bcex cTa-

HHKHHKOB, (SlLXO MHai'O y^aJIKX TOBapEmea, BepEHX homo^hekob;

npaBOK) pyKoio y Hero 6ujl CreHBKa PasHH, a 3a CTeii&KOK

PaazHHM BaHBKa Kaira, Msas iia3ena, rpHnasa OTpenneB. "

A similarly confused gathering of historical (and non-historical)

personages from different periods of time can be seen in "Shaika
2

kazboinikov" when the Ataman calls out the names of his followers,

3ten'lea Razin, Van'ka Kain, Grishka Otrep'ev, Karikatura, etc.

Robbers and brigands whose actions in eighteenth- and nineteenth-

oentury Russia were often linked with the movements of social unrest

and protest became a popular theme not only of Russian folk-lore but

also of Russian artistic literature and popular literature (lubochnava

literatura) in which setting the heroes and leaders of the robber

bands were idealised and romanticised, often becoming Robin-Hood-like

figures, robbing the rich to succour the poor. Such is the Ataman

in "Drama o Mzmake" j-

1. Istoricheskie pesni XIII-XVI w. (M.-L. i960), Ro. 369, P* 541*

2. P.M. Berkov, "Shaika razboinikov," in Russkii fol'klor, p. 373.
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"Oh ytfht npa tom cpasehte
Kan noiOM na oKpy/xeHBe,
iito<5h bodoto 3a6patb ,

H KpecTBHHaM see OT^aTB."

The imagination of Russian poets, Pushkin with his "Bubrovskii" and

"Brat'ya Razboiniki", not to mention his deep interest in Pugachev

and the legends and stories surrounding him? Lezmontov with his

"Vadim", was fired by the deeds and way of life of the freedom-loving

brigands. However, borrowings of this nature did not merely consti¬

tute a one-sided enrichment of Russian artistic writings through

themes taken from the life and literature of the folk. It was very

much a mutual phenomenon in which both sides profited from the know¬

ledge and creativity of the other. The actors and producers of the

folk-theatre, always eager to embellish their plays did not only make

use of material from other forms of folk-literature, but also

borrowed extensively from literary souroes. Songs like*-
2

"CpeAH vieeoB ApeMytrax, pasdoiiHHKH HjiyT"

andi-

"UTO aaTy&aHHjracB 3opeHBKa acHaa . . ." '

which were not originally folk-songs but poems which were later

adopted into the folk-repertoire, became an integral part of "Lodka".

The first, which describes the death and funeral of a robber chief,

1. ".Drama o Krmake", in Dchenye zapiski, Kirov, gos. ped. inst.
P- 253-

2. i'.B. Miller's "Pogrebenie razboinika" (1st pb. 1846).
3. A.!1. Vel'tman, "Pesnya Razboinikov" from the long poem "Muromskie

lesa" (1831).
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was traditionally sung, with actions corresponding to the words

(carrying out the corpse upon crossed swords, digging the grave,

etc.), after the death of any member of the robber band in "Lodka",

the second was usually associated •■with the unhappy fate of the girl

caught by the robbers in the play.

Among the earliest and most important literary influences upon

"Lo&ka" Vaevolodskii-Gerngross accounts Pushkin's unfinished poem

"Hazboiniki". He notes the similarity between the opening scene

of the poem in which the robbers capture a merchant ship and the

Ataman seizes the captain's daughter for his concubine, and the scene

which occurs in several versions of "Lodka" in which the robbers

bring in a captive girl who was travelling to Astrakhan with her

father. The father is killed and the Ataman demands possession of

the girl. However, the links between the two works seem very slender

and it is difficult to imagine how the authors of "Lodka" managed to

get hold of the unfinished outline of a poem known only to a few of

Pushkin's friends and subsequently destroyed. It is much more

likely that both Pushkin and the authors of "Lodka" were drawing upon

a similar knowledge of folk and popular literature on the subject.

What is undeniable, however, is the influence of Pushkin's completed

robber poem "Brat'ya Hazboiniki", which is really an excerpt from the

projected longer poem, based upon an actual event, about which Pushkin

had read. Parts of this poem, which has suffered numerous distortions
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in the folk-milieu occurs in many versions of "Lodka".^" A discussion
• <

of the role of this poem and some features of its "folklorisatior."
2

will be found in subsequent chapters of this work.

The robber theme inspired not only some of Sussia's greatest

poets but also many lesser-known writers and during the nineteenth

century a welter of short stories and novels appeared in the popular

press} "Uar, iheleznaya Lapa, ili Zhivoi mertvetsjrazboinilc" (M. 1840),
"Lyubov1 atamana Prokla-iledvezh'ei Lapy, ili volzhskie razboiniki"

(SPb. 1868), "Ved'ma, Chernyi Voron, ili Strashnye Hochi za Ifcieprom"

(M. 1874)*^ Prom these stories come the names of some of the members

of the robber bands in "Lodka", for example, '.ledvezh'ya Lapa, Sorvi-

Golova (from "Ataman razboinikov Sorvi-Golova"), and Zarezov (perhaps

from the Zarezko of "Khutorok bliz reki Unzhi").^

The importance of this type of popular literature upon the

later formation of the plot of "Lodka" can be seen in one scsne in

particular. Basically, this 3cene consists of the capture of a girl

wandering in the forest by the robbers (they overhear her singing:-

"fi Beqop b Ayx.sax ryjuura, rpycTi, xoTe.aa pasornaTB"),

her refusal, in spite of the offer of rich giftss-

1. See e.g. "Shaika razboinikov", fiusskii fol'klor. p. 367} "Lodka",
Berkov, p. 147} "Shlyupka" No. 1, Onchukov,* etc.

2. Infra p. 4-3 ifP.
3. P-N. Berkov, husskaya narodnaya drama w., pp. 333-334*

4« Ibid.
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"y MeHH ecTt AJifl Teds
T*0$T0EKa BO,IOTOM T3.TRTQ.Sl,
kyda Ea jnc^esi uexy.
Ey^eiHB xcuhtb th dapxa-roM cweTas
H cnaTB aa .sedfi&Beii nyxy." «

to marry the Ataman or become his mistress and her subsequent im¬

prisonment or death. There are numerous variations on this scene,

some of which indicate a confusion of disparate sources. The girl

in question is known by different names, Mariya, Mashen'ka, Raisa,

Sophia, Ksenya, etc., and her background varies from version to
9 3

version! she i3 a priest's daughter, a prince's daughter, or from

a Boyar's familyi-

"£ coxa. E^apcKoro,
Pcua doapcicoro}
MaTB MOH Aapa, .

3oByT MCHfl Mapsa. "^

The most significant variation here is perhaps in the text of the

"Drama o Srmake" where a sharper and more modern note is heard. Here

the girl is the daughter of a washerwoman who feeds her family by
5

washing clothes for the children of rioh folk. The girl in several

versions is not found in the forest but captured while travelling with

her father, a merchanti-

1. "Shaika razboinikov" Ho. 1, Biryukov, p. 44*
2. R.M. Volkov, "Narodnsya drama Tsar' Maksimil'yan", offprint from

Russkii filologicheskii vestnik (1912), Vols. 67-68, nos. 1-4, p« 325»

3. S. Chesalin, op. cit., p. 113 •

4« "Mashen'ka", p. 120.

p. "Drama o Enoake ', p. 257•
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"no ^HCToMy nojno e^eT KapeTa,
B dtoK KapeTe chaht ACBana, ,

PacneBaeT, caiobho paitCKaE nTHHa."

This is the incident in which Vsevolodakii-Gerngross saw the link

with Pushkin's "Bazboiniki". A further regular addition to this

scene, probably, indeed, part of the original, is the search for the

missing girl by her brother or fiance, usually an officer who later

is killed by the Ataman in a duel. Among the most detailed scenes

of this type and one revealing by its style and language its closeness

to a popular literary rather than folk source, is to be found in

Sipovskii's "Lodka". The scene opens with the officer coming upon

his beloved, Sophia, in the forest on her father's estate. After a

brief exchange of amorous sentiments they part and Sophia is captured.

Shortly afterwards the officer returns to look for hers-

"
- 0 cSosecTBCHHaa CO$HH, icy^a TH coKpiMacB? HJSH

xjraAHaH Mormra eoicpmia Tetfa, hih ewe aACKHe nyAOBKiaa

noxHTHJtH Teda."

At this point he too is captured by the robbers and shot. In the

verbose, although naively expressed language of this scenes-

"
- ICais njcsHHTexBHo Bana B3opH npoHHuaioT rpyab mob,"

the exclamatory, ecstatic tone«-

"
- 0 GoEecTseHHaa Coc^hhI" , " - 0 BocTopr, o o^aposaHEel"

1. "ohaika Hazboinikov" lib. 1, Biryukov, -p. 44•
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one hears the echo of the sentimental novels of the late eighteenth

century. One feels that such a scene would not "be too out of place,

for instance, in Karamzin's "ITatal'ya, boyarskaya doch'". Another

theme, clearly of literary origin, is that centring on the fortunes

of a family of impoverished landowners, the Preklonskii's. This

theme is found particularly in Golovachev and Lashchilin's Don

collection (see "Ataman Burya", "Emak", "Sonets Saa'i Preklonskikh").

In the third of these plays the drunkard and reprobate Preklonskii

is discovered, in spite of his attempt to escape disguised as a monk,

and forced to join the band. In other versions, however, we only

see the later part of the story in which the old man is offered the

captive girl as a wife. He recognises a medallion round her neck

and realises that she is his long-lost daughters-

M
- Ba, 6sA Amo«, kpobi. moa. A ataiiah

xohot na heil xemivb Mean. "

The pathos of such scenes i3 heightened by judicious use of

sentimental ballads and romances such as the song by which the girl

betrays her presence to the robbers»-

"fl Betcop b JiysKax ryxs.aa ..."
or the ballad sung by the officer and choir for the benefit of his

fiancee just before they are captured in the first scene of Yolkov's

"Tsar Maximillian":-

"Th Ky^a, moK Jtpyr, cTeMnmBcn ...'?"

1. "Shlyupka", Berkov, p. 162.



CHAPTER VIII:

THE "BAIHN"

I have already pointed out how in certain scenes of the play

"Lodka" an antipathetic, even violent attitude towards the local

landowner was expressed. This is not merely an isolated incident

for in the eighteenth and nineteenth centuries one of the butts of

popular satire was the landed aristocracy, which found expression

both in humorous folk-literature and in the ME satires from which

was drawn much of the material of the Urban Democratic Theatre.

Such, for example, were the Ma tales "Povest* Pakhrinskoi Derevni" and

"Skazanie o Derevne Kiselikhe" in which a quick-witted peasant outwits

the local landowner and helps to feed his serfs who are dying of

hunger,or the "akazanie o nekoem gospodine" in whih the landlord

questions his bailiff about the progress of his estates.^"
Variations upon this theme based upon a mixture of influences

from folk and other types of popular literature entered the repertoire

of the folk-theatre too, some possibly as early as the eighteenth

century and others during the nineteenth century when continuing

deterioration in the fortunes of the peasants and many of the smaller

1. V.D. Kuz'mina, op. cit., pp. 26-27-

- 307 -



- 3-08 -

landowners provided new elements of satire. Among the simplest

examples of it in the folk-theatre and one of the most original

thenatically is the game "Igra v Barina", popular among the young folk

of the villages. The action consists of the following: the coachman

who accompanies the harin approaches the lads in the audience and

asks which of them vrant to get married. Those who do have then to

ask permission of the bar in (possibly a remnant of feudal practices).

He, being deaf, does not understand- immediately as in place of

"deHHTBCfl"

he hears "Te^iiTBca" and "HrHKT&CH".

When each lad has chosen his girl the latter are presented, much

against their will, to the barin who tried to kiss them.

The fun of the game consists partly in the grotesque and

intimidating appearance of the barin:-

"'leJIOBCK Heo6KKHOBeHHOii TOJBJIHHH, B BHCOKOit manse,

c JtimoM, rycTo BHMa.3a.HEHM casceK, h c ajihhhhm nytfyicoM

p pyicax."

He is made to look as stupid and gross as possible and always tries

to rub the soot on his face off on the girls who come to kiss him.

Hie "coachman" too provides amusement by riding round on a stick,

lashing out not only at the "horse" but at any girls in the audience

who cross his path."'

1. S.V. Maksimov, op. cit,, pp. 302-3*
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One of the most common forms taken "by play3 on this theme is

that of a satirical dialogue between two characters, the landowner

in somewhat soiled finery and his bailiff or 3tarosta in rags. The

conversation is based upon questions from the barin about his estates

(since he has not been near the place for years his own knowledge is

of oourse abysmal) and the starosta's ironical answers. Taking

advantage of the barin's deafness and stupidity he describes in a

series of paradoxical statements the terrible conditions prevailing

on the estate, the poor crops, lack of agricultural implements, the

poverty of the peasants, etc. Here are some typical extracts from

such a dialogue:-

"rg.-pHK: - Hy paccicasH, asiasi cTapocTa, oTKy^a th?

CTapocTa: - C bawem hoboH ^epebhh.

I". : - liy, Karc b ^epebhe MyxHKH nosKBaxoT?

Ct. ; - IIop&To no^KBaioT: c hosskh na ho:>:Ky
uonpHrnBa:»3T, y ceun ^BopoB OaHH Tonop . . *

E.I - y HailKX KpeCTBBH H uoc6b 6o«iBEioii dHBaeTV

Ct. ; - IIopaTo fiojiBnoH.

E. t - A KaE fioJiBnOiiv

Ct.: - B noxocy 3eph0, b <5opos;ty apyr6, h noceB Bees.

-
. . .A ;uaK yjuxx yposaft xopomoK 6HBaeT?

Ct. : - ilopaTo xopotiofi, cSoepHE—daTroniKo.

13. ; - A KaK Beuraic?
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•j
Ct. : - Koxoc ot Kojroca - He dJOnBO icnsewniifO rojroca."

It is probable that these dialogues had a factual basis ainoe

it was common practice for a visiting landowner to summon his bailiff

who would present him with an official description of thejprogress of

work on the estate. V/e find examples of this practice in Russian

literature. In Turgenev's story "Burmistr", for example, Arkadii

Pavlich visiting his village Shipilovk.a after a long absence asks the

bailiff about the state of the crop, the yield and a variety of

other points about the running of the estate with which he was

completely out of touch. Although in fact all these things are in

order the barin1 s lack of interest in the affairs of his villagers is

brought out in another way. The villagers are oppressed by the

tyranny of the "burmistr" Sofrons-

"
- /.a hto x ohh Ha Hero ne xa-iyioTcaV

- Skct3! EapHHy-To hto aa ayx^a! HeAOHMOR He

2
<5HBaeT, TaK ewy hto; ..."

The indifference of many absentee landlords to the fate of their lands

or peasants was also expressed in folk-tales and anecdotes. In

Afanas'ev's collection of folk-anecdotes there is one from the Ukraine

which tells of the visit of an absentee landlord who has bean away so

1. h.H. Cnchukov,"harodnaya drama na severe," in Izvestiya 0 5 la 3
(1909', Vol. XIV. pp. 127-129.

2. "Burmistr," in 1.3. Turgenev. Zapiski okhotnika (Kiev 1955), P» 130«
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long that his villagers no longer remember what he looks like. Che

of the peasant-women is so curious to find out that she makes her

way to the "big house, hut all she sees is the master's dog which he

has left sitting in the carriage. When asked on her return about

the bar in's appearance she replies:-

1"
- Aa hkhJU Sobcim HK Han dapdoo, Yiisip ymi aobdii."

The "servant and master" cheme was well known in 3us3ian popular

and folk-literature, as in the "Skazka o khozyaine i rabotnike" in

which the master tells his servant to buy eggs and cook them very

lightly. The servant, afraid that they won't turn out right, keeps

on trying them until only tnree are left. The master, furious,

asks how he managed to eat them and the servant eats the remainder

to demonstrate how it was done. Where this theme occurs in the

folk-theatre there may have been a certain amount of influence from

the plays based upon the Italian coomedia dell'arte popular in the

democratic theatre of the eighteenth century. There is very strong

2
similarity between the scene with the Jew and the Cossack involving

the buying of fish at the market in "Tsar Maximillian" (Abrsmov) and

"Kherlikin i Shlyakhtich" (No. 2 in Tikhanov's collection of interludes).^
Here the servant is sent out to buy fish but trips up and scatters it

1. A.N. Afanas'ev, Narodnye russkie skazki (1940), Vol. Ill, No.
480, p. 311. ""

2. I.S./ibTamov, Tsar' ManSicilian: svyatochnaya. KumediyA {S'P'b i904),~p Id.
3. F.N. Tikhancv, op, cit.
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over the floor. An argument ensues between master and man over

the cost of the fish.

One of the earliest references to the "master and man" theme

in the tussian folk-theatre dates to the eighties and nineties of the

eighteenth century in the childhood recollections of A.A. Shakhovslcoit-

hohhk), hto b aowe 6a6mi moo., cjiym npeA-

CTaBAHAH K,QMG*b i BiJCOAilAH iia cpwAliliy IhOimaTK,

oahh - uy&to rocaoABHOM b caitoii HapHAiioi.: naai'te, KaKoo

i»or aoctstb, Apyroii - ero cjiyrofi b soxitotsix, a paoroBop

tiaHlisiGSi,

x o CiiOj^aii ihis.jio ir'X iiQ^Eia BO^XCH

CjpTa - iy&e cy^apB oHa CTOHT*

Ioc. - nocTaBhe.

Cjyra - ne nopT am e§ nocTaBHA?

H aadha nponee, ho hokum, kto otot ,aoroBop h b tskhx

xe BHpmax c noflBJfeinieM MaAtHHKa, oACToro ropHMKHot

AesyniHoIri, npoAOAJsaACH, no Kpa":Eeil wepe, c noAnaca b
■i

HacMeimey na£ npoMOTaBranMcn HOKemHKOM. "
»

One can also find examples of it in the puppet-theatre. In

Ohizh's shadow-theatre of the 1860s in foropets among the comic

3cenos there is the familiar dialogue "between the barin and his

1. A.A. Shakhovslcoi, "Letopis* russkogo teatra." lepertuar russlcogo
teatra, edited by I. Pesotskii for 1840, quoted by V.D. Kuz'mina,
op. cit,, p. 67.
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jstarosta, Vanya.* Similarly one of the popular scenes after the

serious part of the Siberian vertep was one in which the stupid and

vain Polish Shlyakhtich was made to look foolish by his impudent

servants.

An interesting example of the extent to which these satirical

dialogues had become an integral part of the repertoire of folk-

amusements can be seen in the following description told to Opochinin

by an old woman from the village of Kuznetsov (in the Rybinskii uezd

of the Yaroslavl government)'. Here thfe theme is performed in the

manner of a khorovod which disintegrates abruptly at the end into a

chasing game with the boys in hot pursuit of the girls:-

"13 cepe^HHy Kpyra, cocToamero na napue,: m 4eBHH,

bhxo^mh ABoe HaHdoxee peHzcTux g <3oHkhx mojioahob,i *

AOJiaceHcTBOBaBnHx K3o(5paxaTB AJlfagy Moro g Bgpggg

ro«£oro, ohk npHHHMa.HH rcaa^Hii cooTBerrcTByiomee cBoeS

po^H noJioxeHHe h, npn o(5meM cMexe ctohihhx b Kpyry, a

Tax-xe h nocTopoHHHx apaTejiefi, cxo^hbhhxch co Bcefl
2

AepeBHH, BCJTH TaKOfi pa3TOBOp ..."

Although a common element runs through all the "anti-barin"

playlets and tales, it is also possible to discern certain differences

in attitude from one to andther. Among the humorous monologues of

1* VI. Perets, Kukol'nyi teatr na Rusi, pp. 179-180.
E.N. Opochinin, op. cit.
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the eighteenth century there were many mocking the "bankrupt Moscow

or St. Petersburg dandy who in spite of his aire and graces cannot

conceal his tattered appearance. This fairly mild poking of fun at

the discrepancies between the financial position and the haughty

behaviour and condescending manner of members of the impoverished

minor aristocracy towards their supposed inferiors can be felt in

some of the scenes in the folk-repertoire. In several versions of

"Lodka" and in some individual plays (e.g; "Mnimyi barin") * the

opening scene is set in a wayside tavern (traktir) where an officer

or barin enters and begins by asking for the best room, the best wine

(Champagne, Chateau Lafitte) and the best food. When told the cost,

however, he is foroed to ohange his mindt-

"BapHH: - SlaMnaEcicoe ecTB y Bac?

AfroHBKa: - Sctb, dapnn, cawoe viyqmee, neTepdyprcKoe.
p

EapKH:- IIo^am Mne cTaicaH xowro^Hoa boali. "

A note of keener approbation, however, enters into those scenes

where the results of the barin's lack of funds and lack of interest

in the well-being of the estate and its tenants reflect not only upon

himself but also upon those who depend on him. Here the satire

becomes an unconscious protest against the whole structure of the

feudal society. Not only are his land3 producing no orops through

1. U.S. Cnchukov, Severepye n&cclnye dramy, p. 124.
2. "Sheika razboinikov," Berkov, Russkii fol'klor, p. 35&.
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lack of proper equipment, attention and supervision "but the peasants

■-■•ho live on them are dying of starvation:-

!l itapHH: - . . . cksusk HHe, codpajr jm t:: c specTB®H oCpoicv

CTapocTa: - Co6pa.z, <5apHH CaTioaiEo.

B. : - HocKo.z:bKy m c Koro hmghhoY ■ CTapocTa BNHHMaoT

H3 canorn najiKy c aapydicaMH h roBopiiT:)
- Cjiynaii, tfapnn daTioraico, ckojibko c koto hkghho.

B. : - CUyiaaK). UiiTaM.

Cfap. : - C Xomkh rponr, c TSpSimn rport, a c "Gopi oaoMeiiKH

o^tHy Koneftiey.

"13. ; - novelty c Hero uajto?

Cray, : - Aa oh fojhK, kbk 6ec,
Ho 3 aeh xjieda ne ecT, .

A pedHTHEieK-To nojina ns6a. "

Scenes of actual hatred and violence may also have occurred in

the folk-theatre although examples of these are not always properly
2

authenticated. In "Skomorosh1i igrishcha XVII v.", the vices of

two members of the "privileged classes" are portrayed: the greed of

the merchants and the corruption and callousness of the voevoda who

accepts bribes from but refuses the petitions of the poor peasants,

who, not unnaturally, take revenge in their own way:-

"T'T3 p*I,$a CKOMOPOXOB BHCK-aKHBajIO ABOG ApyBHX, CaAHJtHCB

3. Ibid., pp. 363-364.
2. 1.3 . Berkov, Russkeya narodnaya drama XVII-XX vv., pp. 43~44«



/ *

- 316 -

uoeBo^e mi n i.emi it 1mNP.Ea.2q ero TyaiiTB, spHroNa'prrBafl}
»

- Ci;, doapi:E, oS Boescua! Juodo Tede <5hj;o noMiiHKHjdpaTB
A3. jlio&qA desBHHHHX odiraaTB! . . . Hy-sa, dpaT b©3h nac

Ea pacnpaB,y o cawnM oodoii. "

Although P.N. Berkov includes this among his collection of

folk-plays from the seventeenth to twentieth centuries it is not at

all certain whether or not it was in fact a folk-play. This version
/ s

is taken from an article, "Skomorokhi na iusi", by . M-N. ;Illyustriro-

vannry a Gazeta 1868, No. 3 for l8th Jan., p. 38), where it was quoted

without reference to its origin.^ Two other references to the play

known to me personally come in P.O. Morozov's article on the
2

folk-theatre and in Go?uovachev and Lashchilin's Narodnyi teatr na

Bonu, both of which could well have been taken from the same source

as Berkov's version.

Another decidedly aggressive play is the "Damoboinnye knuty",^
in which the barin is outwitted by a cunning Cossack who sells

"automatic whips". He warns the barin that they only beat those

"who live by deception and lies". When the barin sets out to thrash

his farm-labourers he finds that the whip beats not them but himself

and the scene ends with the threatening cries of the peasants:-

1. P.N. Berkov, op. cit,, p. 317*
2. P.O. Morozov, "N&rodnaya drama," in l3toriya russkogo teatra,

edited by V.V. Kallash and H.S. Sfros (M. 1914)? Vol. I, p. 14.
3. V. Golovachev and B. Lashchilin, op. cit., pp. 101-102.
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"
- Eefi'fe ero, khjtte, He po<5e£Te, Ha Bfieb bgk 6apHHy

nai-isTB B^oxriTel ot the! ot tsk eroi

According to dolovachev and Lashchilin this play was written down

as late as 1937 from a Cossack woman in Stalingrad oblast', whose

father and husband had taken part in this and other plays during the

second half of the nineteenth century. It is, of course, possible

that such a play did exist among the Don Cossacks but because of its

narrow sphere of influence and comparatively late appearance it can

hardly be said to belong to the main core of the Russian folk-theatre,

iioreover the authenticity of some the plays in this collection is

suspect.

Although many of these scenes, particularly the dialogue

between barin and starosta, appeared independently it is probable

that a number of them at one time formed the separate scenes of a

single drama, which later became split up. In a number of versions,

the dialogue between barin and starosta, the recital of all the ills

which have befallen the village during his absence (the house burnt

down, the death of his favourite horse, the death of his mother, etc.),

the dispute between barin and tavern-keeper over the cost of food and

drink and other episodes are linked together quite naturally during

the master's stay at the local inn."'"

1, Soe e.g. 3. Chesalin, op. cit.< and "Shaika razboinikov" No. 1,
Biryukov,
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The humour of all these scenes depends to a large extent upon

a number of techniques in tte language structure of the dialogues as

well as the caricatured, grotesque appearance and behaviour of the

main characters.^

1. See cTi, xv,



CHAPTER IX:

"HOW THE MJCH TOOK MOSCOW (Kak frantsua ^oakvu hral)".
ML OTHER MISCELLANEOUS 3CHJES

Sten'ka Razin was not the only historical character to figure

in the Russian folk-theatre. Another play known to have "been popular

among the soldiers, although with nothing like the sphere of influence

of either"Lodka" or "Sarin" centres round the '-taperor ITapoleon and

the campaign of 1812. "Kak frantsuz Moskvu bral" was presumably

compiled shortly after the 1812 campaign, or at least at a time when

the events of the campaign were still fresh enough in the minds of

people to give rise to such an expression of patriotic fervour.

It is a satirical description of Napoleon's attempt to capture

Mosoow and the nature of the opposition he encountered. Its material

is drawn partly from popular anecdotes of the time, half fact, half

invention, about the stupidity and cowardice of the French and the

bravery and patriotism of the Russians, partly from the satirical

folk-pictures and cartoons such as those depicting the ignominious

flight of the French from Vasilisa, the female village elder, or the

lamentable state of the kitchens at the French general headquarters

during the occupation of Moscow, and partly from a somewhat naive and

muddled interpretation of the historical facts all strung together in

the manner and style of the folk-theatre in general and interspersed

/ t
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with stock characters and situations fro:., the comic repertoire.

The play opens with a discussion between Napoleon and his

adjutant about the course of the campaign, in which the size of the

Russian army, the number of divisions captured and Alexander's

Manifesto are all mentioned. There follow two scenes based upon

patriotic anecdotes of the time. In the first we hear of the

sacrifice of Countess A.A. Qrlo''a~Chesnenskaya (here called "Osoba

grafa Orlova-doch' Ichmenskogo") who volunteered all her jewels towards

the war effort,and the Russian prisoner who, imitating the actions

of Cevolus, cut off hi3 right hand so that he could not be made to

fight for Napoleon. This action was commemorated both in anecdote

and folk-pictures."*" The second scene deal3 with the capture,

temptation and execution of a certain General Potemkin (sioi).

Napoleon offers him an honourable position in the French army and when

he refuses has him taken away to prison and later executed. Berkov

suggests that the anachronistic appearance of Catherine's famous

general in the 1812 campaign may be due to a confusion of family names.

The plot of this scene is reminiscent of the deeds of the Smolensk

partisan P.I. Ihgelgardt. Potemkin's sister married into the

Sngelgardt family and the younger generation of this line were

considered as the "nephews of Potemkin". Shgelgardt was considered

1. See, for instance, pictures like the one depicting "A Russian
Cevolus - who cut off his own hand, that he might not serve
Napoleon, the enemy of the fatherland" (D.A. lovinskii, op. cit.,
Bk. IV, Vol. XXVI, p. 4450
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something of a national hero and his deeds may have inspired the play.^
However, it is al3o a fact that in the historical songs and other

examples of folk-literature based upon historical events and

characters confusion of names and dates is always prevalent, popular

heroes being moved from one period to the other. X have already

referred to this feature in the historical songs and "Lodka", where

Stepan Razin, Kraak, iugachev and Grishka Otrep'ev all appeared

together.

The main part of the plot ends with two scenes depicting

Napoleon's defeat. He discusses with Colincourt the fate of the

thousands of wounded French soldiers who must somehow be returned to

France. Colincourt suggests that they should simply be poisoned to

save the expense of transporting them homebr building a hospital to

accommodate them. Colincourt appears alongside Napoleon as a butt
2

for Russian satire in the folk—pictures of the period.

The play ends with Napoleon and his army in full flight before
/ /

the furious pitch-forks of a band of ferocious peasant-woman partisans

(an obvious reference to Starostikha Vasilisa, immortalised in numerous

folk-pictures, many of which can still be seen in the collection of

the Kutuzov oottage museum in Moscow).

1. P.IT. Berkov, Russkaya narodnaya drama XVII-XX vv,, pp. 334? 335?
etc.

2. See e.g. "Rytsarskoe poezdka Napoleona iz Varshavy s Kolenkyrom
i -Dyurokom."
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Various other scenes, small playlets and games deriving their

content from historical or social sources arelcnown to have formed

a part of the folk-theatre repertoire, appearing sporadically for

brfef periods of time and in restricted localities. But on the whole,

there are too few extant texts and too little available material on

these to warrant more than a fleeting reference. There is for

example the series of scenes based upon the adventures of the popular

hero "Kazak Chigusha" ('Kazak Chigusha i monakh", "Kazak Chigusha i

Gkrutnoi Ataman", etc.) which are given in the collection Karodnyi

teatr na Donu^ and "Velikii grekh vodku pit'", a comic scene popular

2
in the Urals. In both this scene and "Kazak Chigusha i monakh"

the clergy are singled out for satirical treatment. In the first

the Father Superior of the monastery and his two monk^ both beaabd

and venerable in appearance, try to take a swig from a bottle of

vodka instead of concentrating their attention on the holy book which

each holds, while the others are not watching. In the second, the

Cossack unmasks a monk who is found near his monastery carrying a

large sack, supposedly full of cabbages but in fact containing a

couple of girls for the monks' pleasure. Chigusha, bold, impudent

and invariably master of the situation, is clearly a descendant, albeit

totally divorced from his historical origins, of the popular vertep

1. V. G-olovachev and 3. Lashohiiin, op. oit.

2. Biryukov. op. oit.



character,.the zaporozhets. Such scenes are, however, only of

marginal interest tc the student of the folk-theatre.

Before the chapters on "Lodka", "Barin" and "Kak frantsuz Moskvu

bral", the folk-theatre has Been discussed mainly with regard to its

evolution within or away from ritual drama. These three plays, on

the contrary, reveal a stage of development at which the creators of

the folk-drama were able to work independently from ritual although

perhaps not entirely forgetting ritual antecedents. The life of

the village, the social structure, social conditions, history and

politics, literature and music - all these considerations totally

unconnected with the suppressed and almost forgotten pagan motivation

of the "drama" of the mediaeval and pre-mediaeval village society,

yet vital to the interests of the modern peasantry, began to be

reflected in their dramatic entertainments. In the variants of

"Barin" one sees the theatre used as a means to reflect political and

social realities, in particular the facts of life in a poor village

with an absentee landlord, and, what is perhaps more important, as a

means to oomment on and judge them. The crops are bad, there are no

tools, no horses to plough the fields, too little flour produced,

the hens do not lay well and the unlucky are even likely to die of

starvation. The picture is presented not realistically but satirically
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by Mil* way in which the facts are selected and the way in which they

and the barin himself are presented to the public. Although at

first sight "Baring even in the more organised variants,appears to

b little more than a series of comic dialogues loosely strung

together by threads of thematic similarity, its construction is in

fact a little more ingenious- depending for its effect not only upon

the verbal skill of the servant, starosta, etc., but upon a series

of paradoxical situations. There is, for instance, the contrast

between the way in which the words of the servant are heard and

interpreted by the audience and the master respectively; the paradox

of the cunning of the servant and the stupidity of the master, the

paradox of the relative social positions of the two main characters

and the relationship in which they actually stand to one another,

however, from a dramatic and aesthetic point of view "Lodka" is much

more complex. Social notes are apparent here too, particularly in

the scenes of the descent of the robber band upon the house of the

rich landowner or merchant. In the "Drama o Ermake",'2' where the

plots of "Lodka" and "Barin" have become confused, Afon'ka Malyi

warns his master that Ermak will soon come and avenge the ills of

the peasants:-

"
- Cieopo oh Bac - xxonl Bot Ban h xoxon. "

1. "Drama o Brmake", p. 260.



- 325 -

\

But this is only a subordinate factor. "Lodkaw is essentially

e drama for entertainment. It provides elements of adventure,

dsnger, romance, the exotic, divorced from everyday realities, yet

at the same time expressing in a way, through the popularity of the

Ataman hero, the strong, ruthless leader of an anarchical movement

against the forces of order and authority and to a certain extent of

the oppressed against the oppressors, the same sort: of hopes and

ideals whioh induced the peasants to support leaders like Pugachev

in the eighteenth-century uprisings. "Lodka" has action, a variety

of characters and situations, alternating moods, violence, anger,

laughter, pathos. It is above all a work whioh is basically the

product of fantasy. In it historical characters mingle with

characters from popular fiction and with stock characters of the

folk-theatre. There is no attempt either here or in "Kak frantsuz

Moskvu brad" at historical accuracy. Hazin and Tugachev, Potemkin

and Napoleon, meet as contemporaries and no-one is astonished. The

folk-theatre is not concerned with historical or objective reality.

It exists according to its own conventions and peculiar logic. These

conventions impose themselves upon the synthesis of themes, ideas,

characters, songs, jokes drawn from many fields which form the nucleus

of each drama. It is these conventions which allow the historical

figure Napoleon to take on the features of one of the stock characters

of the folk-theatre, the "Tsar-tyrant", typified by Tsar Maximillian

arid Herod, from the vertep. Thus the conflict between the Fteperor
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and Fotemkin develops along the same lines as that between Maximillian

end his son Adclf. He tries to "bribe him v/ith rewards and promises

of honours. On his refusal he is flung into prison with almost

exactly the same command as is Adolf by his father:-

- C'l'necTB i;oTei.:r,KHa b r.re:::cy. - rrc yTo«SHT

jlk oh cBoe jnoToe sejyme k ho node^KT jth on cboc.".
4

rop^OCTH. "

The gravedigger is summoned to remove the body just as he removes

that of Adolf and the dead knights in "Tsar Maximillian" or a fallen

brigand in "Lodka1'. It is the same inner logic which allows Tsar

Herod to become identified with Tsar Maximillian in some hybrid

versions of the two plays in which they usually figure, which allows

the starosta in "Barin" to become one of the robbers of the brigand

band, which allows Afon'ka Malyi to threaten his unjust master V7ith
2

retribution from Srmak, which lets Tsar Maximillian and the Ataman

merge into one character with Adolf appearing as the robber's sonj-

"1'EeAica c ko6hmoH yTamn«a, 3a hhx cto AB&AuaTb

noJiyHiiJi,npHnpHTaji AenexKH a. k MecTy, 3acuaTaji MaiaeuBKy-

HeeecTy. baxoTejiocB MHe nojcyniiie cBa^e6rcy cLirpaTB,

no^e3 a AeEhm bopobhtb. " ^

1. "Kak frantsuz Moskvu bral," in P.N. Berkov, Russkaya narodnaya
drama XVII~XX vv., p. 167.

2. S-K-pra -p.22.4-.
3. "ohaika razboinikov," Akimova.
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The plays mentioned in this section, as well as the more

important ''Tsar Llaximillian", all form part of the repertoire of

the Russian folk-theatre. As a complete section is devoted to

the common characteristics of this tradition alone with the methods

of acting and presenting the plays at a later stage in this work,

I shall not attempt to go into more detail about than here."'"

1. See 5ez6'ori Five.
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CHAPTER DC

♦•TSAR MAXIMILLIAN" > M OUTLINE

Up to this point a variety of embryonic phenomena and already

emergent, although primitive, forms of the Russian folk-theatre have

come under scrutiny; remnants of pagan rituals, "work processes"

converted into word, music and rhythm, dramatised songs, everyday

scenes and people adapted into a public entertainment, the transition

of primitive church drama from its ecclesiastical sources to the

folk-milieu through the medium of the puppet-theatre, and many others.

The wide variety of dramatic knowledge and experience gained in these

exercises and preserved in the minds and hearts of the people for so

long, in spite of persistent and ferocious persecution by church and

state, reveals itself to no greater advantage in Russia than in the

folk-play "Tsar aaximillian"•

Before proceeding to an examination of various theories as to

the place and time of origin of the play and its literary antecedents

and contemporaries I should like to give a brief outline of the

scenes and characters which appear in different versions.^

1. The variants made use of in Section IV will be found listed in
the Appendix.

- 328 -
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The central theme of the play consists of the religious con¬

flict between the pagan father Tsar Maximillian and his Christian son

Adolf. The latter, three times summoned to adore the pagan gods,

three times refuses. He is fettered by a blacksmith, sent to prison

on bread and water or banished to the wilderness to reconsider his

disobedience and finally he is executed by Brambeus (Burmail,

Brambivul, Branbeul, etc.), the court executioner, a knight who has

been kept in prison for thirty-three years (thirty-five, thirty-six)

and is released specifically for this deod.

In this fundamental conflict the two opposing elements of regal

power, perverted to dictatorship, and Christian humility, leading to

martyrdom, are clearly depicted. Thus, on the one hand, we have the

assertion of royal authority in Tsar Maximillian's introductory

monologue about his power and far-flung military victories -

H
- Jlpcmejt h Bee roxHHe cTpaim 11 noKopmi npcBoe»

^epjEaBoio MsnaHHio, repMaHHio, HeMeTqimy, 'TypeTqHHy, h bc©

^ysectpanuk iiokophh npea Moeio aepceaboio. Kto hsa

napstMH nap&, h8la ptmapjiiMi pnnapB, na^ noBeJiHTejiflana:
•1

noBeJtHTe^B, Kaic He a, rpoaHKft HapB MaiccHUBflH."
and his right to judge his subjects, including Adolf, to punish or to

pardon; in the scene of his enthronment and investment with the royal

1. "Tsar i-asim'yan," Onchukov, Severnye narodnve dramy (3Pb. 1911),
p. 5.
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regalia, symbols of his power, brought to him with pomp and ceremony

by his faithful pages} in the subservient speech and actions of his

deputy, the okorokhod-fel'dmarshal. On the other hand, there is

the pathos and weakness of Adolf, loved by the people and defended

in vain by his friend and executioner Brambeus, who after the

execution himself commits suicide from grief;

'
- itoro aiofiHJf, / Toro h ytfiUL, / can ce<5a nory<5n.a. /

0, Her J He jehtb MHe 6o.iee / aa stom 6ejiou cbst© J /
4

0, th, psaaoe xe-ieao, / npoEoa, npoasH th rpyA*> mob!"

2
Occasionally, the death of Adolf is followed by a mock funeral.

In some variants,^ the Tsar's attitude towards his son is

reinforced by the demands of his second wife, a pagan goddess. In

one version^" we see portrayed Maximillian's proposal, sent by

messenger, and her acceptance on condition that he and his subjects

will accept her faith. The marriage of the father, like the funeral

1. IT. "Vinogradov, Sfarodnaya drama "Tsar* lialcsimil'yan i nepokornyi
syn ego Adol'f" - sbornik 0-R.Ya 5 Vol. XG, Ho. 7 (sFb. 1914)>
Variant I, p. 29*

2. Vinogradov, op. pit.. Variant 2.
3. h.g. (a) I.b. Abramov, "Tsar1 kaksimilian", in Izvestjya 0 E.Ya S

Bk. 3 (SPb. 1904)l
(b) A. Gruzinskii, "Tsar* Xaksimilian11, in ^tno,-s*x-aficheakce

obogrenie (M. 1898), Bk. 33> No. 3}
(c) V. Xostin, "Tsar! laaksimilian", in -Xnograficheskoe

obozrerde (M. 1898), Bk. 379 No. 2}
;d) Onchukov - Variant 1}
(e) Vinogradov - Variant IV.

4» Kostin.
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of the son, is sometimes celebrated with a mock ceremoqy.

Adolf himself, and his supposed subversive activities, are in
2

a number of variants betrayed to the Tsar (by his step-mother, by

ling Nikei, by ah anonymous slanderer). Adolf is not, however,

completely without friends for in at least three versions ^ hia

cause is pleaded by a foreign ambassador (Krymakii poaol, Bimakii
J

posol) or, in other versions, by one or other of the warriors who

appear later in the text. In one text he is even betrayed by his

younger brother/

Closely connected with the central plot are several comic

scenes of an interlude nature which recur at different times through-

5
out the play. The most important figure here is the grave-digger

1. Vinogradov - Variant III.
2. See, e.g.i (a) P.N. Berkov, "Odna iz stareishikh zapisei Tsarya

Maksimiliana,w in Russkii fol'klor, materialy i issledovanlya.rV
(M.-L. 1958),

(b) N. Onchukov, "Tsar* Malesera'yan," in Sevemve
narodrive dramy (SPb. 191l)}

(c) N.N. Vinogradov, "Narodnaya drama Tsar' ,laksem'van
i ego nepokornyi syn Gdol'f," Izvestiya O.H.Ya.S, Vol. X, 1905, 3k.
2, in P.N. Berkov, flusskaya narodnaya drama XVII-vCX w (ivi. 1953)}

(d) A.I. Myakutin, "Tsar .aksiifiiliyan," in Pesni
orenburgskikh kazakov, IV (SPb. 1910)f

\q) Vinogradov - Variant I.
3« (a) Onchukov - Variant I»

b) Berkov - Variant 1}
c) Berkov - Russkii fol'klor.

4. T.M. Akimova, "Narodnaya drama v novykh zapisyakh," in Jchenye
zapialci Saratov, universiteta 1948. Vol. XX - philological issue.

5. He is absent in only one of the texts known to me, i.e. the Vdkov
variant.



- 332. -

Markushka who is summoned to remove the bodies of Adolf and Brambeus,

and later those of the dead knights. Along with . arkushka appear

several other characters, his friend, another grave-digger, his old

woman, a tailor, the devil, a doctor, and a variety of humorous

antics take place - the measuring of the body for the coffin,* the

sewing of a hat or sheepskin coat (tulup) for iarkuahka as a reward

2
for his work. The most important of the characters thus drawn into

the play is, however, the doctor -

"fl ecT£ ^eicaps,
Ha-noA iCaweHHoro mocte anTeicapi,
BOJIHTKH BHHHMaiO,
MHpBK BCTaBJIHK),
CTapnx Ha nepeAeJCHBaio: . . .n *

- who is called to cure Markushka of his aches and pains or to tend

the wounds of the fallen knights. He is sometimes accompanied by

his assistant, Pa3hka-fel!daher, whose drunkenness further adds to

the hilarity. The scene which follows the doctor's appearance takes

the form of a mock examination of the patient with ridiculous remedies

offered for imaginary illnesses.

The second part of "Ivlaximillian" consists basically of a series

of duel-scenes Irvtsarskoe shturmovanie) linked only tenuously with

1. Vinogradov - Variant III.
2. See, e.g., Vinogradov - Variant II, and the Kostin and Gruzinskii

texts.

3- Vinogradov - Variant II, p. 87.
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the preceding part, between the tsar's champion Anika the warrior,

and a variety of enemies who come to overcome kaximillian and capture

the city Antoiv-grad. These include such characters as the Black

Arab (in 11 variants), the 2meiulan (in 9 versions), King Mamai with

his nephew (13 versions), the last of whom demand tribute from

Maximillian and send him challenging letters. Of these scenes the

most developed is that with King Mamai which is a dramatised version

of the Mamaevo poboishche well known to Russian mediaeval and folk

literature. Anika is consistently victorious and a "triumph" is

ordered in his honour.

A similar scene to the above in construction, yet differently

motivated is that between Venus i/enera) and Mars (Kara* Marets).

They too fight and Venus, defeated, is left to the mercy of her enemy

until her brother appears to defend her. On occasions Venus is saved,

on others her brother is killed, in others again liars himself is
I

defeated by Anika the warrior.

"Tsar Maximillian" usually ends on a highly moral note with the

constantly victorious knight Anika, struck down in his turn by Death

with her 3cythe. Anika at first challenges her boldly like the

others, then, horrified at the inevitability of destruction, begs for

just a little longer to live - three years, three months, three d^s,

or even three hours - but all in vain.
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The. problems facing scholars of this somewhat amorphous collection
of scenes are considerable. There is for example the problem of

deciding when it was first written and performed. Without more

detailed documentary evidence it is impossible to date the play

exactly although many historians of folk-literature and the theatre

have agreed in naming the early-mid-lSth century as its probable

birth-time. -Octant variants of "Tsar Llaximillian" cannot be dated

beyond the first quarter of the 19th century, but we do have references

to performances before this. ibr instance after 1793 when the

Tobol'sk Archbishopric school became a seminary the pupils performed

plays at Christmastide including "Maxima. 11 ian" and "Tsar Herod".^ On

extremely tenuous evidence Vsevolod3kii-0erngross quotes 1810 as one

of the earliest mentions of the existence of "Tsar Maximillian"• It

occurs in the play "Mityukha Valdaiskii" by the .Decembrist writer

P.N. Semenov, when one of the characters, recounting his knowledge

of the theatre, speaks at the same time of the popular "lubochnye

romany" and a play "about some Tsar or other". We hear again of

the folk-play in the thirties of the 19th century, in Leskov's 3tory

"Orabesh", set in this period, when the narrator explainss-

1. Prot. Sulitskii, "Seminarskii teatr v starinu v Tobol'ske,"
Chtenjya v imp, obshch. ist. i drey. rossiiskoi,1870, Bk. 2, Pt. 7,
quoted by Volkov, op. cit;, p. 53*

2. Vsevolodskii-Gerngro33, Russkava ustnaya narodnava drama, p. 100.
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"HeT MaMaHBica, Bare BaM yro^no, ho a .sa^eHSsy tfea

po^cTBemioii yc-syrn ne ocTaBjrio. HeyseejrH a 6y&y HefiJiaro-

^apnna kok AjiB$pe,5, KoToporo ps^eKue coa^aTH no AoiiaM

npe^craBJifliOT." ^
Alfred is possibly an alternative form of Adolf, the hero of "Tsar

aximillian", but on the other hand the theme of the context of the

quotation is the ingratitude of one relative (the nephew) in refusing

his aid to another (the uncle) which does not seem to correspond to

the situation in the play.

In 1863 an unknown author published an article in "lakra"

(No. 6, pp» 82-83) in which he gave the first eyewitness account of

the play. The revival of interest in folk-lore towards the end of

the 19th century led to the first appearances of the play in print,

in versions collected by amateur observers as well as professional

folklorists all over the country and published by various ethnographi¬

cal journals, the ktnografioheskoe Obozrenie, the Apornik 0. H. la. 8,

...iev3ka/a 8tarina-> Ahivaya Starina and others; a large number of such

texts were printed during the 1880s, 1890s and the first decade of

the 20th century. However, performances of "Tsar llaximillian" began

to die out from the beginning of this century. The advent of mass

entertainment, the break-up of rural seclusion and the upheavals of

war, revolution and civil war hastened this process and eventually

lUS.Leskov,"Orabezhj' So'brame sothinemi v ocKnna<)tsati io-makh
vol s, ~p. 128.
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closed the door irrevocably on all such phenomena. Only sporadic

performances were noted in the twenties, in outlying districts.

In 1937 a Polish version, "llaskarada", was recorded in the village

of tachewka (grains. iachwa, powiat tuninesk J."1" Among the last

seen performances of "Tsar MaxLmillian" must be the one filmed in

the early 1960s by a group of ethnography students from Moscow in

Gorky oblast'. The actors in this case were workers from a collective

farm who were playing from memory the parts familiar to them from the

days of their youth in the 1920s. This film, which I had the good

fortune to see, was shown at the Ethnographical Institute of the

Academy of Sciences history department in Moscow in 1963*

A run of at least 150 years is no mean achievement for any

play, but the continued popularity of "Tear llaximilliaa" over the

years among simple audiences is as unquestionable as it is extraor¬

dinary. It penetrated to all sections of the "people", being played

by artisans, factory workers, sailors, peasants and especially by

soldiers. iTLke "Lodka", versions of it have been found scattered

over the length and breadth of European Russia from the Kherson

government in the extreme south of the Ukraine ^ to the Onezh and

1. Josef Gotabek, "Car ^aksymilian-..idowisko ludowe na Rusi," Prace
komis.ii atnograficzne.i, No. 17 (Krakow 1936), p. 20.

2. The extreme importance of the military in the dissemination and
development of the play will be dealt with in Section V.

3. See, e.g., Smirnitskii, op. cit.
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.Archangel government a in the far North,1 from the Orenburg district
2

on the frontier of south-eastern European Russia to Minsk government

in Western White Russia.^

This dissemination of the known variants of the play over such

a wide area, coupled with the fact that only a handflil of variants

in any one region were ever published while many other regions

remained totally unexplored, makes it extremely difficult to make

any definite pronouncements about its place of origin, although several

suggestions have been put forward. The existence of many versions

in the central belt round Moscow (the Ryazan' and Yaroslavl governments,

or the Kostromskii uezd, for example) led to the idea that the play

grew up among the industrial (predominantly textile) workers in this

area. Onchukov, on the other hand, stresses the importance of the

sawmills in the northern maritime regions of Russia (round Archangel,
\ 4

for example) as a repository and dispersal point for the folk-theatre.

One point which seems to be quite clear is that the basic text

of the play is written in Great Russian as opposed to White Russian

or Ukrainian, although a number of features can be seen both in the

content and in the language which reflect its passage across the

1. Eee Onchukov's texts in Severnve narodnye draray.

2. See Myakutin's text in Peani orenburgskikh kazakov.

3. See Gruzinskii's variant.

4« Onchukov, Narodnaya drama na Severe, p. 219•
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country and the various areas in which it settled and became part

of the local life. Thus in the Ukrainian and White Russian texts

one finds characters which traditionally belong to the popular litera¬

ture of these regions, the Jew, the Cossack, the Ukrainian Hetman, etc.'*'
Here too occurs the strongest influence from the "vertep" and the

allied play of "ling Herod". Several versions from the Kherson

government, for instance, present "Herod" and "Maximillian" combined
r\

into one under the title "The Throne ("Tron"). Similarly, among

the characters in Qnchukov's first version of "Tsar Haximillian" in

the Horth ^ are two old men (the gravediggers Patrakei and Mokei)

who, from their exchange of reminiscences, have obviously served with

the Baltic fleet. Their conversation is full of nautical terminology »-

"BTopofi cTapxK - y nac 6uji "CioBBecTp" Ha 9«MsaxQfltV»

BepcT. y nac Ha Mapcax koxho <5iuro ha ,i®Ke 6ux

nHTeiiHHfl j;ok, a Ha rpoTe, tam xapneBiiH. Ha Kpraceute tam

(5H^a JiaBOHKa apTe-a&Ea. " ^

imother text which shows signs of regional occupation is the one from

the Orenburg Cossacks, which i3 full of influences from the Cossack

1. See, e.g., the Grusinskii, Abramov and Volkov variants.
2. S-u-pTa., J>2.45 f-f.
3. Onchukov,. Sevemve narodnye dramv. p. 29*

4> (a) Mars ■ a sort of crow's nest or platform at the top of a
ship's mast.

(b) grot * mainmast, mainsail.
(c) kgyusel' « the mizen-top.
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way of life. upart from references to the military milieu (which

occur in other texts, although in this case they are particularly

strong) there is a certain familiarity with "horse" teminology. In

a comic scene the old man asks*

"
- l^e se moh cjKBeHBKgg, KaypeHSKHh xepatiimrf"

These are two not very common "horse" colours, the latter of Tartar

origin. A little further on he says:

A
"

- IlorJia&y, moh jth MeTa-To."

As far as the language of "Tsar -.laximillian" is concerned there

are certain problems in deciding upon the nature of the ba3ic text

or deviations from it since many of the texts now extant do not truly

reflect the language of their original version. The nineteenth-

century copies of the play were often collected by untrained observers,

unaware of the importance of exact reportage. Most of the texts

were therefore copied down by them in standard Great Russian or else

were communicated to them by a narrator with all regional features

removed from the text for the sake of clarity. Moreover* before

publication, the texts were often "bowdlerised", odd spellings were

altered, obscure passages omitted or "corrected", artificial divisions

into acts and scenes introduced and so on. However, it is generally

agreed, on the basis of texts not so defogaad, that the language of

1. Myakutin, op. cit., p. 275*
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origin was Russian. The stability of Great Russian as the language

of "Tsar Maximillian" is borne out particularly by the fact that even

in those places where Russian was not spoken, the language of the text

remains basically unchanged. Thus Abrainov says of his version

(which, incidentally, he has left in its original form)t-

"HyatHo aaueTuTb hto HacejieHHe MecTemca BopoHexa
robopht ha lajqpycckom aauke, ho haasahhafl mho:o "kyueahh"

Bcer^a paaBirpHBaeTca Ha HSHKe BejKKopyceicoM. BiiponeM
-J

He coBcen hhctom."

Similarly, the play la the collection of white Russian folklore
2

"Selorusskii Sbornik" is not written in 'White Russian proper but

rather in Great Russian heavily influenced by a mixture of West

Russian and Ukrainian phonetios and dialectal forms. Among lexical

features of 1his nature one might note the use of the words "DaHOHKH" ^
(nanoHKn) instead of "rocnoja" and "H3Bep",^ which the editor of

the text suggests is a White Russian confusion of the two words

''n3Bepr" ani "HayBep". Grammatical features would include the

Ukrainian soft ending in the 3rd person singular of the verb, e.g.<

"oTAHxaeTB", "rpemHTB", "khiihtb",

1. Abramov, op. clt.« p. 1.
2. E.R. Romanov, Belorusskii Sbornik (Vitebsk 1891), Vol, I, issue 5*
3« Op. cit», p. 273•

4* Qp. oit.i p. 275*
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or the »»hite Russian 3rd person singular present tense ending of *-e

where Russian would have -at. e.g.:

"dyAa", "xoaa"

(the unstressed being written here as ^a); some phonetic points

can also be seen: l>*/ - C, and in final position in the past

tense, e.g. :

"HMeB", "npeAaB"
I

(where B presumably represents W)•

V >ur/ - C (prefix or preposition), e.g.:

"ywecTo" ("BMeeTe"), "y tom" ("b tom").

C j v > a' c' v t cf. "y ioaTBTii" (M» lilTH'*)x
and "no pa3AOJIBJIK>".

r' > r , e.g.i

"nap" , "k napy" , "napa Tenep" , "pnnapa " , etc.

It is also possible to find examples of the White Russian ij/yj from

Common Slavonic bjb , hj'b as ini

w101k", "bhiotb" ,

where we would expect ej/oj in Great Russian as in";ieio" , "bokt".

Abramov's Ukrainian text contains words like

"dawre", "yea", "eadyB", "napodHx" ,

etc., and the gypsy's comic monologue at the end is a good example of
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what Abramov meant by describing the language as "Great Russian,

although not quite pure":-

"yMeiO HKTaTB, IIHCaTB, pilCOBaTB H npeoTXMHBO KOHilKOB

BopoBaTB . . . xypKyjra, KypKyaa na Kpyqenoii KOBtface sk 6k

y Bac b ne^M ca«io ae aBiipaajro, to-6 ao Bac HsaE-UKraK
1

ne safiiuoB. "

v

The Akimova text is particularly interesting from the point

of view of language for it is written exactly as it was spoken with

no alterations and shows definite features of the three linguistic

groups which meet in the Saratov area. oaratov itself is situated,

strangely enough, in the Vladimirsko-povolzhskaya group of North

Russian dialects but it is not far from either the area of the central

Russian dialects (eastern group) or the strong "yakan'e" group of the

southern .Russian dialects (note, for examples

"cBaflMy" ("cBoeMy"), "noBJhiHBaTM" ("noBexeBaTa"),
"«ro" ("ero"), "4>cHro,: ("scero").

2
If one looks at text3 like Xallash's No. 1, or Ajramov's,hoth

from Chernigov government, one, sees that while the regional comic scenes

contain many Ukrainian words and expressions the "serious" part of the

1. Abramov, op. cit*. p. 32.

2. V.V. Kallash, "Tsar1 Maksimilian", &tnograficheskoe Qbozranie,
Bk. XXXIX (M* 1899).
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plot is in Great Russian, although a few Ukrainianisas can be found.

Indeed, it is generally true of the folk-plays, in particular "Tsar

Kaximillian", that while serious characters txy to keep as close

to the literary language as possible, comic characters are free,

even encouraged, to get as much local colour into their speech as

they can.

laving established then that "Tsar Jaximillian" is Great Russian

in origin, although contaminated by White Russian and Ukrainian, the

next and far greater problem is that of deciding upon the nature of

the actual artistic impulse that lay behind its creation. Many

theories have been put forward about this, some of a more specific

nature than others. There is, for instance, the suggestion that

"Tsar maximillian" is based upon a hagiographical tale, in particular

the life of the martyr St. Nilcita. The main exponent of this idea

is Vladimir Kallash, who suggested that the original brief framework

of the story once adapted into dramatic form was expanded by the

addition of a variety of extraneous elements. The often widely

divergent variants which were later obtained he saw as mainly the

result of the oral tradition. The play, nevertheless, retained some

of the characteristics of early Petrine draaa of literary origin.^"
Another popular theory is that "Tsar Liaximillian" is a folklorised

version of some unknown religious school drama of the early 18th

1. I&iS., p. 3.
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centuzy. While Y.D. ICuz'mina, for instance, is content to consider

the basis for the play as simply "a non-extant early 18th-century

drama, the dramatised version of some tale about the execution by a

pagan Tsar of his disobedient Christian son",''' other scholars have
2 3

made more specific claims. Both Berkov and Ysevolodskii-Gerngross

connect "Tsar Maximillian" with one school-play in particular* Daitri

Bostcv's "Yenets Slavnopobednosnii Velikomucheniku -Oimitriyu" (1704).

Both agree that there are close similarities between the two plots.

Ysevolodskii-Gerngross lists the following* (l) the name of the

persecutor, ^aximillian, (%) the fundamental conflict between father

and son, (3) military action against the Tsar, (4) unitri's im¬

prisonment, (5) the intervention of a third party on his behalf (in

the "Yenets ..." this is Nestor, in "Tsar Maximillian" the executioner

Brambeus), (6) the execution of both Nestor and Dimitri. In

considering the non-religious plot of "Tsar Maximillian", in par¬

ticular the many duel and battle scenes, Berkov tries to explain their

presence as a later corruption of the battle between the faithful

Nestor and the temptress Melei. The name Melei he thinks is a

distorted form of Medeia or Megera which he equates with the Venera

of "Tsar Maximillian"

1. Y.D. Kuz'mina, op. oit.. p. 71•
2. P.N. Berkov,"Veroyatnyi istochnik narodnoi p'esy o tsare Maksi-

miliane i ego nepokornom syne Adol'fe," Trudy otdela drevne-rusakoi
literatury Ak. N. SSSR (M.-L, 1957)» XIII.

3« Ysevolodskii-Gerngross, Itusskava ustnava narolnaya drama, p. 102.
4« P.N. Berkov, op. cit.
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I.L. Ahchegiov-heontiev was one of the first to suggest that

the original impulse towards the creation of "Tsar - ■aximilliaa" may

have been a desire to satirise the relationship between Peter the

Great and his son Alexis, a dranatic interpretation of contemporary

events among the most "strikingly dramatic", as he puts it, of the

Petrine period.'"
2

T.A. ^artem'yanov adopts this idea and develops it, putting

forward various reasons to support his claim* Ke notes, for example,

that Peter had his son executed for disloyalty (cf. Aaximillian and

Adolf), that Peter's second wife (later mkaterina Alekseevna) was a

disruptive influence between father and son (cf. Tsar Maximillian's

second, pagan wife, Venera, who demands Adolf's conversion from

Christianity); like Maximillian Peter persecuted those of another

faith (i.e. the Old Believers); in the comic patriarch or priest

and the parody weddings and funerals which occur in "Tsar liaximillian"

he sees the influence of Peter's "Cynod of ibols"; a strong connect-

irg link between Peter and the name Aaximillian he sees in the document

acclaiming Peter's right to the title of Amperor -

"THTya oTfla oTewecTBHH, IleTpa sejiiiKoro, HmnepaTopa

hcepoccHiicKor^npHHHTii H3 kotophx thtyji :a,inepaTopcKHii

1. I.L. Shcheglov, op. cit.. p. 138.
2. G.A. Martem'yanov,"Komediya o Tsare Haksimiliane, " Istorlcheskii

Vestnik (1914), No. 5, Vol. 136.
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Bamero BeutrqecTBa AocToxBajrBHHM aHTeneccopaM ot

cjtaBHeiimaro HMnepaTopa pmicKoro MaRcnMT*.?iraHa ot

HeCKOXBKO COT JE6T yxe npHJIOXeH, II HHHe OT MHOrHX

noTeHTaToB AaeTcs." 1

The fact that Peter derived the right to his title from the 16th-

century German i-mperor Aiaximilian, combined with the knowledge that

the name aximillian was commonly used among the people as a

persecutor of Christians, is enough to convince liartern'yaaov that the

Tsar of the folk-play and the Russian emperor are one and the same.

He also reminds us that satires upon the actions of Peter were not

unusual. There are for example the well-known "folk-pictures"

entitled "Pogrebenie Kota", and others depicting the marriage between

Peter and Catherine.

P.N. Berkov while not accepting this theozy as the origin of

"Tsar ,.i£iximillian" brings forward points supporting the influence

of the historical period upon the plot of the play. In a variant
2

collected by Vinogradov one of the knights who pleads for Adolf's

life and threatens to avenge his death holds the title of Roman

ambassador (rimskii posol). 'This, he suggests, could be a reference

to the complications which arose between Russia and Austria after

1. Golikov, Deyaniya Petra velikogo, quoted by G.A. Martem'yanov,
op. cit.. p. 550*

2. N.N. Vinogradov, "Tsar Maksem'yan i ego nepokornyi syn Odol'f"
(SPb. 1905), an offprint from Izvestiya O.R.Ya.S, Vol. X, Bk. 2,
19G5» in P.N. Berkov, ftuaakaya narodnaya drama, p. 180.



347 -

Alexis' death since he was married to the daughter of the Austrian

(H.R.E.) -Anperor.1

Josef Coiafcek, the Polish writer on the Russian folk-theatre,

also tends to support Skcheglov's idea. He imagines that originally

it would have been too difficult to perfoxm the play openly or to

have it written down. It would therefore be transmitted orally

through various sections of Russian society until it reached the

"folk". Eventually when the political significance of the play and

the reasons for the disguised names were forgotten it reappeared as

2
the story of a Christian martyr.

One of the most extraordinary suggestions as to the origin of

"Tsar haximillian" was given by Veselovskii who thought that the

original must have been an unknown folk-tale. All the foreign names

occurring in the play he imagines to be later additions while Adolf

and Anika-Voin are one and the same character.^

In all such theories there are doubtless elements of truth or

at least feasibility* but all suffer from being too specific in

contentions based upon a conspicuous lack of concrete evidence. 'This

is particularly true of Kallash's attitude to the "Life of St. Nikita"

and Berkov's and Vsevolodsky-G-erngross's to the "Veneta Bimitriya".

1. P.N. Berkov, Russkaya narodnaya drama, p. 33.

2. J. SoiaTpek, op. oit., pp. 87-89.
3« A. Veselovskii, op. cit.. p. 4^2.
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Kallash for instance points to the significance of the name

Maximillian and to similarities in the basic plot. Yet, as I have

noted, Maximillian was an accepted popular name for any royal pagan

persecutor, appearing on folk-pictures in company with other heretics

and oppressors of Christianity. It is of interest to note in

passing that a King l.aximianus (Maximian is one of the alternative

names in the fclk-play) appears in the pages of the German mediaeval

"Kaiser Chronik" in connection with the Martyrdom of St. Maurice.

Moreover, in order to discover the basic thematic similarity between

the "Life of Nikita" and "Tsar .-aximillian" it is necessary to strip

the former of a considerable part of its contents since the religious

plot of "Maximillian" consists only of the Tsar's refusal to accept

his son's faith, the latter's imprisonment and finally execution,

whereas in the hagiography h'ikita is subjected to a whole series

of tortures (he is beaten, burnt, flung down from a tall cliff, etc.)

and temptations (by beautiful maidens, by the devil in the form of

an angel); the people rise up against the Tsar, the soldiers, wizards

and finally Maximillian himself are saved by a mira&e.^ The events

which Kallash sees as significant can be found in many other hagio-

graphical tales, for example in the Life of 3t. -gor, who also had

a pagan father»-

1. N.S. Tikhonravov,"Nikitino muchen1e,"Pamyatniki otrechennoi
russkoi literatury. Vol. 11 (M. 1863), p. 15 .



- 34-9 -

"Eh HMeJt oTita HHBepHaro,
A Mancy xpacTHaHicy ..."

The Tsar persecutes him:

"•ftioTuii 6uy Tan «apB.
Eh ycJiHinaB o cbhtom flroptn.
Cayrn nocHJiae,
A pyne cBasaBMH ..."

Sgor boldly refuses to obey himi
"

- He yCoHBca cbht Hropnii
lipe^ HapOM CTOHBIEH.
Bshb doxiiHHy, paafiHB ..."

for which act he is flung into prison*

"IIoTeM noBeJieB aro
y TeMHHHy BeCTH, a
Ha kojihco noTHniyTH ..."

Berkov also rejects the "Life of Nikita" as a possible origin

because it is not included in either of the two major Russian

calendars of the saints, Itaitri Rostovskii's "Chet'i Minei" or the

Archbishop Sergei's "Polnoe mesyaeheslov vostoka"• As apocryphal

literature it was not likely to have become widely enough known to

form the basis for a folk-play. In fairness to Kallash, however,

it should be said that he makes no attempt to exaggerate his claims.

The same criticism holds good for Berkov's and Gerngross's

idea since the plots of school plays based upon tales of martyrdom

which, although different in origin, tended to follow a certain

pattern would themselves reflect this sameness. Thus, other

1. Dukhovnye Stikhi, Atnograficheskoe obozrenie (M. 1899), Bk. 39,
No. 3, p. 168.
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scholars (notably P.G. Bogatirev) have already indicated connections

between "Tsar llaximillian" and the folklorised Czech school play

of "St. Dorothy". Berkov's explanation of apparent anomalies

between the text of the Russian folk-play and the school play seems

highly unlikely, since the duel scenes, although there are many of

them, are too constant and organic in character to allow of such an

interpretation. Moreover, in all the texts known to me there is no

duel between Venera and Brambeu3, Adolf's friend (the equivalent of

Nestor), which one would certainly expect to occur frequently if

Berkov's hypothesis were correct.

while not wishing to deny the possibility that a historical

satire lies at the foundation of "Tsar Maximillian", it seems that

most of the arguments brought forward to support it are also rather

slender. when examining Martem'yanov's evidence, for instance, it

is possible to rule out the influence of Peter's "Synod of Pools" upon

"Tsar Maximillian" for it is well known that parody weddings and

funerals were a widespread feature of the Russian folk-theatre

occurring independently, in "Pakhomushka", in 'Mal'bruk", in "Lodka",

etc., and that such performances were known elsewhere in lilurope.

Secondly, the comparison between Catherine and "Venera" should not

be taken too far since, in the play, it is Venera who encourages the

persecution of Christians while Catherine could hardly be blamed for

Peter's policy towards the "Old Believers". Thirdly, it is unlikely
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that the sort of people for whom "Tsar i.Iaximillian" was a favourite

entertainment would have been aware either of the document quoted by

Martem'yanov or that Peter's claim came through the German Unperor

Maximillian.

Similarly Berkov's point cannot be taken as evidence since the

character mentioned (the foreign ambassador) occurs only in four of

the texts that I have studied (including the text mentioned by Berkov

himself). In Berkov's text from "Russkii fol'klor-materialy i

issledovaniya" he is entitled the "Roman Catholic ambassador" (rimsko-

katoliohesidi); in "Tsar liaximillian" - Vinogradov Mo, 1 he is

titleless; in "Tsar Maximillian" - Onchukov Ho, 1 he is known as

the Crimean ambassador (krymslcii). This being so, there is no

evidence to prove a link with the H.R.it. Indeed

"phmckhM"

is quite likely to be simply a corruption of

"KpHMCKHil"

since the play is full of other allusions to Turks and Tartars, the

Crimean war, Turkish wars, etc.

A close study of the texts and the historical facts of Alexis'

life fails to reveal any conclusive parallels, except perhaps in the

critical attitude of the people towards Tsar Maximillian's action.

There were many people who even while disagreeing with Alexis'

political or religious views condemned the tyrannical and unnatural
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cruelty ox his father and this sort of atmosphere is clearly felt in

"Tsar -^ax.imillian' also. Barmuil, the executioner's reproach to

Maximillian in nostin's version might well have been intended for

Peter too

"Ax, KaK icaaocTHo, rocno^al Ha ero dejiaro Ka^Taaa

Te-qeT d-iaropoAHaa kpobb ero. IIocMoTpHTe, rocno^a,

KaKoe npaBocy^ne y napsi: ^gx&evsesBSS 6hjee chh, h Toro

c impy cacHJ. " ^
Similarly in "Tsar Llaximillian" - Vinogradov 1, the people take

Adolf's part»-

"
- JiocMoTpii sa napon, ksk oii njtaqeT u cosaAieeT

o neM."

Whether or not such an isolated detail has any significance is

difficult to say, yet the conflict between Peter and his son as

expressed in folk terms in the historical songs does seam to bear

some resemblance to the folk-play, although little to the historical

facts. In the historical song "Seaeinaya -<hizn' fetra I" the action

begins ?d.th the birth and early life of Petr Alekseevich. When he

decides to marry he refuses to live in Moscow and asks his father to

build him a town, "Pitenburkh". Peter marriesi-

"&gHy cede JIStp B3six b setute HeBepHoh . . , aom,

KOPOJIH HB0ACKorO, HaCTaCBK KOpOd£eBHHy,"

1. V. Kostin, op. cit.. p. 111.
2. IJ.il. Vinogradov - Variant I, p. 29 •
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and at first they live happily. ..hen the first son, Theodor, is

born, Peter is warned by wi3e mens-

Oh bQAb c^ejiaet-to Te<5e, bqab jibhoi: misy,

Oh h8mehyiaicy re6e, oh TBoeii Bepe,

Oh ee^£, 6yAeT npabhtb Bepymicy cTapiiHHy®*

Oh ctaphehy dy^er sepy 6orouoxhsyK>, -

BoroMo^&Hyia xpaHHTB Bepyniey, cnaceHiiyio."

..hen the prince grows up he informs his father that he has had a

dream in which two angels came to him and told him to take the old

faiths-

"
- He BepsiTB Bepe nannnoE, He BepHTB h ^e^obo^,

a BepHyTBca k Bepe npaB^e^Ka.w

I'eter imprisons his son for three days but he refuses to give in.

Peter then threatens to have him killed and the young prince dies of

fright. The song ends with the banishment of the queen to a

monastery and the meeting between Peter and Ekaterina Alekseevna while

he is wandering with a band of carpenters."1"

That the details of the martyrdom in "T3ar axinillian" are very

close to the imaginative folk-representation of similar historical

events is further borne out by the resemblance between the folk-play

and the death of Ivan the Terrible's son as depicted also in the

1. V.V. oipovskii, Istorlya russkoi slovesnosti, Pt. 1, issue 1
(Petrograd 1916), pp. 97-98*
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historical songs* In the song "Oh Ivane Groznom", an informer tells

Ivan that his son is a traitor, to which the Tsar answers*

"yx ro& Tii ecu MajuoTa CicypaTHKOK,

Bosbm:! uoero cuna mejioto aa Ccjiu pyrai ero.

Sa <5ejm pyKH, aa nepcTHH.

M noBe^H ero Ha to hojie Ha KyotHKoro,

ICo Toil HMe A& KpOBaBUSL,

K Toil AOCKe, A&- K AyGOBKfl,

CuecK euy Aa 6yiiHy ro^oBy,

4

IlpHHecH HHe cadeJtBKy KpoBaByu ..."

The underlined formulae are similar to those used in corresponding

passages in "Tsar' Maximillian".

Teselovskii'a remarks on "Tsar Maximillian" are clearly hased

upon a none too accurate knowledge of the play, since Adolf is by no

means always in league with the robbers as is supposed in his comments

on the text he has at his disposal. This is an obvious contamination

from the play "Lodka". There is no connection either between the

characters or actions of Adolf the martyr and Anika Voin the

boastful warrior.

Mong the most plausible arguments put forward about the origin

of "Tsar Liaximillian" are two to which many of the bast-known scholars

1. S.I. Yasilenko and V.M. Sidel'nikov, Ustnoe__ £O_eticheSK0e
^Y9r^es^Y0- rus5KQgo TizroJa, t (M 2.954 .J
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of the theatre and folk-theatre adhere. There is firstly the

idea that it is the result of an adaptation from one of the popular .

eighteenth-century tales or r.ytsarski e romany and, secondly, the

idea that "Tsar Uaximillian" is a typical play of the eighteenth-

century school-theatre repertoire. The ritsarskie roinany or povestl

were translated stories (from Italian, English, etc.) dealing with

the adventures and loves of knights, princes and princesses. Duels

and battles between the hero and his enemies, and the intervention

of mythological and fantastic characters, are also common features.

Many of these tales were adapted for the stage, as they were too in

V.estern Europe from the l6th-17th centuries, and entered the

repertoire of the eighteenth-century theatre in liussia. Among such

plays were the "Akt o Petre zlatykh klyuchei", "kornediya ob Indrike

i Melenae", "Akt obAlexsandre i Lodvike", "0 Leandre i Iyuvize", etc.

Morozov is generally regarded as the first to have noted the

similarities of content and style between these tales and "Tsar

Maximillian : i-

"Oth yuejteBEiHe ao chx nop $opMax&HLie oeodeiraocTH

KOMe^HH aacTaBJinBT npeAnoxaraTB, wto ona o<5nsaHa cbohm

nponcxo.tAeHHeM nnece, conaHeHHoii b npon^ioM ctojisthh,

uoxeT <5htb, nepeneJiaHHoti us KaKoro-HHdy^B paccsasa,

TeMH xe aKTepaMH-JoodHTeJtnMH, KOTopne ocTaBiun naw
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"KHApHica" vl "Kjipa". " ^

Many others have since agreed with him including Volkov, Krupyanskaya,

Kuz'mina, Kallash (who concedes only that certain details such as

the foreign-sounding name3 may have come from this source) and

ikimova who notes such common features as the courtly milieu, the

appearance of the mythological characters Venus and liars, and the
2

tragic exile of the hero, among others.

V.D. kuz'mina's views about the probable origin of "Tsar

Maximillian", that is, that it was based upon a non-extant early

eighteenth-century school drama with a religious persecution theme,

were also held by a large number of well-known scholars -

Vsevolodskii-Gerngross, Berkov, Sobolevskii,^ to mention but a few.

These two theories are, however, by no means mutually exclusive

since the school-theatres in Russia eventually came to have plays

based upon rytsarskie povesti in their repertoire, but taken together

they seem to emphasise the widely-held opinion that "Tsar Maximillian"

first appeared as an off-shoot of some branch of the eighteenth-century

theatre.

1. P.O. Morozov, Ocherki iz istorii russkoi draay .CVII-XVIII v (1888),
p. 297> quoted by P.N. Berkov, /eroyatnyi istochni:: narodnoi p'esy
Tsarya ilaksimiliana, p. 303*

2. T.M. ikimova.op. cit.

3. V.D. Kuz'mina, op. cit.. p. 71*

4» Akad. A. Sobolevskii, Introduction to N.N. Vinogradov,"Narodnaya
drama Tsar' Maksimil 'yan," Sbornik OR. Ya .8 (oPb. 1914)» XC, No. 7*



CHAPTER XI

"TSAR MAXIMILLIAN" AND

THE EIGHTEENTH - CENTURY THEATRE IN RUSSIA

After the gradual decline in the indigenous, spontaneous

dramatic entertainments of the Russian people as a result of several

centuries of suppression, the Russian theatre came into its own again

from the end of the 17th and beginning of the 18th centuries with a

variety of new forms all of which, however, showed traces of foreign

influence in varying degree. The "theatre" once again became an

accepted part of life in all levels of society from the Tsar himself

to the ordinary people, the peasants and urban workers.

The religious theatre of the "schools" was of course in

existence before Tsar Aleksei mikhailovich introduced the secular

theatre to his royal court in 1672. The School Theatre was already

a flourishing feature of Ulcrainian intellectual life, where it had

arisen under political and religious pressure from Poland and the

Jesuits. The Ukrainians, like the Jesuits, had discovered the

potentialities of drama as a means of propaganda and had incorporated

the writing and acting of plays into the school curriculum. Its

traditions migrated to Russia with the arrival of the well-known

Ukrainian dramatist Simeon Polotskii in hoscow in I663 to teach at

- 357 -
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what later became known as the Moscow Spiritual Academy. The plays

of the School repertoire fell originally into four main categoriess

1. master and Christmas plays (e.g. Etaitri liostovskii's

"-uozhdestvenskaya Drama" ))

2. Eagiographical plays (e.g. "Aleksei bozhii chelovek");

3. Moralities (e.g. Polotskii's "Komediya-pritcha o

blyudnom syne")} and later

4» Panegyric plays, sometimes with a historical theme

(e.g. 'dlava rossiiskaya").

although we have a fair amount of information about which

school pleys were performed in the Ukraine and the Russian bchool

Theatre we know very little about how they were performed; therefore

our ideas of the scenic art of this theatre are limited more or less

to what we know of the Jesuit school Theatre which it must have

closely resembled.

The model school play was written according to strict dramatic

principles. It had three main partst (i) prologue, often spoken

by the author, (ii) the body of the play with a minimum of three acts

and a maximum of five, (iii) epilogue which was often a vote of thanks

to the audience for having listened. There were two main divisions,

into comedy (i.e. those with a happy ending) and tragedy. most

plays were written in regular syllabic verse although there are a

few in rhythmic prose. between the acts of the plays there were

often interpolated comic interludes, sometimes parodying the serious
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parts, sometimes independent and showing a whole range of characters,

drawn largely from everyday life.

The dramatic theory of the school theatre was obviously highly

complicated and in the hands of the Jesuit theorist Lang could be

worked out to a fine art. Its main influences came from a mixture

of the classical theatre (specifically from the classical oratory of

Cicero and t&iintilian who had in turn borrowed from the classical

"comic" actors), with the mediaeval religious plays many of whose

dying traditions gained a new lease of life in the school theatre.

The rules governing the movements and positioning of the actor3

upon the school stage were strictly defined: there was a particular

way of standing and walking, a particular way of addressing another

actor} there was a right and a wrong way of kneeling and sitting

and a variety of set gestures used to express different amotions.

Thus, in anger the forehead shoiid wrinkle, the lips tighten} the

actor begins to rush about, grinding his teeth and waving his arms.

The stage itself was also quite elaborate with a division into

three main parts, heaven, earth and hell; curtains were used to

divide off the various locations shown in the course of the plays,

painted scenery was not unknown and the use of special machinery was

made to produce startling effects (thunder and lightning, flights

through the air, etc.).

The actors of course were the pupils of the Schools themselves.
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In their costumes an attempt was made at historical accuracy, at

least according to the knowledge and understanding of the times,

ba3ed largely upon West European religious iconography, while abstract

figures such as "Death", with a scythe, "Anger", with a drawn sword,

or various "professional" people and ranks - the soldier with sword

and spear, the workman with a hammer, the king with his crown and

royal regalia - were clearly distinguished by some typical, symbolic

object.

After Simeon Polotskii's arrival in Moscow and the beginning

of the school theatre, plays were put on not only at the acadany and

churches but also in private houses and at the royal palace, and a

process of gradual secularisation began. One of the best-known

centres of the School tradition outside the academy was the hospital

theatre of Dr. Eidleau, in operation during the first two decades of

the eighteenth century. A fair number of his students were recruited

from the Spiritual Academy and brought with them a knowledge of

producing and acting in school plays. The plays performed in this

theatre,to which a wide range of people were admitted, were therefore

largely those of the cchool repertoire.

ihe School theatre continued to exist in iiussia till the fifties

of the eighteenth century, suffering during the hundred and fifty or

so years of its existence a constant evolution or rather relaxation

both in repertoire and the scenic art. The moralities (like

"Jzhasnaya izmena Dlastolyubivogo Zhitiya" of 17^1) and religious plays
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of the early period up to the early 17GUs either began to give way

to or to become influenced by plays of more varied content, during

the reign of Peter the Great. i'eoxan Prokopovich's tragi-comedy

"Vladimir" (17^5) introduced a new phase of school writing. Hie

religious themes became joined with historical allegories, panegyrics,

plays with a political sting (e.g. "Gtrashnoe izobrazhenie vtorogo

pris :estviya gospodnya na zemlyu", 17^2), and plays based upon topical

events such as "Torznestvo Mira Pravoslavnogo", 1703, about the

Northern War. Eventually too the school theatre began to borrow

from the repertoire of the secular stage and dramatised knightly tales

and others began to appear upon the stage. Such plays became and

remained popular until the end of the School theatre's existence.

from the twenties onward the slow decline of the school theatre

had begun, although with a new lease of life in Trediakovskii1s plays,

written while a pupil at the ^oscow Academy. ~>chool-plays were

still being performed sporadically in the forties and fifties, as,

for example, Odrovons-Kigalevich's "Stefanotokos", written for the

occasion of the accession of Elizaveta Petrovna.

The introduction of a secularised theatrical tradition to

laiasia is, however, due more than anything to the enthusiasm of

Aleksei Mikhailovich when, towards the end of his reign, he arranged

for the composition and performance of the play "Esfir" for the

occasion of the birth of his son, "Esfir", adapted by the Lutheran

pastor Gregory of the German settlement in Moscow, who had been



- 361-

charged with the task by the Tsar, from a 1620 collection of anglish

comedies, was performed in the specially-built theatre at the village

of Preobrazhenskoe on the 17th October, 1672, and became known as

the "first play of the Russian theatre". Between then and the

temporary liquidation of the court theatre at the death of the Tsar

four years later a variety of other plays were put on, including

"Tamerlan i Bayazet" (an adaptation from Marlowe's "Tamburlaine"),

"Komediya o Bakhuse s Venusom", and "Komediya o Davide s Galiadom",

all of which show the influence of the Anglo-German tradition; but,

as access to the theatre was strictly reserved to members of the

royal household and court, its repertoire could have made no

impression upon the masses.

The death of Alexei .-ikhailovich, although it brought to an

end an era in the early Russian theatre, did not end the court theatre

tradition which was resumed in the early eighteenth century by

hatalia Alexeevna and other members of the royal household. The

plays favoured by the Tsar's sister were mostly on biblical themes or

lives of the saints (e.g. "nomediya sv. hkateriny" or "Komediya

Rozhdestvu") along with some others on temporal themes and dramatisa¬

tions of the ritsarskie romany (e.g. "0 Petre Blatykh Klyuchei").

The plays, some of which were written by the princess herself, were

performed either at Areobrozhenskoe or, later, at bt. Petersburg and

the audiences were drawn from a much wider sphere than those during

Alexei Mikhailovich's time. Judging by observations of foreign
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witnesses the acting was probably very amateurish.

Plays were also performed for Praskov'ya i'edorovxxa and her

daughter who sometimes had the role of producer, at their palace

in the village of Izmailovo. These were probably farcical comedies

and the actors were a mixture of aristocratic young ladies and

gentlemen with serfs of the household.

The further development of the court theatre in the eighteenth

century presents little of interest for this study, since it consisted

mainly of performances by invited troupes of foreign actors and singers,

such as the Italian opera troupe sent by the King of Poland to Anna

Ioannovna on the occasion of her accession in 173-5 or the French

actors of Serini who regaled aristocratic audiences in the forties

with a repertoire of the French neo-classical theatre, or the comic

opera group of Lokatelli in the late 1750s. Like Alexei Mikhailovich'

theatre the later court theatre was too limited in its audiences,

as well as being short-lived, to have any lasting effects outside

the court.

Of much greater significance for the development of theatrical

knowledge among the people and for the future of the folk-theatre

itself than either the theatre of the schools or the royal oourt was

the growth, eiso during the eighteenth century, of a purely popular

theatrical tradition. The reign of Peter the Great saw not only

the return of the court theatre but also the return of the Anglo-German
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tradition to the Russian stage in what was essentially the first

attempt at providing a public theatre for the people.

In 17o2 after eight years on the throne xJeter became more and

more convinced of the significance of the theatre as, among other

things, a weapon of propaganda and an instrument of education, and

decided to revive interest in it. Forthwith the puppeteer Ivan

Splavskii was 3ent to Danzig (January 1702) to .fine, a troupe of

actors, and returned in June with the well-known producer Johann

iuwst and his troupe. Peter immediately ordered a new theatre to

be built on the lied Square and Kunst was given a group of Russian

actors to teach. This building was eventually finished in December

1702 and Kunst's troupe began performing there; on his death the

following year Otto Furst took over.

Unfortunately the Red Square theatre was not popular and

performances had died out by 17^7, and in 1737 it was burnt down;

all this in spite of Peter's efforts to encourage his people to visit

it, ordering, for instance, that during the times of performances

the Kremlin gates should be left open and all those wishing to attend

allowed to enter without paying the customary tax.

This brief period of the public theatre was very badly organised

in spite of the apparent professionalism and experience of Kunst and

his own actors. The Russian actors behaved in a most unruly manner

and did not get on with their German directors. Fur3t, a watch-maker
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by trade, neglected his job as a dramatic teacher s■ that his actors

were often quite without instruction in the manner of playing}

moreover there was a great deal of official opposition to the

theatre's existence and both producers and actors .'/ere paid only

sporadically. It was probably largely for these reasons that its

existence was so short.

The plays performed by the Kunst-Furst company were, like those

of Johannes Velten who had transformed the later stages of the

Anglo-German theatre and whose methods were brought to Russia by

Kunst, drawn from a wide variety of sources but all adapted to the

tenets of the Anglo-German players. There were plays from the French

neo-classic theatre (e.g. "Poroda gerkulesova" from koliere's

"Amphitrion" and "0 doktore bitom" from his "Le - edecin malgre lui"),

plays from popular tales ("0 Frantelpee, korole epir3kom"), German

plays based on neo-classical lines with historico-1 x-oic plots (e.g.

Lohenstein's "Scipio Afrikan"), the sentimental tragedies of the

seventeenth-century Italian playwright Cicognini, uxong with, some

panegyrics written at the express command of Peter himself ("Komediya

na vzyatie Oreshka").

The serf theatres which began to appear in Russia from the

second half of the eighteenth century and of which several hundred

were in existence by the early nineteenth century mrst certainly have

played a part in the development of theatrical knowledge among the

people, particularly in the provinces. The small private theatres,
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especially those in the country, designed for the limited circles

of friends and acquaintances of the owner, most likely had little

effect upon the ordinary villagers, "but many of those in the towns,

which were often run on commercial lines (such as those of Xamenskii

and Shakhovskoi), served a useful purpose in introducing a wide

section of the public to the Russian dramatic classics, Sumarokov,

Knyazhnin, Vonvizin and others as well as translations from Moliere,

Racine, Corneille, etc. However, as far as the present work is

concerned, the most important arena for the dissemination of theatri¬

cal knowledge among the ordinary people in the eighteenth century

was the Urban Democratic Theatre.

It is from the fifties of the eighteenth century that we have

the first information about the growth of this new and important

development in the Russian theatre. According to /.D. Kuz'mina

the earliest record dates to 1747 when there appeared in a newspaper

an advertisement to the effect that one, Ivan Lukin, a Petersburg

merchant, would be staging comedies "on Sundays, feast-days and public

holidays".''"

Ordinary people, as has been shown, had been able to go to the

theatre before this time but now they began to organise amateur groups

to perform plays for themselves. The growth of the popularity of

1 • Sanlct Peterburgskie vedomosti 8th May 1747> Ho, 37, quoted by
V.D. Kuz'mina, op. cit., p. 163•
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these groups is attested by police records of requests for permission

to perform. There are refere ces to such in. -Iosco./ in 1742, 1755,

1757> 1758, 1767,^" and similar requests are known to have been made
2

about the same time in Penza, Irkutsk, Tobol'sk, etc. The actors

in these amateur groups were largely drawn from the ordinary people

- artisans, clerks and factory workers mainly. otudents from the

academies also took part, bringing their knowledge of the methods of

the school theatre with then. These actors did not usually have a

permanent theatre in which to perform. More often than not the play

would take place in a rented room or hall or, as often happened at

the dhrovetide fairs, in a wooden hut (balaran) specially erected for

the occasion.

The stage was usually of the simplest - a platform with a

curtain or a screen at the back behind which the actors would oome and

go, with no wing3 and no scenery. For performances of the dramatised

rytsarskie romany. or historical comedies, however, the arrangement

was somewhat more elaborate, the stage being divided into separate

parts with curtains so that the action could move from one location

to another.

The costumes were also, on the whole, simple, made out of the

cheapest materials,and many of the characters just wore everyday

1. 3.1. Varneke, Istoriya russkogo teatra, Pt. I» XVII-aVIII v.
(Kazan 1908), p. 82.

2. P.N. Berkov, Nusskaya narodnaya drama, p. 110.
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clothes with some symbolic object to tell the audience of their

status or profession. The king, for example, would be recognised

by his crown and the royal regalia, the gentleman by his sword, the

workmen by various tools of their trade.

The repertoire of the Urban democratic Theatre can be divided

quite simply into three partes

(1) The shorter dramatic forms, consisting of

(a) comic monologues by various well-known types like the

St. Petersburg dandy who declaimed a monologue of self-characterisa¬

tion in co.nico-satirical terms;

(b) dialogues - humorous comments on everyday life?

(c) short scenes - scarcely more than dialogues with slight

pretensions to plot, derived from the oral tradition of folk-anecdotes

and the satirical MSS. writings of the 17-13th centuries.

(2) Short plays, similar in content and treatment to the interludes

common upon the school stage.

(3) Plays adapted from translated literature.

Little is known either about the methods of acting or declama¬

tion. Overemphasis of both gesture and speech was characteristic

and there was little attempt at subtlety of expression.

In this theatre the audiences were drawn from all sections of

the ordinary people. The actors with a similar background were well

aware of and catered for the tastes of these people, their love of
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excitorient and laughter. Here the methodology and traditions of

the school theatre and the Anglo-German theatre fou..i a new home

where they were adapted, simplified, vulgarised, inextricably mingled

with elements of the folk-literature with which both actors and

audiences must have been well acquainted, and transformed into a new

theatrical phenomenon. It is against such a background that one can

be: t Imagine the person or persons who originally ./rote or compiled

"Tsar Haximillian" gaining their first experience ox the dramatic art.

Certainly when one examines carefully the available text3 of "Tsar

haximillian" and compares then with typical adaptations from the

rytsarskie romany performed in the eighteenth century on the stages

both of the School and of the Urban Democratic xheatrs* one finds

many points of similarity between them. The plays which I have used

for comparison with "Tsar Maximillian" are as follows«-

(a) "Komediya o Indrike i Melende"*"1" a play ox' the Petrine

period from a translated tale, which probably belonged to the school

repertoire of the 1710s-1740s. With others of its kind it may well

have been performed also in the Urban Democratic Theatres.

(b) "Akt o faleandre i Neonilde":^ this play also adapted

from a European tale ("II Calloandro" in Italian, "her Prinzs Kallo-

andro" in German). It came to liussia at the beginning of the

1. P.N. Berkov, flasskaya narodnaya drama XVII-XX w.

2. V. Perets, Paryatnlki ru3skoi draxay epokhi Petra velikogo
(SPb. 1903).
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eighteenth century and entered the repertoire of the school theatres;

like the preceding play it belongs to the later period of the school

theatre when a fusion between the methods and traditions of the

schools and the romantic, secular themes of the new literature had

taken place.

(c) "Komediya o IVantalpee . . ^
(d) "0 Sarpide dukse assiriskom, 0 lyubvi i vernosti".

(e) "Drama o Tzekii, tsare izrail'skom".^
(f) "Istoriya o ts. Davide i ts. Solomone".^

Plays of this type are often set against the "exotic" background

of the royal palace or castle and the people whose adventures and

fates are related in them are generally drawn from the upper levels

of society, kings, princes, knights, ambassadors. This is of course

no less true of "Tsar Maximillian" in which characters like the knights

Hack Arab and Smeiulan and the King of the Golden horde, Mamai,

might be compared with Alkales, the Circassian prince, Agrolim, the

Tartar Shah, and the Turk, Safax, in "Kaleandr i Neonilda". Mingling

with such characters in the knightly dramas there are, too, mythologi¬

cal creatures, the ancient gods and goddesses or personifications of

It 3.K. Bogoyavlenskii, hloskovskii teatr pri tsaryakh Aleksee i
Petre (M. 1914).

2. I.A. Shlyapkin,"Starinnye deiStva i komedii petrovskogo vremeni,"
Sbornik O.R.Ya.S, Vol. XCVII, No. 1 (Petrograd 1921).

3. VAN. Perets, op. cit.

4« Op. cit.
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abstract qualities such as Faith, Love and Fortune. Thus, in

"Haleandr i Heonilda", the Tods on Fount Olympus plot the fate of the

characters, tame and Fortune attend the heroes like faithful servants,

Honour and Chastity preserve them from moral degradation. In "Tsar

..-aximillian" -lars and Venus come down to earth adding their disputes

to the duel scenes in the second half of the play. Similarly heath

takes an active role, and analogies to the scene in "Tsar Maximillian"

between Death and Anika the Warrior -

"
- IIo.iho, nodiHo, AniiKa-bohh, BHxBa.3aTi.cH,

e nopa jih Tede ixa tot cBesjcodiipaTBca." 1
in which the former strikes him down with her scythe, can be found,

for instance, in "Kaleandr i Neonilda" where Ati rin is likewise lcillec -

"
- IIojiho x roBopHTH, npirajEo y::ce 33 sua,

2
IIOHeC TH AH3C mhojo CMepTeJIBIIoe dpGMH. "

One of the most important passages in the first part of "Tsar

Idaximilhah' concerns the bringing in of the royal regalia with which

the Tsar assumes the power, duties and privileges of the monarch»-

"IIoHB^aeTca TopsecTBeHHaa nponeccrifl, anepe^a ^Ba naa:a

Ha no^Hocax HecyT 3o^oaeHyio KopoHy, CBpdiiQTp h Fepsasy,

3a hhmh, no ABa b pha, HecKoaBKo bohhob c odhasehhkmh

1. Myakutin, op. cit.. p. 295*

2. V.J. Perets, Pamyatniki russkoi dramy, p. 114*
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mauKaMH. Hasn, noAaBaa naps MaiccHMHjrnaHy KopoHy,

cTanoB«Tcsi Ha MMCMK« . • . BftKH noioT - MX k naps haS*.
"jaT BeHext neceM

Uapt MaBCHMHJEHaH Ha^sBaeT Kopoiiy h depe'r b pyEH capaneTp
-J

H AepsaBy."

In "Istoriya o tsare Davide i tsare Solomons" the coronation of

Adanii follows similar linest-

"Kor^a nporoBopHT BHa$ap pens, to bghtb U.-M ceHaTopaM

nap$npy h h8.jeoshtb Ha njienn A^annio, a Kopony bghtb 2-m

cenaTopaM h 2-m BOHHaM w HajiojSfHTi, na ma By, a cicpaneTp

B3KT eAiuioMy ot iiepBirz cenaTopoB :-r no.; hti> na <5yio^a vt
2

noAHecTB ..."

or in "Kaleandr i Neonilda" the coronation of Poliandr.

Among the battle scenes in the latter half of the folk-play I

have mentioned the recurrence of that between hanai -nd his nephew

and x.laximillian' s champion. fhe challenge here is issued in the form

of a letter:-

"IIoah, chgch napB MaKCHMHany nepBoe hkcbho, cKaisH

eiiy, hto6h oh ashb miaTHJt, Aa sjtaTo-cepcfipo bosha, a
3

to paso6&§M, pascKHAaeM, caMK 3AaTOM aasjiaAaeM, "

1. Vinogradov - Variant III.
2. V.N. Perets, op. cit., p. 464*
3. kostin, op. oit.. p. 113.
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In a similar fashion in "Kaleandr i ITeonilda" Atigrin threatens

Poleartes and the Greek kingdom.-

"KpOAJUHMCfl i'pem-DO iKtiay BCIO ao OCHOB;:. Ia pasopHTii i-I

rpgUJujBaiLiii onycTOiiHTH, a ve6si camoro o.:o cjaepTLa
H 1

KaSHHTB ..."

..hen, as usual, Anika the warrior has emerged triumphant from

all his battles with Maximillian's enemies it is usual for the x'sar

to suggest that a sort ox triumph be arranged for him with songs of

praise for his strength and valour

"H. M.: - Bo8,aaTi> xseuiy Akhk6 soiiHyl
Ace (noioT xopom) s - XBa^a, xBa^ia Tetfo, repoii,

?to rpa^ neTpoB cnac§n To<5oiH
JiaBpH— BeHHKM EH TpOHe BBJ3T
0 xpaCSpaM HKen: .-boSmJ "

After the victory of the Swedes in "Indrik i slenua" the Swedish

king likewise demands praise and honour for the vicbors»-

"
- ^abiiiemy haw no<5e,&y boqaslavwi

Bxarcuapeirae, h necBMH .nyxobhemh Toro ydxasHM."2
One of the closest points of contact, however, between "Tsar

liaximillian" and the plays under discussion is the large number of

duel scenes scattered through the text, and the structure and

terminology of these is basically the same. Note, for instance, the

1. V.N. Perets, - . yatniki rusakoi dramy, p. 107-
2. P.N. Berkov, Busskaya narodnava drama, p. 234«



- 374 -
/

insultin^ teraa with which the challengers address each other;-

!l
- aaK th cueenh irayno, ax, TaKo ^epaaTHi"

-j"
- lie dpanncB, Kana-ana, isepoKaH th xapaJ "

andt-

"
- TH HTO, pacnpoKJEATHj! SMnyjiaH, . jrono^omB?"

2*
- A ra, hto 3a neBeaca pa3cencii Ha com TpoHev"

They challenge each other to fight boldly and defiantly, boasting of

their own strength and prowess. one can compare, for instance, the

owedish king's challenge to the Danish king in "Indrik i ^elenda"

with the black Arab's speech from "Tsar Maximillian"i-

(a) IKopqjtb riBedCKHK; - BcraHH c npecToxa, :mm noKopHCH,
CBOKM KOpO^eBCTBOM 1104 UO& CKpi-mCTp CMHpHCS!
Ame He Bocxomemt, BeJiiojrH ciieprH npejaTH,
H moh boh 3Ae dy^yT nodeawaTii.3

(b) "Apad: - Cxo^h, napB, c TpoHa,
Cxoah HeMeAJteHHo c Tponal
A se to s Teds candy,
B TBoS HapCTBO BOfi^y 1,

'rod:; gxo ch pT -uain v: ,

The heroes join battle with the same impudent invitation to fight»-

(a) "KaaeaihUPt - 'I3B0.2B co mho!: hiihc b to" eitejio pcpa:xaTHa
Ha npeocTpnx mnarax a^e pacnupoBaTna." *

00/
1. V.N. Perets, op. cit., p. 55»

2- Vinogradov - Variant IV, pp. 178-9-
3. P-N. Berkov, Aisakava narodnaya drama, p. 284*

4. Vinogradov - Variant III.
5- V.N. Perets, Pamyatniki russkoi dramy, p. 349 •



- 375 -

(b) "jsSEESS* **•** 'HnrtnfrHtw*)*
Duxoah Ha HHCToe nojie

HoGhtbch, nopy<5HTBca, u

Ha ocTpnx Me^axjnoTermTBCH."

Another striking piece of textural similarity can be found in

these scenes of battle and destruction for the announcement of the

enemies' approach i3 often couched in certain conventional phrases.

Thus the arrival of enemy forces in "Kaleandr i Neonilda"

p"
- IIoa Moe 60 uapcTBo boAcko npiicTynaeT - "

is expressed in a form similar to that in "Tsar Naximillian", e.g.J-

- UcucTynaeT noA Ham rpa^ pacnpoice ■ THfi ennyjiaa - "

while the enumerated threats of the enemy are also based upon the

same pattern. The complaint of Paliartes, king 01 GreeceJ-

"XomeT 60 Tpeubiio b KOHe« pasopnTK, rpa^H h BepTo-

rpa^K, Bee onycToramj, uena. ace, cTapa cynta, xotat bo

HJieH B3HTH. "

is closely paralleled by that of Tsar Maximilliani-

"
- H xoneT Bee Hame uapcTBo noacenB, nonacHHTB,

h KeHfl, rposHoro naps MaKCHMmiHaHa b Men B3HTB.

1. Vinogradov - Variant I, p. 33•
2. V.N. Perets, op. cit.. p. 253«

3« Ibid.

4« Tsar Maximillian - P.N. Berkov, Busskii Fol'iclor. p. 342.
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The duel scenes and the terminology used in the . lead to another

important point, that is, the way in which the characters in these

plays express various amotions. On the whole, the feelings of the

characters are uncomplicated and straightforward, anger, love,

hatred, jealousy, are expressed with naive frankness in an exaggerated,

emotional fashion using many exclamations, apostrophe and emotive

phraseology. Since the two predominant emotions to be found in

"Tsar h axirnillian" are anger and grief I shall consider only these

two here. The vocabulary and modes of expression in anger employed

by Tsar Solomon

"
- 0, ajicuefi Mofi, sxhx sjicueeb sjieiiakft,

A

npOBJUTHl, UMnUdflDlf Bpar cKDcpHefimnfit. *

or Tsar David: (of his son Adanii) -

A
- 0, HeqecS'HBHfi, *ITO TaK 4epca..

O

irTpo 6y moio 6esMepHo npoH3aeniB. !f

or Atigrin in ". aleandr i Neonilda" »-

"
- Ax, ne^axB nenaflHHa cepiie coKpynaeT.

h, heo Me^iB ocTpH, yTpotfy npoHsaeT.

Ax, mepckhfi aykab^e, mto th cotbo ;iemb, . . ," ^

1. 7.11. Perots, op. cit.. p. 490*
2< Ibid., p. 468.
3« Ibid., p. 81.
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or 31viraii-

ii 1"
- OK, OK KepaocTHHii H AepaocTHiiK nanne . • •

may be compared with the following from "Tsar haximillian"i-

"
- 0 HenoKopHH# n3Bepr MaTepHHCKoro *ipeBa,

2
CTpanacB th poAHTejiBCKoro rHeBa."

ort-

"
- TB$y th, HSBepr!

•x

TepsaesB napcKoe cepAKe!"
or»-

i
"

- 0 chh Aep8Kaa, AjtoJi4» Mep3KHfl, BO60S y Te6a
A v •"

B TeMEyS) TeMHHUy . . . " ^
ort-

"
- IlpoHhf Aep3KH^ TepaaTeJtBJ

5
Th oTuoBCKoe cepAKe TepaaeaiB."

The same set formula expressing a mixture of anger, defiance and

scorn is to be found both in the folk-plays and in the school and

knightly plays. The offending object or person is istaphorically

speaking trampled underfoot. In "Tsar Maximillian" Adolf's reaction

1. "0 Sarpide dukse assiriskom,"Shlyapkin, op. cit., p. 11.
2. P.N. Berkov, "Tsar liaximillian" - variant 1, p. 185*

3* Ibid., variant 2, p. 204.

4. Kostin, op. cit.i p. 106.
5. Vinogradov - Variant I, p. 24-
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to the pagan gods is expressed in this way»-
"

- BaEHx KyMHpHMecKnx <3oros.
e^y, Kaic xoMy ,

B rps3B Torrqyl"

a

P"
- Ho^sepry chjo xiotoctb no^ nc. nor;;."

or (Senator s-

"
- Bee ^acTH cBeTa 6y^yT Tpenath,

Tii ai hx noA noraMH no-rmiefl TOHTaTH.

Grief and melancholy were also expressed in the so e hyperbolic terms

with an excess of exclamations, sighs and groans, and threats of

suicide. Thus, the reaction of ^amai's nephew to his uncle's death*-

"
- 0 <5ornl <5om! Uto a BHsy. ,\siasl .ae&HT

MepTBHil . . . IlymaM eu§t Ayma moh b . , . Ca6xsi

moh ocrpaa acejre3o psasoe, npoH3n, npoii i rpy^B mok). " ^

is much the same as that of Indrik when he finds Tlelenda, his beloved,

apparently deadi-

"
- Axf KaK Kory 3peTH MepTBy j^paxai ;td HQBecry

moio . . . ^yqiae ma Hirae yiiepTBHTe! . . . Jtynme
5

cMepTHHM s^ok *iamy hcbhio ..."

1. P.h. Berkov - Variant 2.

2. "G Garpide dukse assirxskom," Shlyapkin, op. cit., p. 4*
3. V.N. Perets, op. cit.« p. 4*
4- Onchukov - variant 1, p. 21.
5. P.N. Berkov, Itusakava narodnaya drama, p. 295•
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Adolf's exile from the royal court either to prison or to the

wilderness for a period of months or years in which to reflect upon

his disobedience and disloyalty usually invoked tears and sighs,

melancholy reflections upon his sad fate, sorrowful farewells to all

his friends. These are usually taken from sentimental ballads

popular in the nineteenth century such as " B nycTHHio ypiahp::je . • •

•e C"i:::iHo nyua ropoACKoro" , etc., yet they reflect very closely

the sentiments of the heroes of the knightly plays who wrongly

condemned or betrayed by villains or circumstances are imprisoned or

ihrced to flee to the forests and deserted parts of the country, where

... too lament their lost freedom, friends and family and their

solitary way of life.

-either the emotional state, nor the immediate actions, ncr

t e personal 3tatus of the characters on stage was left to chance,

ro ..oke sure that the audience understood what was going on and who

was speaking, especially when some new face appeared, the speeches

..ere arranged in such a way that this was carefully explained. Thus

.hci rin describes his physical state for the benefit of the audience»-

- Ax, ayx noli ManeMoace, BecMa yse toueo, / npihune

n3I K E ropTaHH, rOBOpHT neMOHHO . "

,vandra tells of her fear»-

1. V.N. Perets, Pamyatnikl russkoi dramy, p. 114-
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A
"

- *fpe3ecTecTBeHHoft eTpax o3ho6ht Teyo woe. " ,

Brahbeul and Mamai' 3 nephew of their anger:-

2"
- BBSTCH BO MHe cepA«e, KHIIHT BO MHe KPOBB,"

"
- Ayx tbo2 bo MHe iraAaeT h (SoJiBne raaB Moil

3
BoapacTaeT."^

The necessity of introducing each new character, especially the

most important ones, to the audience lies behind the monologues of

self-introduction and self-praise which were typical of the knightly

school plays and with which also Tsar maximillian and King amai

make themselves known* duch monologues occur in all the plays under

iscussion and some of them are strikingly similar in content to

those of the folk-play. Thus King Atigrin in "haleandr i Neonilda"

and the Warrior Liars in "Drama o dzekii ... " among others, boast of

their conquests and the lands which lie in theirpower with virtually

t e same words as Tsar Maximillian himself. Compare (Atigrin) '-

M
- Bck> A3sro, A^pnicy b kg Manae iikeio,

Co;nep2c/4Te.ieM cBeTa Ha3BaTHcn cMeio . . »•*
or (Mars)8-

1. "0 Itantelpee Korole epirskom ...," S.K» Bogoyavlenskii, op. cit.»
p. 151.

2. Tsar --aximillian, Berkov - Variant 2, p. 214•

3« Tsar Haximillian. Berkov - fius3kii fol'klor, p. 354*

4. V.N. Berets, op. oit., p. 3.
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"
- Mohm A3hsif EBpona cTpaxoM napaxemia, A$piiKa,

-1

A^epHKa TeM xe OKpyxeHHa."

with vT sar ilaximillian)»-
9 o

- npoh&a si noBopHJt s Abctphgo, As km, AMopmcy, capony," *

ands-

"
- ripoEieji h Bee loxHHe cTpaim h noKopmi upe^ cBoeio

AcpxaBOB HmnanHio, repicaHn® . . . " 3

..'■en the Icing or other person in authority wishes to summon

someone to his presence, this procedure usually follows a set pattern.

A court official is called and told of his task, which he repeats and

. :x>. .isos to perform. In this way the .Jkorokhod replies

- Ceiinac cxoxy h npHBe^y"

in reply to haximillian's request to have his son brought before him,

Ale the page in "Kaleandr i Aeonilda" answers

!i
- Totob, rocnoxe, to ^Hec cotbophth / H Toro bobajigpa

. ToOe npHBO^HTH"

to Angelina's request to have a certain knight brought before her.

..hen the mission has been completed the servant reappears before his

master and introduces the summoned character who thereupon demands to

1. "Dramo o Ezekii, tsare izrail1skom," V.N. Perets, op. cit.. p. 4^1.
2. Jsar iiaximillian - kostin, p. Iu3«

3- Tsar I.Iaxirnillian - Onchukov, Variant I, p. 5«

4, VAJ.Perets , of. cit. f. 153.
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know why he had been sent for as in the following examples

'
- flo^TO TaK CKOPO CHHa C306T0 AAOXbtija. np*i8H»aeEIBV

a
Kjra KaKKM .aejiaii yicas noBejieBaeni.?"

on-

'■
- IIoaTo, npecBeTJtetoaH rocnoa:a Moa, npn3HEaemB;

11to TBopHTH MHe noBeaeBaenB?"

(o. senator in "Indrik i Melenda")> ors-

"
- KHasse Ham, noaTo nac ksbojihjch npn3KBaTH, ane jik

aTo 3aBeaaemB pa^n ccwepasaTH"
2

( n ambassador in "heistvo o Knyaze Iefaii galaatskom")• i"he simi-

l..nity of construction between "Tsar i.Iaximillian" and the other pit, s

is quite apparent.

finally, a close correspondence in the choice of titles, or

i il modes of address between characters, can also be seen. Compare,

for instance, these addresses to Tsar liaximillian:

"
- 0 MorytjHfi rocy^apB, MioocTiiBHii iiapB",

and *-

"
- 0 MorymecTBeneMinHfi rocy.aapi>, MBUocepAHeftinHft

naps MaKCHMHJiiiaH" ^

1. Tsar aximillian, Vinogradov - Variant 2, p. ^6.
2. r.A. hhlyapkin, op. cit., p. 58.

j• or .ov - Variant I, p. 182.

4« Ibid., p. 183-
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with the following address to King Davidj-
4

"
- BeJiHKiiii napio, a aofi MiurocTHBeiiiaiii-i rocy^apioi"

it >ong the most popular epithets to be found in these addresses must

be counted the adjective "J[H)<5e8HH8" and others from the same root,

such as:-

2
"film UlilljliMlllW HOft pO^HTeJtB (SaTiOEIKa", "BOHH B03^K)(5-

3 h
jienHnfl", "no<5e3Hefi:mii& cKopoxo^-Mapmajt", "jrodesHeunni:

5
o. "juodesneiisiHil uou cenaTopii", IMiNiftHail

6
moh rBapAHH", "xadeaHH MOH BOH".

The above findings do not of course definitely prove that "Tsar

maxiaillian" belongs to the same tradition as the late school plays

and in particular the adaptations from translated tales. 8ome of

t constructions and expressions examined can also be found in other

bra .ches of the theatre in Kussia in the late seventeenth to the

i.^-eighteenth century. There are certain superficial similarities

between "Tsar tlaximillian" and the plays of the early Anglo-German

tradition in Russia, that is, during the r&ign of Alexei Mikhailovich.

1. "o tsare Davide i tsare ^olomone," V.N. Perets, Pamyatnidi russlcoi
drarny, p. 460.

2. Tsar daximillian, Berkov - variant 1, p. 184.

j• mar -aximillian, Berkov - variant 2, p. 219 •

4- Tsar d.aximillian, nlyakutin, p. 263.
5- Ibid., p. 263.
6. "Komediya o Indrike i Melende," Pdi Berkov, Russkava oarodnava

or... .a, p• . 280 , 231, 284-
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In the "first play of the Russian theatre" ("Arktakserksovo deistvo"

or ;l-'3fir") one finds exclamations expressing emotion, the summons and

answers of royal servants, &. description by Prince Memukhan of

Arktakserxes' power and conquests, all of which resemble superficially

t e conventions discussed above. However, the language of the play

and the irregular syllabic verse in which it is written set it apart,

nlcn with religious school-plays of the seventeenth and early

eighteenth century, from both "Tsar Maximillian" and the dramatised

t las, the verse structure of which resembles the ruashnyi stikh of

t a folk-play. moreover, muc& of the similarity between different

types of ./lays in the eighteenth century can be attributed to the

i ct tl they often stem from a common although very distant origin

Since the traditions of the mediaeval church in IDurope affected the

0 ;uit theatre in western Aurope and from this passed to the Ukrainian

school theatre and later the Russian school theatre. The same

toilitioa found in the mediaeval religious stage in AOgland certainly

left deep traces upon the subsequent development of the mnglish

th oat re 3one of which, brouglit to Germany by wandering players and thence

to Russia by the Pastor Gregory and later by the kunst-Purst troupe,

may well have been reflected in the Russian theatre as late as the

middle of the eighteenth century. Another important factor to bear

1 si;;,: is that for several centuries the literary theatre and folk-

literature and entertainment were not artificially divided to the
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extent they are in the modern theatre and what appears in the folk-

theatre to be a borrowing may very well have been borrowed itself

originally by the literary stage from folk-lore. A case in point

are the interludes of the school-theatre many of which were based

upon folk-anecdotes and many of ?/hich again from the

s . ps of the 3Chool-theatre and the vertep found their way back to

their original source.

-ater,1 when the structure and basic characteristics of ''Tsar

Lurimillian", viewed as a piece of folk-literature, are discussed in

detail it will be seen that some of the features which the folk-play

has been shown to have in common with the eighteenth-century theatre

ace also among those which have been derived from folk-lore sources.

cor secular popular literature the eighteenth century was an age

o_ transition, and before the advent of the neo-classical tradition

t indigenous theatre was in its infancy. The inexperienced authors

and translators of the new literature had no literary tradition to fall

buck on. hot only did they rely heavily on foreign models but they

also drew inspiration from their native folk-literature which had for

centuries provided the people with the entertainment which the written

literature lacked.

1. See c.lri.xm .
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"Tsar 2.!aximillian", typical of this transitional phase, is

essentially a hybrid, reflecting features of both folk and written

literary traditions, and was clearly compiled at a time when plays

like "Kaleandr i Ueonilda" or "Indrik i Melenda" were popular on

the Hussian stages not only among the aristocracy but among a wide

cross-section of the population.
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THE MAIN CHARACTERS AND SCENES OF "TSAR MAXMn LEAN"

Although it is possible, as has just been shown, to identify

"Tsar -laximillian'' with specific literary current* the play itself

presents the reader not so much with a single dramatic entity as with

a collection of dramatic items, traceable to a wide variety of

different sources. The component parts of the play are often only

tenuously linked together by the thread of battle between I&uxii illian' a

c- ampion anika and a series of challengers. many of the variants

1 ok one or more of the elements common to other variants. The

order in which scenes are presented is variable; some versions have

seenes which appear nowhere else, others offer hints of scenes long

f gotten and nowhere recorded. Yet, in 3pite of its haphazard

nature and in spite of the wide range of sources from which its parts

ar drawn, "Tsar Maximillian" still gives the impression of an

organic whole because of the unifying and coordinating stamp laid

upon it by the oral tradition in which it grew and developed over so

many years.

m examining the more important characters and scenes of the

non-religious text I have made the following division into "serious"

characters, such as the knights taking part in the duel-scenes, and

- 387
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"comic" characters appearing in the interlude scenes.

1. The "Rytsarskoe shturmovanie"

i,a) 'Hamaevo pohoishche"

The great and significant battle of Hulikovo Held (1330) between

t \e Tartar -Than Hamai with his "Golden Horde" and the Russian Prince

Ifaitri Ivanovich naturally fired the patriotic feelings of the

Hussians and it passed not only into history but into legend. First

related in the Kulikovskii cycle of the Chronicles? the story was

retold thereafter in many different versions. Host of these date to

o \o l.;tr,-17th centuries but some are known to have appeared as late

as the 18th and 19th centuries. Folklorised, the battle became the

el of innumerable tales, bylini a .d historical songs and was

ictorially represented in the folk-pictures.

The theme was not neglected by literary writers either and

ozerov, for example, made use of it for the plot of his tragedy

"anitri Jonskoi" (1307). It i3 interesting to note that here it

•.■/as ised as an allegorical representation of tne war between liussia

and Prance. It is possible that the "Mamaevo poboishche" within

the framework of "Tsar liaximillian" may have been similarly interpreted,

for the reign of Alexander and the French wars have left their marie

on the play in other ways. For instance the song
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"ES^EM pyccKHS tfejiHfi uapt
IIpaBocjaBHHS rocy^;api>,"

often used to introduce Tsar Maximillian himself, dates to the

1013-14 period of the liberation of Itussia (and Jurope) from the

French invaders. The French wars left their mark too upon other

parts of the folk-lreatre. Thus, Napoleon appears in some versions

of the vertep. In "Shivoi vertep" from the town of Nezhin,1 Napoleon

is involved in a comic dialogue with a peasant who ersistanbly mis¬

understands his questions. There is also, of course, the folk-play

"Kak Frantsuz Moskvu bral" which deals with the events of the 1812

campaign.

The fori which the 'Ivlanaervo poboishche" takes in "Tsar Iviaximillian'

is interesting. The challenge from King Mamai is issued through his

nephew by means of a threatening letter. This formula is reminiscent

of certain folk-songs and historical songs popular in the 17th century;

"limner, nnmeT cyntTaH rypemcnii uapio dejroMy" 2
or; "He b hiy3hx to bo^a nohehaa paajrubajtaefl".

In these the language strikingly resembles that of the folk-play, for

instance in the threats of the hwedish kings

1. a.N. ilalinka, op. cit.

2. N. Lopatin, op. cit., p. 154*

3- Ibid., p. 148.
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"IlHmeT, niineT Kopo^tt HBeACKn& cDoe rpoasoe hxcbmo

... / OT^at Pnry, oTAail PeBe.a&, oT^aii cjraBHEk ropoA

iCpOHETaAT / He OTA&BIB TH MHe eTHX ropOAOHKOB — R He
A

qecTHio BoaBMy, / a ne necTino BosBMy, (SaTgutBstay cohhhio "

or the reply of the "White", Hussion Tsar to the boasts of the i'tench
king which is almost exactly the same asiilaximillian' s reply to I'araai «-

"
- A sua ctoahkh nocTaBHM ewy - nymKH MeAHBie, / A

me cicaTepTH eMy nocTe^CM - BOJiBBue nyjnr, / iia saicyeoMKy

nocTaBHM - KajieHHx KapTeq - / yromaTt ero <5yAyT -

2
KaHOHepyiuKM."

This convention occurs also in the byliny such as "Kastryuk i

Isaritsa krymskaya" and " aaaevo poboishche" where Vasilii Prokrasnyi,

.<•. iai's son-in-law, is told to write
•3

"EpAHKH CKOponHCHHe . . . C yrp03aMH C BCAHKHMK."

In view of these similarities it is highly probable that the

scene in tno folk-play was itself borrowed or based upon an already

folklorised version in the historical songs or byliny rather than

taken from any of the prose tales.

This letter-writing formula was adopted by many other anonymous

BJJ.Putilov ed.
. • istoric. -!- :ie pro, ni, p. _ -J.

2. II. Topat in, op. cit., p. 143.
3. dee Byliny (M. 1953); Vol. 1.
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eighteenth-century Russian playwrights and it is one of the features

which the folk-play had in common with the later examples of

school-theatre drama. ^

(b) iinika-Voin and Death

This scene occurs in almost all the variants of "Tsar Maxirailliar

l.i it the royal champion Anika in the midst of his boasting after

victory is visited by the white-robed figure of fo .th who, in spite

of all his pleading for mercy, strikes him down with her scythe,

allowing him at most a few minutes in which to bid farewell to the

world or to sing a favourite song for the last time.

7

Tales of the inevitable enemy Death, of the eternal combat

hot ween .death and Life, enjoyed widespread popularity in mediaeval

u/arope. Ibr a time the theme was one of the most prominent in

• .ilar literature, inspiring many paintings, etchings, poems, etc.

It had its influence too upon dramatic literature. The early Dpanish

play "La Trilogia de las Barcas" was probably derived from the

mediaeval "Banza de la Muerte" ("Danse lacabre"). It occurs in

various episodes in the -nglish miracle and morality plays, for

instance in the "Slaughter of the Innocents" when Death comes to

. erod, or in "Dveryman" where the similarity to the "Contest cf -dfe

and Death" is close. The theatrical historian U.K. Chambers mentions

1 . S'lAjot<2 , Jp.'iTi ,
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a certain play, both history and morality, based on the "danse macabre"

which was acted before Philip the Good at Bruges in 1149•~

In 1510 a painter named Pietro Cosimo organised a macabre

"Triumph of Death", a pageant which paraded through the streets of

Florence: "Upon the top of the chariot 3at a figure with a scythe in

his hand, representing Death, having under his feet many graves, from
2

which appeared, half-way out, the bare bones of carcases."

The sixteenth century saw the appearance and growth of tales

upon the theme of life and death in Bussia - "Prenia Zhivota so

::: erf u:l or "akazanie o nekoem cheloveke Bogoboyaznike" - which,

originally translated from German originals, gradually adapted

themselves in the new soil and evolved peculiarly Bussian features.

It is in these later versions that there are unmistakeable similari¬

ties to the scene "Anika Voin i Smart'." In than Life iDhivot) is

represented ass-

"... HORHfi neaoBeK bohh yjajioB, eoxa no noxso no

HHcTOMy h no posxoJCP urapoKOMy".J

e Las not found anyone to fight with him for a lonw time and proclaims

his valour and his great deedsi-

1. J• . Clambers, Tie -diaev.ll Ctage (Oxford 1913), Vol. II, p. 153'
2. Jir John Hawkins, History of -usic (1776), Vol. Ill, p. 443*
3. h.P. Xfcaitrievna, revesti 0 spore zhizni i smerti (M.-L. 1964),

p. 179-
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"Mnoroe BpeMH nHKoro se cede miex npoTHBHHKa h

oasMHiiUHH b cede: - £ko hcctb mhq no^odiia Ea oeMJin

-j
ii npe^Ae Mene Me <3hctb TaicoBa ..."

Leath comes to him hut he does not recognise her, calls her

2
"o^oodpasHaE dada".

.^he is carrying all sorts of instruments and weapons of torture,

"... MeEH, HoacH, niwiE, po&HH, cepim, cenxBa, koch,

dpHTBH, yAu, Tecum ... ", ^
hut Life refuses to be intimidated

"Pene se en sebot: - Aa ecMH ciuceE a xpadp, a Ha

paTex MHorHE iiojikh nodxBaio , , , a th Kaico ko meg

H b
e^Hna npiimJta ecu."

..hen at last he realises that heath stands before him he falls to

his knees and begs for mercys-

"
- Aaii se Mne cpoicy, roenorie moh, na Tpn aiie,

Aadn ao npocnx y rocno^a Bora mhjioctii. ^

But heath merely repliess-

"
- IlecTB -rede cTpoxy hc tokmo na Tpn Aim, no h na

..6
Tpii nacH He dy^eT,"

1. Ibid., p. 175- 3. Ibid., p. 172. 5. Ibid., p. 177.
2. Ibid., p. 176. 4« Ibid. 6. Ibid.
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whereupon ahe strikes him down with her scythe and the other implements.

This compares very closely with the text of the folk-play, for

like "Life" Anika, after his many battles, seeks a further challenger»-

"
- Xoxy, cTpas^aio, no iHCToMy nojrio,

IIo EinpoKOMy pasAOJiio, ,

Hmy ce6e BCTpe^Horo h nonepe^noro."

Death comes up to him and he addresses her rudely:-

t " - "Ito th sa 6a6a
*ito th 3a nbshnma?".

finally Anika, like "Life", is forced to plead for three years, months,

days, etc., of respitei-

m
- aafi: mh6 xotb Tpn ro^a iioxhmfb,

Cboh rpexn samojektb. " 2

.Jthough in most versions of "Tsar Maximillian" Death's only weapon

is her scythe there is one version in which there is a hint of the

array of the mediaeval text. In Kostin's version Death has knives

and files as v/ell as the scythe.^

There are many folk legends about Anika« he is supposed to

have been a brigand, robber of monasteries and the subduer of many

kings and knights, living to a great old age (220, 390 years). In

1. 'Tsar hajdmillian," Onchukov - variant 1, p. 46.
2. "Tsar Maximillian," Vinogradov- variant 2, p. 93•

3. Kostin, op. cit., p. 115«
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some places he was equated with an infamous robber, executed in the

reign of Peter I, the so-called 'brigand of Vologda". unika appears

too as the hero of folk-tales, songs and spiritual verses. In the

folk-ballad

hPHJ[-<5hJ AHHEa-BoiIH
&Ba cTa jieT h ,5Ba,zmaT& jreT,"

Anika decides to set off to capture Jerusalemi-

w
- Beet EpycajiHM-rpa^, nopytfjoo,

Beet b no^oh b03£myl"

bat death in spite of offers of money and riches will not let him go

fhe further popularity of .nika among the people is attested by

is appearance on folk-pictures, of which liovinskii described several

iu l is major collection. Phe description of one of these, in -which

Anina, sword in hand, is mounted on his horse, closely corresponds

to the "i'sar Maximillian" version and to the texts of the mediaeval

tales.^

It has been suggested that the Hussian folk-hero mac/" originally

have sprung from a Byzantine tale about Digenis the warrior ('warrior'

in Greek being aviX'^Toi) and his famous exploits. But the tale as

it appears in it3 mediaeval Russian version ("Bevgenievo dqyanie")3

1. A.i . Astakhova (ed.), Ilarodnye ballady (L.-L. 1956), p. 224.
2. D.A. Rovinskii, "Russkie x.arodnye kartinki," ubornik O.R.Ya.3

(1331), Vol. 26, Bk. A, p. 553-

3. V.Jj. Kuz'mina, Devgenievo deistvo (M. 1962).
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seems to have little in common with "Anika and heath11. The name

.uiika may well, however, have come from the Greek.

'heath scenes" bearing some resemblance to the works I have

been discussing were not unknown in early Ukrainian and ifcissisui

dr.. atic literature. Among' the Ukrainian interludes of the 18th

century is 'Intermediya na tri persony; smart1, voin, khlopets".^"
In moralising Aussian school plays too the abrupt appearance of heath

in person before a sinner was a common element. Urns in "i'sarstvo

natury lyudskoi" (1698 ) heath appears with a speech much resembling

those of the mediaeval tales. similarly heath acts very much as a

de is en: aaohina in the later school plays from tr isiated literature,

... fo... ox. ...pie, in "Kaleandr i heonilda".

There is one somewhat different version of this scene in "Tsar

ilaximillian" which really takes the for of parody. In the version

'Uiallash - No. 2" instead of Anika we find "I'edot and heath". The

scene follows essentially the same pattern except that Tedot i3 a

comical character in whose mouth the brave words of Anika take on a

humorous tone. This sort of aping of serious scenes was typical of

the interludes of the school theatre. The interlude might present

a realistic peasant character drawn from everyday scenes familiar to

the audience to correspond to an allegorical "tiller of the soil",

Sta.ri.nnyi tea.tr v Kussii
1. Prof. A. Beletskii?.(M. 1923), p. 89.
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drawing the parallel between the resurrection of man after death and

the miraculous rebirth of nature, in the serious part of the drama.~

There would seem to be little doubt that the scene "Anika-Voin

i smert'" in "Tsar Laxiraillian" was based upon a combination of the

mediaeval "Contest between Life and Leath" with the tales about /the

folk-hero Anika. Its inclusion in the play may be due partly to a

knowledge of the traditions of the school theatre and parti/ also to

the analogous scene in the vertep where iierod is justly felled by a

mocking heath for all his wickedness. The influence of the vertep

can probably be seen in the few versions of "Tsar - ucLmillian" in

which it is the Tsar himself who is killed rather than Anika. In the

u 1/
version Lerkov, no. 2-the Tsar, terror-stricken, commands his warriors

to defend him but heath strikes down their swords with a wave of her

-and. In the same way Herod's warriors are powerless to defend

their king.

(c) The "hmeiulan"

..erpent-like creatures were a common phenomenon in the. popular

literature of the eighteenth century, present! . one of the lany

hasards against which the adventurous knights had to battle. Such a

creature (Lmii) can be found in "Kaleandr i Leonilda", ravaging the

1. Prof. A. heletskii, op. cit.. p. 36.
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whole of rang Atigrin'3 land until he finally offers his daughter in

marriage to the knight who can rid than of the scourge. however,

there is no reason to suppose that 'Ameiulan" was drawn from such a

source rather than from Russian folk-lore itself, the serpent being

one of the chief enemies of the boaatyri in the byliny (see, e.g.,

"Alesha i Zmei Gorynich", and "Dobrynya i 22aei"). '-The "Zmeiulan"

of "Tsar Tlaximilhan" is doubly serpent-like since the last part of hi3

name -ulan is xersian for 'snake'. The word ulan !• of course used

in kussian folk-lore for the Turks and Tartars. Thus in the historical

song "Aabeg krymskogo khana" one of the Tartar warriors is referred

to as

"yjiaHOB CHH" ,

while in 'hnak i turetskii sultan" the Turks are referred to as

"A Myp3H BH, JMaHOBBH. "

The snake was not only the symbol for the pagan enemy but for

ovil in general and the powers of darkness. It is as such that they

ap ear on the whole in the fairy-tales and epic poetry, possessed of

extraordinary magical gifts and forbidden knowledge, inhabiting the

frontiers of the known world and beyond, eternally hostile to man.

(d) The black Arab

blackening the face with soot was one of the most popular ways

of disguising in the kussian Christm&stide mummings.1 it is probable

1 Suprat p. 110 .
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that the Black Arab of the folk-play, who is similarly decorated,

springs from the same source. ..lany peoples considered that the

colour black aiid in particular the blackness derived from the soot

and ashes of the fire was extremely powerful in warding off evil

spiritsi "The supernatural virtue ascribed to ashes, which al3o

appears in the frequent use of them at tattooing, probably depends on

t.. 'ir connection with the fire, which is the strongest means of

purification."1 Figures with blackened faces were common in ritual

r: _nes and processions all over Europe. In the sword-dances of

England, the Basque country, -pain, Portugal, etc., these characters

became known as moors and the battles of the sword-dancers explained

a clashes between them and the Christians. It was assumed that

t ese "moors" in fact had given their name to the dances - the Morris

dance in England and the lloriscos of ipain and Portugal. However,
2

many scholars now believe that this was merely a rationalising of

an already existing custom and that the blackened faces themselves

gave rise to the title ..ioors rather than vice-versa. It is interest-

in, to note that May-day (when the sword-dances were often performed

in Jngland) was traditionally the day of chimney-sweeps. It is quite

possible then that the Black Arab of "Tsar Haximillian" in fact

belongs to a very ancient European ritual tradition.

1 .R.Karsten, Civilisation of South American Indian (N.Y. 1926), p. 72.
2. E.g. S.H. Chambers, op. cit.
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(e) liar3 and /onus

Daring the pre-Christian period, burlesques on the lives of the

gods were a feature of popular dramatic literature and this continued

into the Christian era. ut. Cyprian, for insta cc, complained of

the wanton Venus, the adulterer liars, etc., being shown on stage.

The renewed interest in classical literature and ancient

mythology brought to Europe by the Renaissance resulted in the

reappearance of the gods in literacy characters. -LLong with per¬

sonified vices and virtues and abstract qualities they became

implicated in the plots of the school plays and even the neo-classical

plays, discussing and influencing the fate of the heroes as in Pierre

Corneille's "La Toison d'Or".

The lives of lars and enus seem to have been particularly

popular as a dramatic subject and a number of plays with the title

rave been recorded in eighteenth-century En land, for example J.

• eaver's "liars and Venus" (1717) and P.A. Motteaux' "The Loves of

Ears and Venus", performed in I696; 1697*

A similar phenomenon can be noted in the Russian school plays

where gods and goddesses and qualities like Charity, Honour, Faith,

etc., are often portrayed. Venus appears alongside Virtue, Religion

and the Angels in "Aleksei Chelovek bozhii". Mars is to be found in

the historical school play "Drama o Ezekii":-
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"
- He a3 jih Mapc repoiraiK, npecTpaneH bo dpahh,

Xpadpo pacnpocTnpaK) na upothbhhx ^

Both Mars and Venus together with the other gods on Olympus take an

active part in the denouement of "Kaleandr i lleonil a".

2. The Humorous Interlude - type scenes

Originally, interludes were, as their name ests, short

scenes of a humorous nature played in the intervals between the

serious acts of the school plays. They could be of two kinds:

firstly they might in some way imitate the serious content of the

preceding act, or they might be entirely independent of the rest of

the play. The content of these interludes was drawn from popular

anecdotes, from the comic tales of wandering mediaeval story-tellers

where characters and scenes from everyday life were often depicted

with satirical wit. Taken out of context these interludes were

carried about the countryside and performed by poor wandering scholars

( hvorezy) to earn themselves a little extra money.

Comic, interlude-type scenes were also found in the vertep,

where they were no doubt inherited straight from the religious plays

of ,e3tern Europe but with the comic parts removed from their natural

setting in the body of the play to form eventually a separate part of

1. V.N. Perets, Pamyatniki russkol dramy, p. 4^1.
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the performance.

with time the interlude lost its connection with the school

theatre and became almost an independent genie, a name for any one-act

play or scenes of comic or topical nature. ~>uch playlets became

extremely popular for instance in the Urban Democratio Theatre where

they constantly attracted new characters and situations. When the

Italian conaedia dell' arte became popular in Russia in the eighteenth

century, characters from it too were incorporated into the interlude

repertoire. Thus the eleven interludes in the Tikhanov collection"1'

relate the adventures of harlequin, Pantaloon and others of this

tradition.

moreover, comic monologues and dialogues very similar in type

to the interludes sprang up spontaneously from the humorous fancy of

the folk itself, so that, considering all the complexity, it is

impossible to decide where any particular interlude originally came

from. All that one can do is point out parallels and similarities.

(a) The Jew ;the Tailor], the Cossack, the Devil

Since none of these three characters appears frequently in the

Russian folk-plays, but since on the contrary they are very popular

in tic Ukrainian verten and South Russian popular literature, it is

1. P.N. Tikhanov, op. cit.
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reasonable to assume that they have entered plays like "Tsar -iaxi-

millian" and "Lodka" as a result of southern influence• The variants

in which they occur are often, in fact, fro.. the southern regions, as

for example Abrarnov's variant of "Tsar - axi .illian which is from the

Northern Ukraine, or "Tsar Maximillian", Kallash - I, from the boundary

government of Chernigov; in both of these the Jew and the Cossack

play a part in the comic interludes. One of the songs the Jew is

made to sing in the Abramov variant:-

"TanuyeT xaa Roaopom / Ilepe^ naiiou -ckopoM. / H
A

sa^KOM h nepe^Kou / IlepeA naaou ®eAopKOM" -

i. a variant of one well-known in the ve..ten. It ccurs, for instance,

i. Vinogradov's "Velikorusslcii vertep" and in an eig;■teenth-oentury
2

MS Russo-Polish variant described by I. Franko.

The tailor appears only in a very few variants of "Tsar I.Iaxi-

millian" and "Lodka" and that South Russian compound of the vertep

with " axiiiillian" known as "Tron". He is usually a Jew, an indication,

of Jewish interest in the cloth trade in Russia. There is a scene

in the play "Ataman" ^ where a Jew is approached asked about his

profession:-

,,i3aHHMaK>CB KpaCHHM, "

he answers. "Krasnyi tovar" was an old-fashioned term for textile

1. "Tsar Viaximillian" - Abramov, p. 28.
2. I. kranko, op. cit., Vol. LXXII, C . 5? P« 23 •

3- Laron N.V» Lrizen, op. cit.
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manufacturing and the Ataman jokingly suggests that he should sew

kaftans for the whole robber band. In druzinskii1s variant of '"Tsar ,

Maximillian" he is called upon briefly to sew funeral garments for

Adol'f and in the text "Vinogradov - 2" he . as to make a coat

(tulup) for the old grave-digger as a reward for his sex-vices. In

such scenes it is the Jew's professional, rather than ethnic or

religious, peculiarities which are depicted. However, in several

other variants the attitude towards him appears in quite a different

light.

In hot!- the Abramov and the hallash ho. 1 texts of %aximillian"

t ere occurs a^n the nockery and hostility tovrards the Jewish

character, religion, dress and customs typical of the Polish and

Ukrainian vertep. The former ends with several comic scenes in

wiiich the Jew is made to dance and sing for the general amusement of

the audience. In both there are the familiar cliche inferences

about the Jewish "national characteristics" of cowardice and avarice*

M
- ripaB^a, Ahkcjib, *ito y te6x wnoro

Ma- - Aii, BeJ2, Bace EtapcKoe h HMnepaTcr cKoe BeJiKuecTBol

h;n
_ a x'pocn, ..6a to i :;o . kh

In Abramov's variant he joins forces with that other antipathetic

character, the gypsy, in attempting to rob the unconscious body of

1. "Tsar Haximilliah", Kailash - variant I, p. 11.
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the Cossack, but as they start to draw off his long boots the

Cossack, just as bold ana offensive as ever, leaps to his feet and

sends them flying. The Jew is addressed in a tone and manner which

express in forceful terns the sense of superiority and scorn of the

masters for the suppressed and alien minority. She Cossack and

other characters in Abramov's variant address him most of the time

as

'^HAOBCKaa Mopxa,"

ana both variants are full of latent violence as in the songs-

"Ax th Max senile MHxeH&KHB, / Bo3bmh nircToxs maxehbsnfi,
A

/ y6e&, ydefi xiua / PacicypBHHa cMHa"

•/ *

or in the Jew's reluctant dance in Kailash ho. 1 under threat of

punishment from the Tsar, or the Cossack's hopeful expectation of

future encounters with Jaw3 and Polesi-

"Aa ne dyxeT xynme, / Aa He <5y^et Kpame, /fiK y Kae
p

Ha BKpaHHH, / He nodaHHMB xaxa, ne nodaHJiriB siua."

The religious practices of the Jews are also mocked and the "saying

of prayers" becomes a part of the comic entertainment.

In the "Belorusslcii sbornik", however, the Jew plays an entirely

1. 'Tsar maximillian", Abramov, p. 3U.

2. Ibid., p. 27*
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different role. He is an ubiquitous c' racter who bobs up at the

most unexpected and inappropriate moments, mimics the other characters,

twists their words (e.g. when the Tsar is crowned aid the knights

all shouts-

"ypa, ypa, ypal"

he mimics then with a

A

"CKyjia, cKyja, cKyaa!"

..mi gets in everyone's way (e.g. when he offers t help the gravedigger

remove kamai's corpse he merely manages to trip him up). Here he

performs a similar function to the "Devil" in the Myafcutin variant

of Tsar . aximillian". The Devil too keeps interfering with the

plot. ..s well as playing tricks with the _raved!. er's horse he

Pishes himself between him and the old woman us they try to kiss and

p-.ite his own hand forward along; with hers when she is offered some

snuff to which the gravedigger is forced to retort:-

p"
- Bot ona, TyT h dn.aa c ^ByMs pyicaMH. M

The Devil in the ussian and Ukrainian folk-theatre was not

necessarily a sinister character, although in the vartep his main task

was to assist Death in dragging nerod off to Hell. In the role of

an ubiquitous and interfering shadow, however, he performs a function

similar to that of his ancestor, the Devil of the mediaeval miracle

1. E.P. Romanov,op. Git ♦, p. 28D.

2. Ibid., p. 286-
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plays and later of the school play3. His role is an ambiguous one.

lie is a jolly, comic character amusing; the audience with his tricks,

yet these tricks are often lacabre. He is too a reminder and a

warning to those whose way of life is not as bla ioloss as it might be.

(b ) The Gravedigger

.xiong the most frequent and popular comic scenes in "Tsar

- -aximillian" are those involving; the old graved! en, known variously

as ; ark, -larko, Markushka. He is always reluctant to answer the

summons to clear the bodies off the stage and once there manages to

. excuses for doing no v/or . iio is us.i-.l / highly disrc ./,./d-

ful of the Tsar's rank, bargains for wages with him, disobeys him,

si ics him, sits on his throne and, in spite of Maximilian's threats,

seems to enjoy the same degree of immunity as the mediaeval court

jesters. Sometimes he is accompanied by his old woman} they bicker

at each other, take snuff, fool about, try to measure the corpse for

a coffin and generally manhandle it to such an extent that in one

variant Adolf causes great consternation by leaping up and biting

the old man's finger.

The antics of the gravedigger and his old woman are in many ways

like those of the did and baba of the vertep. For example the old

peasant in - alinka's "Zhivoi vertep" converses as impudently with

Napoleon as Harko does with Tsar .-aximillian and, like him too,

misunderstands, either deliberately or through deafness, all the
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questions napoleon puts to him. Hot only his character and role

but also his appearance resemble those of Aarkushka. He is described

as 'a hunch-baclced old peasant, dressed in rags"."''

However, one must look further back than the vortep in order to

find - arko's antecedents. The most distinctive things about him are

his hump-back, his tattered appearance and his sheepskin coat inside

out. The following description is typical:-

"C ajihhhoB KJioMKOBaToil <5opo,aoii, b no^ymytfice oB^nnoii
2

Hapysy, crop<5.aeHHHft, c najiKoii b pyiee."

In the Russian folk-theatre alone he has many '"brothers" apart from

the did of the Ukrainian popular theatre: the hump-backed ritual

bear, the old hunch-back Sernik, the tatterea old beg ars in sheepskin

co.no of the Christmas-tide mummings. His old woman too may be seen

again in the grotesque figures of the . .1 :i. ora, the witch and

^emichikha.

A similar figure can be found in the ritual drama of other

countries too, for example, the hmchbacA fool of the English St. George

plays who has a number of titles, Red Jack, Happy Jack, Big Head,

Teelzebub, etc. The hump-backed clown "Hossemus" was one of the

stock aas'3 of the Atellan theatre of ancient Greece and the figure

1. A.N. Malinka.op. cit., p. 39*

2. "Tsar Maximillian", Hallash - Variant I, p. la.
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seams to have retained its popularity through the ages. hames

like MoiyohOa, Momas, Clarikas, etc. were frequently given to the

comic figures of the ancient mimes, and it has heen suggested that

these should he connected etynologically with inoros" which is the

common generic name for a mimic fool."1' One wonders if there could

be any similarity between these names and that of the Russian
2

ravedigger, the mimic fool of the Russian folic-theatre. The

gravedigger's female companion may also have been one of the stock

characters of the ancient theatre if indeed she is to be regarded as

a more human counterpart of Kikimora and others like her. Allardyce

Iiicoll describes the hag-like counterparts of the ancient "mores 1 and

suggests that "the mime, until its latest days, loved this witch-like

old woman, a descendant of whom in the spirit is to be discovered in

t e .o. .e lielivis of mediaeval times." ^

. .

v . hi .1 h'-ictor

mother of the basic comic scenes in "Tsar hariiillian" involves

the doctor and, sometimes, his assistant. Two separate episodes are

1. hllardyce iiicoll, flasks, mimes and miracles London l93l)> P« 28.
2. Perhaps, however, Marko owes his name to a more prosaic although

no less intriguing source. In Rovinskii's kusshic narodnye
kartinki, in a list of saints from the Kievan "monastery of the
Caves", I came across the following reference to a certain

"npencuodEHft Mapso rpodoKonaTass"
(D.A* itovinskii, op. oit., Bk. 4, P* 763).

j. .J-lardyce ITicoll, op. cit.
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to be distinguished here, the first in which the doctor tries to cure

the old gravedigger's aches and pains and the second in which he is

called upon to revive the fallen knights. The doctor introduces

himself in much the same way as the Tsar and the warriors except that

his speech is in a humorous tones

"
- BOT H AOKTOp-dteKaph, H3-nOA KaMCHHOrO MOCTa

anTGKapi."

He is also known as Dr. Ul'f (in "Onchukov 2"), Dr. homa (in "Onchu-

kov 1") and in several versions states that he has come from England

(see e.g. the text3 Berkov, Rusakii fol'klor; Volkov; Akiaova). He

reels off a list of his accomplishments, of the miraculous cures he

has worked»-

"
- he AB.pou. npo mchh npouum cjcaba, mto a BUJiemu:

ne Majio; aScstok iihtb-eioctb b cupoii 3eikie ecTB. ICo
4

ime xoaht na Horax, a yxcwsT na apobhsx. "

In the following extract he details his somewhat peculiar methods of

treatment

"
- *'MeiO JieHHTB,

yM6K) TaiUHTB ,

yKeio JieTaTB,
y'meio c 6eJthU cbstom pa3jiyhat&!
«-hbho MecTa bh]pe3aio
H iia MecTo roc MepTsne BCTaBdno,

1. "Tsar Maximillian", Kallash - Variant 2, p. 116.
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Kjjobb Meny,
Ea<5 Jteny,
raasa BHicajiHBaio,
THTBKM no«4Ka^HBai) 1
Bc«Koe agao yueio. "

In the first episode, the gravedigger pretends to be ill in order

to get out of burying Adolf and Brambeus. The doctor begins by

asking him where the pain is. The old man mentions various parts

of the body - head, eyes, nose, stomach, back, legs, teeth - and

the doctor offers suitably inept cures»-

"
- B3HTB TBOfi HOC,

OTOpsaTB vl BHKHHyTB Ha MOpOQ
:T 6y/.eT 3/,opoB TBoii hoc! ,f 2

ors-

"
- B ato nyso

Ha^o na^HTB Tpn^EtaTB Tpn apdysa -
BOT h saaciiBeT TBOG ny3o!" 3

Eventually, the old man is cured, by fright if not by the doctor's

suggestions. A different method of treatment is found in Berkov's

variant in Busskii fol'klor-materlaly i issledovaniya, where the

doctor tried to make his patient repeat certain spells after hims-

'Uoictop. - Hy roBopii 3a Miiofi, cTapHK
vy6u moh ay6u,
OTsajiHTecB, hoc -a ry<5n. "

1. "Tsar Ilaximillian", Berkov - Variant 2,op. 24^-1.
2. "Tsar MaxLmillian", Vinogradov - Variant II, p. 88.

3* "Tsar Maximillian", Vinogradov - Variant I, p. 48.
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"
- Hy roBopa sa mhoK.

i>y6K mok h „ecm,:, ,

BojiHTe 3HMy a secny. "

^idditional humour is brought to the scene by the doctor's "examination"

of the patient# A good example of this is to be found in "Tsar

Maximilian" - Onchukov 1» The old man cannot tell exactly where

the pain is and keeps on saying, "Higher! Lowerl" until the doctor

loses patience with him and gives him a slap with his sabre. This

scene as can be seen was primarily one of crude, rough humour. a

somewhat different aspect is to be observed in the uecond episode.
M » I' , « t,

In five variants to my knowledge (Kallash 1, Volkov, Berkov 2,
" " 2 \

oncnukov 1 and in one Ukrainian text contaminated by the vertap ) an

actual resurrection from the dead takes place. These scenes are of

particular interest since they connect the Aussian play not only with

the beginnings of ritual drana in ilussia itself but also with a

widespread tradition in European folklore, in particular with the

English folk-play "St. George".^

The comic doctor has been a stock figure in popular draaa all

over Europe since the dawn of theatrical history. He appears in the

ancient Greek Doric mimes "In view of this evidence, therefore, we may

1. "Tsar Maximilian," Berkov, xtusskii fol'klor, pp. 352-3*

2. A.Gmirnitskii, op. cit.

3* Inira 476,,
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be permitted to believe that in Lacedaemon . . . there was a type of

mimic farce in which actors . . . took a variety of arts, the most

popular being fruit thieves and comic doctors.""'"

In the English mediaeval miracle plays, too, we often find a

comic doctor, for example in the "Adoration of the magi" of the

Chester cycle, or in Ab-ram's "he Veil Testament".

The "Dottore" is of course a well-known figure in the Italian

Comedia dell' arte but it is only in the late texts that he is

occasionally portrayed as a doctor of medicine rather than a doctor

of lav?. It is interesting to note in this respect that in the Kussian

Shutovskaya komediya dating to the twenties and thirties of the

2
eighteenth century, which is based upon the Italian theatre, an

ineffectual doctor of medicine, trying to cure Pantaloon of a cough

among other things, does take part.

The first of the comic doctor episodes in "Tsar Maximillian"

probably owes a lot to the comic dialogues of the Jrban Democratic

Theatre, where the language was very similar. For example in one

such dialogue a gypsy quack doctor advises an old man with a headachei-

- OdpKTB rooroBy xorojia, 3aTnaoK omen ncwcapnTB .

while in another a French doctor boastss-

1. Allardyce Nicoll, op. cit., p. 26.
2. See in "V.N. Perets, Pamyatniki russkol dramy, p. 495 -
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"
- Ko MHe MNNMMJTV na norax, a ot uena noBeoyT

„ 1HB APOBHHX."

This link with the popular theatre ox the towns in the eighteenth

century is borne out by many other similarities.

The second episode, however, finds its closest parallel in

Juropean folklore. A death and resurrection scene with the

participation of a doctor occurred in some of t e -ring dramatic
•jl

rituals. For example according to Frazer, "in some parts of Dwabia

on Jhrove Tuesday Dr. Iron-beard professes to bleed a sick man who

thereupon falls as dead to the ground; but the doctor at last restores

him to life by blowing air into him through a tube." ^ In some of

t. .3 Dnglish sword-dances a doctor is summoned to resuscitate a

character who has been accidentally killed. There are instances where

the Bessy, or man-woman, interferes during the aJciag of one of the

sword-patterns and is killed I In the If.sque ...ascarades there is the

same scene again. The doctor tells boastfully of his travels, of

the distant countries in which he learnt his work. "Apres avoir fait

le tour de la Frusse et de la kussie, de 1'Angleterre et de la Turque

je suis revenu chez moi."^" The kussian doctor describes his travels

1. Y.D. Kuz'mina, fcisskii demokraticheskii teatr h/III v, p. 117•

2. See STAfra.; j>. 75 ff ,

3. J.G. Frc.zer, The Golden rough (1923),p. 3^7-

4- T* Alford,"The Basque mascarade," Folklore ilo. XAJCLX, 192Q.
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likewise.

The scenes and characters ox "Tsar Maximillian" are drawn from

a variety of sources, from the school theatre, from the Urban

.Democratic Theatre, from mediaeval literature, significantly in

versions which have already become folklorised and, last but not

least, from a folk-tradition common not only tc Russia but to Europe

as well. This connection between "Tsar Maximillian" and the folklore

of other countries can be further expanded. The closest and most

interesting analogy to the Russian play can be found in the English

folk-play "ht. George" and a comparison between this and "Tsar

Maximillian" will be given later in this work."

The extreme diversity of sources upon which the various scenes

of "Tsar Maximillian" are based is a strong indication that it should

not be regarded as an adaptation from any particular tale or play as

some scholars have suggested, but that it is in fact a compilation of

items which, to begin with, may not even have been connected.

jome of the items are of literary, others of folk origin and in

the methods used in uniting them into a single dramatic spectacle the

creators of the folk-play have been indebted to the traditions of both

written and oral literature. In the preceding chapter I 'nave tried

to show how "Tsar Maximillian" was connected with the literary theatre

1. Infra,;p^76,
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of the eighteenth century? in the following ones I shall try to

show the extent to which it is also a part of Russian folk-literature.



chapter xii r

"tsar maximillian" as an integral part

OF russian folk-literature

a. t the poetic structure1

"Tsar Maximillian", as it now stands, in spite of the chequered

material upon which it is based, bears the unmistakable imprint of a

work of folk-literature. Some of these features are inherent in the

material used for its oreation, others were accumulated during its

long history as a part of the oral tradition. In the verse structure

itself, both of this and of the other folk-plays, the style of a

certain type of folk-literature can be observed.

Anyone reading a text of "Tsar Maximillian" would become

gradually aware that it was written neither in pure prose nor in pure

verse. He would notice, for instance, that passages of apparent

prose had suddenly taken on a definite rhythm of their own and a

definite rhyme pattern. It was because of this irregularity of the

linguistic structure of the play, because of its obvious lack of a

definite metre and apparent lack of syllabic organisation that scholars

for many years considered it to be written in a sort of rhythmic or

rhyming prose.

1. Although most of the data in the following chapter have been chosen
with/....

-417-
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In Old Russian prose writings of a kind where legal precision

or strict accuracy were not prerequisites the emergence of an interest¬

ing stylistic device can be noted, beginning about the fifteenth

century and continuing well into the seventeenth. It became common

to place verbal constructions at the end of the clause or sentence

and this automatically gave rise to a primitive morphoigical type of

rhyme. The gradual awakening of writers to the stylistic possibilities

of the custom, perhaps under the influence too of Byzantine rhymed

prose, must have led to conscious refinements and, almost inevitably,

to a more balanced or rhythmic arrangement of the words between the
\y

rhyming endings. By the seventeenth century the better examples of

this style were being recognised by writers such as Simeon Polotskii

as poetic rather than prose forms.

It is quite probable that this style was already popular among

the folk. It bears some resemblance to that of the byliny, where

the occasional rhymes arise from syntactic parallels and where the

regularity of the line comes from the three major stresses rather than

the number of syllables or the metre. A somewhat similar arrangement

may be seen in some of the poslovitsv in which there is no metre but

the same amount of major stresses in the two halves of the line, as ins-

... with specific reference to "Tsar Maximillian" it may be con¬
sidered as relevant to the other plays in the folk-repertoire as
well, where the raeshnvi stikh, the effect of oral transmission
and the many features typical of the folk text are equally in
evidence.
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"
- Cko-sbko boah iihtb, a tt&hhy he 6htb"

or:-

"£ no MejtoHH CHHTax>, a Kpynmax .aeHer He bhsueo. "

However, the appearance of syllabic verse ousted this style in

literary writing, although as late as the beginning of this century

it was still regarded as the proper vehicle for folk-literature of

humorous or satirical content. Because it was used extensively in

the comic, descriptive monologues of the raeshnyi dea it became known

as the raeshnyi stikh.

Because of the many irregularities it is difficult to define

its characteristics. The Soviet Encyclopaedia describes it as follows:-

"PaeatHHfi cthx.

HCCTOiJHoro
$opwa HapoAsoro^cTHxa, npnaHaicoM icoTopoii HBxneTcfl

otfssaTeJiBHaH cMexHaa pH$MoBKa, npn HeorpaHUHSHHHx

KOJie<5aHHnx cxororo o6i>eua cTHxa h oTcyrcTBxm KaKoro-xa6o

opraHHaanHH y^apeHHH."

This description, however, does not appear to be strictly accurate.

The most constant thing about raeshnyi stikh is certainly its

rhyme structure which consists mainly of rhyming couplets, but some¬

times extending into 3, 4 or even more lines, all with a single rhyme

1. Bol'shaya aovetskaya entsiklopediya (2nd edit.), Vol. 35*
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pattern, for examplei-

"A bot a a, paabec&mft noTemHHK,)
HOBeCTHLI^ paeEHHK, J
Co cbook) noTemHoffi naHopawoio: )
KapTHHKH sepay - noBopa^HBaio, (
Hy<5.2HKy 0<5MopatiHBaio, . (
Ce(5e HHTaqKH aaRCuaHHBajo. " '

The couplets, however, may be freely interspersed with non-rhyming

lines. A certain amount of internal rhyme can be found and allitera¬

tion is quite frequent.

There is no metre and the divergence between the numbers of

syllables in each line shows that the verse structure does not depend

upon syllabic equality. But it would scarcely be true to Bay that

there is no attempt at syllabic organisation at all, for within the

couple^ the variation in the number of syllables per line is rarely

greater than 1/2 (with exceptions) whereas the difference from couplet

to couplet can be as much as 5/13 or 3/19.

Apart from the rhyme, the other most constant feature is the

stress pattern. If only the major stresses are counted (as in the

b.vliny) it will be found that there axe usually 2 per line (with a

common variant of 3 with occasional exceptions). The line usually

falls into 2 (or 3) parts each containing a major stress.

The looseness of this structure gave its users considerable scope

1. A.Ya. Alekseev-Yakovlev, op. cit., p. 55•
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for improvising, using their wit and natural talent for rhyme and word

selection to obtain the greatest effect} and it is in this irregular

raeshnyi stikh that most of "Tsar Maximillian" is written, not only

the comic parts, but the serious as well, which may be an indication

of the great age of the play.

One of the first things that strikes us on examining the texts

of"Tsar Maximillian", especially the less distorted ones, is the quality

of the rhyme. No text is completely without it, even the most

verbally primitive (e.g. "Tsar Maximillian" - iUcimova) and some (e.g.

Berkov's text in "Nusskii fol'klor ...") seem to be written in it

entirely. The distinctive couplets or runs of contiguous rhymes,

depending upon the talent of individual actors, are much in evidence,

as im-

"Bot Mofi ocTpiifi me*i mymiit,
XoieT roxoBy cpydHTB,
KpoBB ropn^afl khhht, 1no Me^y py^BCM <5exnT. "

or«-

"4. M. - P^e ate th no one bpena ck^ht&jichY
Afloat - B KpacHoS aoaoHKe KaTaaen,

C pa3 6ofiiHHKaMH 3HaaCfl. " 2

Masculine, feminine and dactyllic rhymes oan all be foundi-

(a) Masculines "H A-zh Koro ceK napcTBeHHUfi TpoH
Ila npeBHmneM 24ecTe coopyxen?"

1. "Tsar Maximillian", Vinogradov - Variant II, p. 73*
2. "Tear Maximillian", Onchukov - Variant 1, p. J.
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(b) Femininet "O.spaBCTBy&Te, rocao^a ceHaTopn,
SL npHiagj H8 aapcKoa KOHT6PH. "

(o) Dactylllc i "3a Eoro bk mchh c^htaete,
Sa HMnepaTopa p^ccKoro, *

HJCH KopoJtH $paHayaKoro?"

In the formation of rhymes many parts of speech are used and in

all sorts of combinations. Thus from the text "Taar Maximillian,, -

Berkov Ho. 2 we find the followingi-

(a) rocno^a noun (b) 3 tom pronoun (o) bb§t verb
^ yjj

cx^a + prep. xy^om + adj. mctSt

(d) ^epxaBy noun (e) J?ycB noun
, + verb,

cxasy + noun c5odcb

Examples of internal or double rhyme are also fairly common, for example!-

(a) "BiKJupafi x©6oro, 2
OcTaBxafi xyAoro,"

(b) "Ho Bceii odxacTH JieTavia, ,

A HoeE xpadpocTH He Biuaxav"^
(o) "Tpa^ Ahtoh othSm co&ry, 4

A Teds caworo b hoxoh BOSBMy."

Another regular feature of the verse pattern is the frequent use

of alliterationi-

1. "Tsar Maximillian", Berkov - Variant 1, p. 182.

2. Ibid., p. 196.
3. "Tsar Maximillian", Berkov - Variant 2, p. 209.

4. "Tsar Maximillian", Berkov - Variant 1, p. 190.
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(a) "npocTHTB He npomaio, a necroa neTB no3Bo.MH). " 1
(b) "O J!06e8HH3 A^OJB$,

Si T6(5h JB0<5HJt,
H Te6e uepHo cJtyznjt,
Si re6e roJLosy cpytfjro
H caM ce<5a 3aieo.TO." 2

(c) " - CKasH eisy,
^TOCSh OH AHHB HJiaTHOC,
;;a saaTo-cepedpo bobhjt,
A to pa3o6B§u, paacieiuaeM,
CBME 3^aTOH aaB^a^aeM." 3

In spite of the fact that many passages of "Tsar Maximillian"

have been distorted by oral transmission it is possible to find places

where both rhyme and the syllabic quantity are carefully controlled.

Thus, when three line3 with the same rhyme occur together the number

of syllables per line very often falls into a definite pattern such ass-

short - short - long;

long - long - short}

long - short - long}

or even equi-syllabic. Here are some examples of the three typesi-

Ho. of
Syllables (a) short - short - longt

6-6-11« "C ipOBBHMH,
C a^hhhhiot ycai-ra, ,

"A noTpHcaj oh Bceun HeCecaMH." ^

1. "Tsar Maximillian", Myakutin, p. 272.
2. Ibid., p. 273*

3. "Tsar Maximillian", Kostin, p. 113*
4« "Tsar Maximillian", Onchukov, Variant 1, p. 37.
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Uo. of
Syllables

7-7-9*

9-9-9*

"
- lipomas, eeMjrs cmpaji,

ITpomafi TH, KSTB pO^HBH,
Ilpomafl, MHJiajnBa Aoporaa:,

(b) long - long - short»

„ i

10-10-7*

14-9-14*

"
- Th asaemh, si y Bac b flepcHK dHBax,

Mnoro Bac, KpacHOEOKHX nodHBam,
Tajr^e, B to BpekH dHBax?" 2

(o) long - short - long*
"

- H aaneM bto M6hh k cede uapB npaaHBaeT?
BEARD, M6HH AaXCKO 3H8.T0T, ,

Kojth TaKHe 6oxhrnze Aexa AOBepaiQT." D

(d) equi-ayllafrio*

"
- IIpHCflAy-Ka H Aa OTAOXHy,

MaHene^KO Tadawjey BxocHy,
A noToM h ao napa Maxny."^

As in the fairground monologues the stress pattern is quite

clear - two major stresses per line with occasionally threes-

"
- fl BaM cKa3ax / hto Basra dorn,

KjtaA^ / riOA BOTE,
B rpHSB / Ton^ty,
BepoBdTB / ne xony,
A Bepyss / bo Hucyca XpucTa,
0 HGJzfto ero / b ycr£." 5

However, the quality of the verse varies a great deal from

1. "Tsar Maximillian", Vinogradov - Variant 2, p. 73*
2. "Tsar Maximillian", Onchukov - Variant 1, p. 11.
3. "Tsar Kaximillian", Berkov - Variant 1, p. 195«
4. "Tsar Maximillian", Berkov - Variant 1, p. 196.
5. "Tsar Maximillian", Berkov - Hasskii fol'Bor p. 344*
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version to version and the standard is rarely consistently high. The

extent to which the text varies according to the ability and memory

of the actors of each variant can be seen by comparing two similar

passages from different versions. One can compare Adolf's refusal

to worship the pagan gods as expressed in the following two extractsi-

(a) " - He hokaohbcb a tbohm xymhphueekhm doraw.
A TBOH KyMHpK^teCKHe dorn,
IIoABepraio hoa nom. " 1

(b) " - A sepym saw; 0Hcycy XpucTy,
KotophK pacnsrr 6ux Ha xpecTy.
A KyMHpHHecKHe dora,
noABepraB hoa Hora,
Kaic xony,
Tax Tonuy! " *

It is clear how much more organised and talented the second version

is- Such wide variations are of course largely due to the inadequacies

of the system of oral transmission.

3y the eighteenth century the raeshnvi stikh or rhythmic prose

form was being used almost exclusively in popular or folk-literature,

particularly of a comical or satirical content. Although a very few

of the school dramas did in fact employ rhythmic prose the vast

majority were in syllabic verse and if even the serious parts of "Tsar

Maximillian" had been adapted from a hagiographical play one would

expect at least traces of the syllabic verse structure to have remained.

1. "Tsar Maximillian", Kaliash 1, p. 9*
2. "Tsar Maximillian", Vinogradov - Variant 2, p. 11.



- 42.6 -

The fact that "Tsar Maximillian" is written in raeshnvi atikh tends

to emphasise the idea that its origins are rooted in a popular and

folk rather than a scholarly? "literary" tradition.

B.t THE ORAL T3ADITI0N

Hot only did complicated verse structures suffer in the transmission

from one generation to another, but the actual language of the plays

often became distorted.

One of the most revealing features of a folk-lore tradition is

the superstitious attention to precision, to the exact repetition of

a particular action or to the exact reproduction of the "fixed" part

of a text. we know that improvisation was one of the mainsprings

of folk creativity but only in that part of the action or text

regarded as "free" and in the folk-drama this would usually include

the comic scenes. Professor Bogatirev sums up this ambiguous

attitude to improvisation:-

Qne of the prime characteristics of all aspects of

folk-art, pictorial, musical (vocal), choreographic, verbal and
dramatic - is to be found in the strict adherence of its creators

and performers to the norms of traditional style inherited from
their fathers and grandfathers ....

But there are also cases in which the performer, having
made creative additions to the thing he performed, is convinced
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that he has altered nothing and is surprised and even troubled
when the collector points out the changes he had introduced
into the text . . . M *

These generalisations can be applied specifically to the Russian

folk-theatre in which the actors also had a keen sense of tradition.

Abramov, in his introduction to the text of "Tsa^-Maksimilian" under¬

lines this characteristic. Most of the actors he observed, parti-
A

oularly those in serious roles, were required to have their parts

by heart and improvisation of the text was not permissible. Only

in the case of some of the comic characters, Mark the old gravedigger,

the gypsy and others, was a relaxation of this rule possible. These

characters were allowed to interpolate their own jokes and remarks
2

on topical events.

This attention to exact reproduction may be considered one of

the reasons for some of the more confused passages of the text of

"Tsar Maximillian" and other folk-plays where words have been repeated

by an actor who did not fully hear or understand them. Rather than

alter the accepted text the meaningless phrases have been repeated

until passages like the following are arrived at i-

1. P.G. Eogatirev, "Tradition and Improvisation in i'olk Art,"
Tilth International Congress of Anthropological and Ethnological
Sciences (M. I964). pp.2 . (,

2. I.S. Abramov, op. cit.. p. 2-
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"
- £ b TeMHimy y^a^HiocB

C pacnpeicpacHioc s^eaHKx isecT.
Cko-sbko ropecTefi Tepnejt st . . .

A b paajtyKe TaacecTB qctb.
SocTaBJCjuo, ,5pyr JoodeaHHf!,
SocTaBJtflso A&a Toro,
y to Aopose ecTB uicjee
H npespacHee Bcero." 1

Compare the above with the more coherent version of this ballad, popular

in the eighteenth arid beginning of the nineteenth century, which appears

in "Tsar Maximillian" Vinogradov No. 1 s-

"
- H b nycTHES) y^ajriocB

Ot npespacHHx 3AemHHx MecT,
Ckojibko ropecTefi citepTebhhx
$oxteH h b pa3jyKe cnecTB.
OcTaB^taio rpa^ jnodeaHEft
OcTaBJiHK) e Toro
Kto Ha cBeTe Bcex wtJtee
H Aopoxe hot ero."2

Apart from the songs there are corruptions within the actual

text itself? as in the following

"TboK 6paT asbho b nojre 3apoc TpasoM." ^
instead ofi-

"TboM nnax ^aBHo b riojie 3apoc TpaBo2. "

and:- "H3-HOA TyHH THHJIOK,"

1. "Tsar Ivlaxiaiillian", Abramov, p. 32.

2. "Tsar Maxim illian", Vinogradov - Variant 1, p. 26.
3. "Tsar Maximillian1,* Abramov, p. 24*
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instead of»-

"H3-no,2i TyqH orEeBoii." ^
and i~ "lipomas poa h HapoA

H BCH npocB^meHHaa O6HASL,11

instead ofa-

"K BCa cBjameHHaa odHTexB."

Some of the distorted results of oral transmission of the text

can be observed particularly clearly in the various literary passages

which have over the years crept into "Maximillian" and other folk-plays.

During the course of the nineteenth century borrowing from the works

of written literature became particularly popular among the actors

and producers of the folk-theatre and many quotations from contemporary

poems and sentimental romanoes appeared in the dramatic texts. Not

only minor writers with a passing influence on public taste but also

the masters of Russian nineteenth-century poetry found their way into

the folk-theatre. In different variants of "Tsar Maximillian" and

the other folk-plays it is possible to find quotations frcxa such poems

as Pushkin'3 "Gusar", "Brat'ya Rasboiniki" and "Chernaya Shal'",

Lermontov'a "Demon", Batyushkov's "Hazluka" and many others.

These extracts probably reached the folk-plays through the

medium of the popular collections of songs and poems (chapbooks) which

1. "Tsar Maximillian", Myakutin, p. 292.
2. "Tsar Maximillian", Vinogradov - Variant IV, p. I76.
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were circulating among the ordinary people in the eighteenth and

nineteenth centuries and which contained a great variety of different

authors including such names as Merzlyakov, Pushkin, Lermontov,

Shukovskii, Batyushkov, Glinka and Grebienko, all of whom have left

a trace of their poetry on "Tsar Maximilian" and other plays of the

folk-theatre.

iuch literary borrowings were used by the folk-actors to expand

the basic plot, to keep the interest of the audience alive, and

even to add to the artistic value of the plays. Prom them often

came new characters, new situations, a new emphasis to established parts

of the plot and a new emotional and verbal richness to the somewhat

naive expressions of the text itself. They filled much the same role,

in fact, as the songs. Pushkin's "Hussar", for instance, or his

".Robber Brothers^ have entered the plot of "Tsar Maximilian" and

"Lodka" respectively as new characters.. Both these poems are good

examples of the use made of literary horrowings in the folk-plays and

both also clearly reflect the inevitable effects suffered by a piece

of literature when it is removed from its "intellectual" surroundings

and plunged into the folk-milieu. Pushkin's "Gusar" appears in

several versions of "Tsar Maximillian" but only in three of the texts

known to me is the quotation large enough to justify study! that is,

in "Tsar Maximillian" (Kostin), "Tsar iiaximlllian" Biryukov , and a
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MS copy of the play in the possession of Professor P.O. Bogafeirev.^"
Parts of the "Brat'ya rasboiniki" also appear frequently but for the

purposes of this study I shall examine it in detail as it occurs in
2

"Shlyupka-Berkov , where it is quoted, almost in full, in two places.

Through time, these literary quotations, like the texts of the

plays themselves, became distorted in various ways? became, in

other words, "folklorised". It is interesting to see the methods

by which this is achieved. itoughly speaking the causes are twofold.

The transformation occurs firstly because the poem is considered to

have become a part of folk-literature and secondly because the poem

is considered no longer in isolation but as an integral part of a

play. By saying that the poem has become part of folk- literature

I mean simply that, like the rest of the play, it has become part of

an orally transmitted tradition whose specific features and laws have

gradually influenced and modified its original content. Previously,

it has been noted how oral transmission with its misunderstandings

and mishearings affected the text of "Maximillian" itself. There

are numerous similar distortions within the poems themaives. So,

1. Prom the archives of the Saratov Archive Commission (tJchenaya
Arkhivnaya Kommissiya). The text was taken down from the words
of a peasant (U.?. Konyaev) from the village of Pribashenko,
Bunkovskaya volost', Bogorodakii uezd in the Moscow government
on 13th July, 1912.

2. Shlyupa - Variant 1, N.E. Onchukov, Severaye narodnye dramy, pp.
70-87 in P.N. Berkov, xtusskaya na.rodnaya drama aVII-XX vv., pp.
150- . ~
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in the "Bobber Brothers" in 'shlyupka-Berkov,^ the

"rpeaiHyjo Mo-anTBy"

of the original has becomet-

"rpycTny© MOJiHTBy";

"oh Btfpcu ynp«Mo"

has beoomes-

"oh Btfpcuy npsMo";

"ohhtb heayr ero cjcomhji h a&ue rpesn noeeteuh"

has becomet-

"ne&yv ero cjtomhji, h rpesn hphrjisj^hjihcb. "

The actors' memory was not infallible either and some verses

were forgotten or the order in which they were remembered confused.

In the poem "Gusar" from the text "Tsar Maximillian" Biryukov ,

verses 4-6 and 8-11 are missed out as well as the last verse and

considerable portions of verses 26, 27 and 28. This is also true of

the "Bobber Brothers" in "Shlyupka", where large sections of the

poem are omittedj in the first quotation lines 5-66, and from line

89 to the end, in the second lines 18-40, 44-54» 59-62, 117-152,

157-164, 218-234. Gome of these omissions are certainly due not

simply to forgetfulnes3 but to a definite wish to simplify the text,

to cut out non-essentials which might slow dovm the action. Therefore,

1. See pp. 158, 159*
2 . Shlyupcca , BerKOV, pp. J51 , J 56 -8
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in the plays we are faced not simply with literary recitation but

with a poem which has been used and adapted for a specific purpose.

In the second quotation from the "Rober Brothers" in "Shlyupka" the

lyrical description of the robber camp is omitted and the de?seription

of the brigands themselves reduced to the line:-

ha, KaAMHB, dauiKiip, HtiraH, dpaT h a." 1

Similarly, the somewhat sentimental episode with the old man and the

descriptive passage beginnings-

"TorAa cHA&Hee
Baaxa tockh no npexHeft AOJie,"

are also left out. Only the bare essentials of the "death"scene

remain»-

"Tpn ahh <5oabhoH he robopha
A na qeTBepTofi aghb no3BaA Mens,
riosaA MHe pyicy,
fty'ka aaaporaa: oh b3aoxnya
H na rpyAH iioeH ycnyA. " z

Such passages as those omitted would not have fitted in well

with the rougher and more primitive nature of the robbers in the

folk-drama, and of course they would be out of place in a first-person

narration as the poem has become in the playa. In the extract from

"Guear" in the "Tsar Maximillian" (Biryukov) version, verse 4 has

been wrongly placed in front of verse 7* In Pushkin's poem the

Hussar sprinkles some of the magic potion over th9 cat and then over

other objects in the room, whereas in the play the reverse process

occurs.

1. Berxov, p. 15<,,
2. IblJ.j p. 25t,
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Alterations in the text of the poem can take place when the

folk-actor does not remember the original version in full or when he

consciously changes a word or a phrase to make it more comprehensible

or acceptable to his audience. This type of substitution often

takes the form of simplification and at the same time expansion in

one way or another. Note the following examples from the "Robber

Brothers" in "Tsar Maximilian";, Kostin . Here the words:-

"s^eci. tte.ioBexa iieixscaT" 1

have been used instead of the leas usual word

"deperyr"

in line 5 of the original poem. Pushkin's rather inexplicit lineei-

"Baccb Ha tetffl khk adothE 3bepb xo3shh,

a c xoshEkoE ..."

(lines 9-10) have clearly not been properly understood by the actor

who has rationalised them to something more obvious:-

O

"rjlSIAH? xoshhh £8i XOSflflfKa. "

The phrase "ohshb thxo" 3

replaces Pushkin's "thxoxohbko"

(line 46) which is more difficult to pronounce.

When the narrator has recourse to improvisation for whatever

reason, he tends to expand the original text, drawing on the £Und of

?. p-207.
* - l~bi3.
3 .Ibid.
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folk words and constructions which come readily to his lips. Often

he introduces the double-words, synonyms and repetitions typical of

folk-literature. If one compares certain quotations from the

"Bobber Brothers" with their "folklcrised" equivalents one can

readily see the expansion which has taken place:-

Z
(a) Pushkin (b) Shlsmrpka

"Bee Hauel Bee cede depeM." "OdopseM, odAepSu,
Bee bto aeao name."

'"?yza! k BopoTau, h cTy^HM." "lyzta khthm, Tyja jieTHM, csiejio
nocneBaeK,"

. . nany mabaoctb "noma-KopMHJia Hac nyasaji eeM&a.'
bckophhjca hyac^aa cgmbk. "

"JieTHM eea cnexHoM rJtydHHofi. " "He AoporoE- CTopoHofi
BOA cHesHoil rzydHHoa."

A typically folk device, too, occurs in the repetitive basis of

these lines»-

"K eaxrAa Tpn caABHHe CBewn
H cyHyjiacB B KaKofi-To yroJtoE
H AoeTaja Kaicofi-To nyaHpSs.

H h Toxe cocko^iha c ne^kh
I a 3axer Tpn caABHiie cbc^kh .

H cyHyjtca b tot caunfi yro-zoK,"

1. "Tsar Maximillian", Biryukov.

JL. "ShlyupKa", BtfrKov, fp 157,230,156,157respectively.
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Other details added to the text are also borrowed from folk-lore.

For instances in the description of the Hussar's horse in "Tsar

Maximillian", Kostin and "Tsar Maximillian" , Biryukov the constant

epithet "BopoHKM" is used, and the phrases»-

"ilea Ayrofi, rpKBa boahoE,
Xboct KpacEonepeKoncKos> Tpy6oiV

correspond to the Bussian pogovorka»-

"y KOH2 XBOCT TpyGofi,"

and similar expressions.''" The numbers three and seven, constantly

recurring in folk-lore, creep into the descriptions too. As a result

the simple "cBe^Jca*' in Pushkin becomes«-

"
tph ca^iime cBe^H. "

In place of;- "IIoa xaBKoM ApeMxeT kot"

there appears s- "^exHT kot 2
ToMy ceMBjecflT ceMB xot."

Acknowledgement of the poem as being part of the dramatic text

brings in its wake another series of changes and the Hussar becomes

an accepted character in the play and, as a normal consequence,in

both the Kostin and Biryukov variants the poem is now told in the
3

first person. In the Kostin version this leads to the omission of

1. See Dal', Poslovitsy russkogo naroda (M. 195?)•
2. "Tsar Maximillian", Biryukov.
3. jp-xo 7.
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certain unsuitable lines. Verse 6 is left out j the first linet-

"Oh cta^ KpyTHTt cboM ye,"

because,as the hussar is himself relating the story a third-person

narrative is no longer suitable (for the same reason the first two

lines of the whole poem are also omitted)} the rest<-

"eu, xjLonen, uoxer 5htb He Tpye,"

because it is no longer in context, as the hussar is now addressing

his tale to Tsar Kaximillian. Moreover, in keeping with the dramatic

structure, a little dialogue has been introduced, the lines»-

A Ke?
pacckeluh, cryxhbkji"

being spoken by Tsar Maximillian.

In the extract in "Tsar Maximillian", Biryukov the whole poem

is turned into the first person and the first two lines are not

omitted as in the previous example but converted intoi-

Hliiiiiiy s cBoero kohs ..."

One of the results of this change to the first person has been a con¬

centration of the action of the poem into one place (Kiev) and not

two as in the original (i.e. Kiev and the soldier's billet). This

accounts for the followingi-

"Bjna KneBa, Anenpa
limy & cBoero kohh ckpedmmeil."
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The change to first-person narrative is true also for the "Bobber

Brothers" which is retold completely in the first person, ^ introduced

by the altered lines:-

"A Ha BoJtre laaiiKa cobiip&JLaeB ho uaMmx mh^hx xpyaea:

-jCKAt sajiMKE, daniKHp, HnraH, dpaT a a."

The presence of an audience too, has had an obvious effect upon

the structure of the poem. Thus in the variant "Tsar Maximillian".,

Biryukov the hussar, on entering, prefaces his tale with an address

to his audience in the style of the fairground clowns

"b^paBCTByiSTe rociio^a,
Bto.poh pas saHBjrjoocB k Ban csua,
BtopoS pas npaxoxy
H ohchb saw niubpecHo paecicaEy."

Elsewhere. ^
brief dialogue takes place between hussar and audience in place of

the omitted verses 4-6 and in places where the text has been radically

altered the tone of the new verpion is generally that of one man

relating in comradely fashion his experiences to another:-

"Hy caysiafiTe. Okojo AHenpa ctojui Ham noJtK. A Ha

moB cnacTjiHBoe mojishb© nonajra xossfea, &a. .aodpaa - tsk

^odpa, Tax xopomal BHBajio HanonT, naiepoMHT,

copKOBymKy BHHHa npsiroTOBHT."

1. Shlyupka - Berkov, p. 156.
2. "Tsar Maximillian", Kostin, p. 101/.
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In "bhlyupka," Berkov , too, the robber addresses his audience

directly. Just before he tells how he and his brother were captured

he turns to them and saysi-

"Ho h TyT, ne .so-iro, .ztpysna, nonHpoBguan ..."

Interesting changes can also be observed in the metrical and

verse structure of Pushkin's poems. Where the actor has forgotten

the exact lines but not neceesarily the general content he automatically

remakes the verses on the pattern of folk-verse, raeshnyi atikh. which

was of course more familiar to his ear than the literary metres.

This has taken place in the following couplets from "Tsar Maximillian"

Kostin »-

"TH nocTpej
oa^eM cp^a nocne^?"

"ICaK a. rycap npucHXHHji
Aa noe^y Te6e Ha Konepre rpHSiioS."

There are also examples of sustained runs of raeshnyi atlkh in "Tsar

Maximillian" (Biryukov) *-

"nieH jiyro8,
PpHBa BOJIHO^,
Xboct KpacHonepeKoncxcoD Tpyflofit."

"H h Tose cockohhji c neHKH
F a 3asSr Tpn oajiBHHe cbchkh
H cynyjrcH b tot c&vuft yrojroK
aoctajt xe tot caMHft nyanpes: ..."

In Kostin's version the folk-actor has not been able to resist adding

a fifth line to one of Pushkin's four-line verses rhyming ab/ab, thus
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creating a couplet on the pattern of raeshnvi stikh:-^
"... acMAa c JtaryiaKOKi bchhsugt

mod MapycBKy aadaBXjieT."2

Baeshnyi stikh also creeps into the "Bobber Brothers" as in»-

"XyAa crpeMHMCH,
Tan cTy^HMcst, .

K cede xoas&iey BttaHBaeM, nten ryjtHeM, _

K cede EpacEKx AesymeK xacxaen . . ."

or«-

"BaBajio, Baofi^eT Mecsn scHHfl,
Me Ha npoMHce.1 yatacEEil,
Kaa Mecim nocpeAH Hedec, h
MH H3-HOA SeKAH, JS.8. H npHMO B AeC. "

The poem "Gusar" as it appears in Professor Bogatirev's MS copy-

stands somewhat apart from the others as it is very much more a folk¬

lore version. Indeed, it is extremely difficult to recognise the

original text in it. In fact, it is more than likely that, as

Professor Bogatirev suggests, this text derives not from Pushkin's

poem but from the folk-legend to which Pushkin himself was indebted

5
for his own material. Professor Bogatirev also points out that a

1. Kostin, op. cit», p. 106.
2. Compare with stanza 22 of Pushkin's poem.

3. "Shlypka-Berkov, p. 157 •

4. Ibid.

5« P.O. Bogatirev,"otikhotvorenie Pushkina-l!Gusar"-ego istochnik i
ego vliyanie na narodnuyu slovesnost'," in Ocherki po poetike
Pushkina (Berlin, 1923) •
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story published by the .writer Uomov, "Xiev3kie Ved'my" (1833), based

upon the Ukrainian legend of the soldier and the witch, appeared in

the same literary journal as Pushkin's "Domik v Kolomne" and in the

same year as "Gusar" was written.

The hussar's monologue in this text can be divided into two

parts, the first of which is completely independent of Pushkin's poem.

The second part bears thematic, although scarcely textual, resemblances

to Pushkin.

The first part, in which the hussar boasts of his courage in

battle against the French, Turks and Germans, relates his comic

adventures in various countries and towns, and describes his experienaes

"c 04H0M npeicpacHoii Bapsapoii",

is composed of a hothh-potch of different elements, including many-

folk-songs and romances, such as the early nineteenth-century ariat-

"KoiraeH, EoHqeH, nyTB,
^.a& rycapy oiyioxEyTB,"

ori-

"Tycap na ea&oo onapascB,
B raydoKoft ropecra cToaa."

.Among the passages which can be traced to the fairground clowns

is the hussar's description of his mistress, which is full of the same

comically paradoxical statements as the popular comic's "portraits" of

his wife or daughter. These "portraits" always began with an apparent

compliment but the real feelings of the comic were soon revealed, as
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in the second monologue quoted by Leifert in his work on the fair¬

ground theatres. In it- the comic "praises" his daughter's

culinary achievementsj-

"Oi&aaajra hhm ao*ika yroiuemie:
Ciapioa cyn
Ha KaaeHHHs: Kpyn,
A iwpor 6kjl c Taicoii HaraHKoff, *

kTo y MeHa MaTpena 3 aks B03Hitaci» c no^UHKoflj"

The hussar compliments his mistress in similar terms:-

"Xjiedymca neHB toxh dajta MacTepima
Busa-ao hciihmSt tax: cnitsy na^rapejra
CBepxy HaAarpe.aa
Ila KpasM npecHa

Cadasa e.ia, ejia
H Ta axa.se.ia."

The hussar's speech continues with a list of the "gifts" that

he sends to his beloved, namely a candle end and a novelty tea-pot

without a bottom to it and only the handle left. These are objects

which obviously fall into the same category as the satirical dowry and

lottery lists which were also a source of amusement to the fairground

crowds. .Among the objects described in one of the comic lottery lists

in Leifert's collection is a similar teapott-

"^aMHHK 6 e3 pytnen, 6es AHa
To.ibko upHiaica oaha. "

1. A.V. Leifert, op. pit. 2. Ibid., p. 66.
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After these preliminaries follows the story of the hussar and the

witch. It is written in a mixture of irregular raeshnyi stilch and

prose. The language is extremely colloquial and nowhere corresponds

to Pushkin's poem.

"Borrowing" was in fact one of the most popular methods of

adding to the textual skeleton of the folk-plays. It was particularly

common to find within the framework of one play specific borrowings

or influences from other plays and scenes in the folk-dramatic

repertoire.

I have already pointed out that some of the comic characters

may have entered the play from the verten. It was customary among

folk-actors to perform two or more plays from the repertoire

consecutively. The same actors merely changed roles and with time,

particularly where the costumes were similar or remained the same, a

certain amount of confusion appeared as to where one play ended and

another began. Thus the religious play "King Herod", a live version

of the puppet-vertep, thus became confused in some places with "Tsar

Maximillian" whose plot in parts also resembled it superficially.

In Vinogradov'3 4th version of "Tsar Maximillian" Herod and Maximillian

hare become one and the same person and it is Maximillian who, at the

end of the play, orders Anika to massacre the children and it is

Anika-W in and not Herod's emissaries who kills Hachel's baby before

her eyes.
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...cenes from the cycle of robber-plays also occur frequently,

and usually irrelevantly, within the framework of "Tsar Maximillian".

Thus, the first scene of ICallash's second variant and the first act

of Volkov's version are simply adaptations or excerpts from "Lodka"

which are totally unrelated to the following text. A more organic

connection between the two plays can of course be found in the person

/ 1/ '• " ''
of Adolf, who in several versions (see for instance Onchukov 1, Abraroov,

M

Vinogradov, 2} is himself a member of the robber band, and this

becomes one of the reasons for his father'a displeasure. In Vinogradov

No. 2 Adolf himself becomes the leader of the robber band»-

"U.M. - Ae tk no cue Bpenn cKHTaACB
H TaK Aojrro npoKjax,aaj;cB?
A h Hnr^e ne cKHTajics,
H wavaq HH npoK^axAa^ci,
A Bee bpemh bhh3 no MaTyiaiee no Bo^re
B Jiexxoft JtoAOHKe KaTancB.

ATaManoM 6HJT a, .

H ynpabjthjia boom pyiea moh. "

Parts of the satirical dialogue "Sarin" have also made their

way into "Tsar Maximillian". For example, in the last scene of the

variant "Unchukov No. 2, Maximillian turns into a landowner and begins

to question Maksimko (now a peasant from Chudov village) about the

well-being of his estate and tenants.

1. "Tsar Maximillian", Vinogradov - Variant II, pp. 56-7*
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C.l TUB USE OF FOLK-SGiTG-

A much more artistically complex form of "folk-borrowing" within the

framework of the plays, in particular "Tsar Llaximillian", is that of

the folk-songs.

The variety of Russian songs is infinite. There are songs

reflecting every shade of emotion, from the comic songs sung for

public entertainment at the fairgrounds or at village parties, to

the traditional dirge3 of the funeral mourner; there are songs for

every season from the Christmas and hew Year "carols" to the spring

songs in praise of awakening nature; songs for every occasion in

life from birth to death; songs sung by a variety of specific social
who

or professional groups, as the soldiers sang about their fate ,

bewailing their recruitment into the hard life of the army, or

exulting at a victory over the enemy, or coach and sledge drivers

who reflected in their melancholy music the vast desolate spaces of

Russia over which they passed, or the rhythmic song of the bargeman

measuring their way up the rivers and canals. Through the centuries

the folk-song retained its popularity, becoming an inalienable part

of every holiday, party or festive occasion. It is not by chance

that the wedding ritual, one of the most important events of the

peasant's life, was constructed round a series of songs. The ancient

Russian epics were created to be sung and even the predominantly

prose-genres of Russian folk-literature such as the akaski often
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included a folk-song in the text.

It is not surprising, therefore, that the folk-plays performed

at holidays and fairs should themselves abound in song. This is

especially true of "Tsar ^aximillian" where the greater sophistication

of the text allows wide soope for imaginative embellishment. There

are variants of play3 which contain no songs but these are rare* some

have only two or three, others (such as the hyakutin, Vinogradov I

and Abramov versions of "Tsar Maximillian" which contain respectively

no fewer than 15, 11 and 18 songs) are full of songs from beginning

to end. ihren within the narrow 3cope of the folk-play the songs are

extremely varied in type. We find, for example!-

(a) hobber sort's a-

"yx 3aropajiaci. b ^hctom no.ie tpaba kobh-eb" ,

a song about Stepan Iiazinj

"Beh3 no MaTymice no BoJire"; "Th BeofUn, bqoMau

co^hbs icpacHoe",

also supposed to be about Stepan Idazin.

■(b) Soldier songs, with a further sub-section of Cossack songss-

"siephhn bopoh hto th bbShibcsi, haa mogjo VOXQBO&'t" ,

a popular Cossack song;

"Kaic bo nojie noxromice Sjro^iKa ctoht ejconKa ctoht, ctoht
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A

Ky^pHBeHBKa^:"; "TloJie hiicto©, Typemcoe", etc.

(c) iirMftnCftHi-

"Bcio PoccHDmicy npoexa-a, Bee ryfiepHnn iieoiae^ . . .

2
"CnoMepjca Haina na^ex^a, xhbhb KoHHH^acB"} "H b

nycTHHB y^aatffiocB, ot ripeKpacrocc BAeniHHX MecT",

a romance by the poetess hubova, popular in the eighteenth and early

nineteenth century.

(d) Songa derived from literary sources which later became folklorised,

for example»-

MHoHB Ticca, COHTH MHHyTH, y T»pfcBOJ ABepH KpenKH",

from Og&r^ev's poem "Arestant", first published abroad in 1857» whioh

later became very popular in iiussia?

'Tycap Ha catfjoo oirapancB b rxyCoKoh ropecTH ctohx",

from Batyushkov's "Hazluka";

"He exiuuHo myMy ropoACKoro, sa HeecKoii CaniHeH Tsuaima",
from a song by Glinka, published in the almanach "Venera" in 1831}

"Kaic Ha jioChom MecTe, Moxo^eu ctoht" ,

from "Ballada" by Turgenev; and

"£ Benop b xyacxax ryaajra",

1. See e.g. V.Ya. -Propp, Narodnye liricheakie pesni (L. 1961).
2. See e.g. "homansy" in V.P. liiryukov, op. cit.
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from a poem by Khovanskii in "Aonida" (1796).

(e) Love songs, likes-

"y* TH BeTKa Sennas, th Kyua n^HBeiai>?"

(f) Arias from popular operas, such as the prayert-

"0it tk (5o^e MHJiocep^HHii, Boae cirjttHHft h npeme^pnfl"
from the operetta " Zsl Uernan idu."

and:- "KoHHeH, KOHMeH, nyTB",

which is possibly a popular aria from the early nineteenth century;

it occurs in N.M. Yazykov's play "Lhar-ptitsa" (1836).

(g) Comic songs ;-

n^yeT, Ayev BexepoK hq TpaKTHpa b norpetfoic", "nopa

MOJO,5«y xeHHTBCH, nopa exaTB CO ^Bopa, etc., and even

(h) hymns: the official royal hymn,

"]3oa:e nap# xpaira, ch*bh£l&, AepxaBHKii, napB npaBocJtaBHKfl",

is sung in the Kostin version of "Tsar Maximillian".

There are many difficulties involved in correctly categorising

the folk-songs and even more so in tracing their origin. However,

a general assessment of the nature and role of the folk-songs appearing

within the framework of the folk-plays may be made. On the whole, in

the so-called "robber-plays" the majority of songs are on the "robber"

theine, whereas in "Tsar llaximillian" there occurs a different and very
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intereating phenomenon. Among the songs which constantly recur,

a high proportion are drawn not from the wealth of authentic folk¬

songs of ancient origin but from those of much later date. Many

are the work of professional poets and song-writers of the eighteenth

and nineteenth centuries, which, having iixst become popular with the

urban population whose taste tended towards the sentimental and the

melodramatic, later spread throughout the country and eventually

became folklorised. To name but a few»-

B TeiiHHuy y^a^mocB", .

"He C.SH111H0 myMa ropcucicoro",

"KoHHeH, KOHHCH nyTB%

"Kaic na jiocShom wecTe",

"Tycap na cadJiio onHpaaci.",

"HoMepjta naata HsuexAa",

"CpejjH ^ojthhh poBELHe" (from a song by Merzlyakov).

Apart from these there are many others which although occurring

less frequently or only in isolated cases continue to heighten this

impression of the musical content of "Tsar Maximillian". Among these

we firw^

"GTBOpHTe MH6 TeMHHIty"

from Lermontov's poem "Zhelanie (1832),

"Xoxy a, rjisxy h desyMHo Ha Eepnyn iaaAB"

from a poem by Pushkin first published in "Sjrn o"ted.Tiestva" No. 15
(1821),
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"BflOJib no yjnme nmpoKofi Mojio^ofi Ky3Heu haSt",

which could be from a song by P.P. Ershov in his dramatic tale

"Fo^ma-Kuznets",1 or simply a variant of other folk-songs in

the same style.

This fact serves to underline further a point I have made

before, namely that "Tsar Maximillian" is chiefly a product not

of the folk-lore of the village but of the urban masses whose

inherited knowledge of folk-literature was considerably

influenced and distorted by the popular entertainment and tastes

of the town. It is also interesting to note that among the other

songs occurring in "Tsar Maximillian" many are soldier songs,

a reflection of the professional background of the actors or

producers, many of whom, as will be shown, were soldiers.

Careful examination of the texts of the folk-plays shows that

in the vast majority of cases songs are chosen, not at random but

for some specific purpose. There are even examples where the

words of the song have been deliberately altered to correspond to

a situation in the play, as in the variant of "lodka" "Ataman Churkin".

Here there is a line of the songs-

"Cpeflu jiecoB ^peMyuHx"

1. In the anthology Osennii vecher (1935)•
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with the proper name of the hero inserteds-

" Ha hvol Jteaca^r cpaxeHHHfi cam ^.tpkhh ATaitaH."

The songs can be divided into two main groups according to their

function in the plays. Group I will contain songs not organically

connected with the text, group II will contain songs which do have

some organic connection with the play. Vftthin these two groups it

is possible to subdivide into (a) songs with a passive role and

(b) songs with an active role. "Passive"songs are those whose presence

in the play adds nothing to our knowledge of the existing situation

or characters, although they may serve to underline some point,

heighten the tension and so forth. "Active"songs, however, can be

used to help on the development of the play, by introducing new

elements.

It is a tribute to the dynamic nature of the folk-plays,

"MaxLmillian" in particular, and to the artistic and dramatic sensi¬

bility of their communal authors, that very few songs can be found

which are totally unconnected thematically or emotionally with the play.

(a) Inorganic, passive songs. - It sometimes happens that a

very popular song finds its way into the folk-play repertoire, merely

by virtue of its popularity. But this is a rare occurrence. The

existence of irrelevant songs in the folk-plays is mainly due to the

hazards of the oral tradition whereby gradual corruption of the text

may lead to the omission of one part of a scene while the remainder
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becomes disconnected and incomprehensible, Thi3 is clearly the

case with the songi-

"Pycap Ka catS-us oniipaHct",

sung by the Arab in the Berkov variant from Husakii fol'klor of."Tsar

Maximillian". What has happened here is simply that the correlation

between speaker and words has been lost. The song, commonly sung

by the Hussar, has been accepted as an integral part of the text,

while the character himself has been replaced by another. A larger

group of inorganic, passive songs, however, was made to fulfil a

specific function. The emotions aroused by the folk-plays were

evidently strongly felt both by those taking part and by the audience.

Very often the prevailing mood is heightened by the insertion of a

song,humorous, sad, heroic, whose actual content may be quite un¬

connected with the play itself. Thus in the Abramov variant of "Tsar

Maximillian" during the interlude scenes with the "Jew" and the "old

man" there are several comic songs $

"IIoApaJHCii, noApajiHCtf crapynenaa c cTapHEOM";

"By.ia b MeHe cTapymemca jrotfica," x

whose sole function is to add to the humour of the scenes where these

two com.ic figures meet.The pathos of Adolf's execution in Volkov's

"Tsar Maximillian" is underlined by the singing of the hynuu-

"Oft tu <5oxe MEJiocep^HHii,
.ooace ciUiBHaii a npeneApuii! "

1. p. 338.
Z . p. 3X .

3.p. 332..
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with Adolf, the executioner and the military guard all on their

knees. Similarly, in Gruzinskii?s "Tear Llaximillian" the melan¬

choly song:-

"Qx BU, jeCH MOH, XeCH T§MHHe,
Ox BH, 3BepH MOH, 3B6pH JtSOTHO ..."

makes Adolf's sadness more pointed. It is more usual, however, to

find that the songs which heighten a prevailing mood have been

carefully chosen to fit in with the rest of the play as well.

(b) Some organic, passive songs. - In Onchukov, ohlyapka'
No. 1 during a scene of merrymaking the robbers sings-

"AP &a you, afi yen, pa3secHcTH yen,"

a humourous robber-song which corresponds both to the mood and to the

characters themselves. Several versions of "Tsar llaximillian"

include a song in praise of the Tsar which identifies the feelings

of his warriors and subjects and is at the same time very apt, for

instance, the songs«

-l

"CxaBtcs, rocyAapt na Tpone,"

ori-

"cjabbcfl, cxabbch, Pyci» ^cbhtsh,
Th He nofie^iiMa ..." 2

1. "Tsar Maximillian", Vinogradov - Variant I, p. 21.
2. "Tsar Maximillian" - Homanov, p. 274*
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Similarly, the constantly recurring

'^BOJta, xBeuta, tqCo Pepoii,
yto Ahtoh rpa^ cnaceft tc<5o&1 "

not only underlines the mood of joy at victory but also refers to a

specific event and to a specific character in the play? Anii-Cot.

(c) Inorganic, active songs. - A large number of songs,

indeed the majority, have a more definite function than merely to

underline. These are used in such a way as to add to the action

itself, to offer some new development, to expand our view of what is

going on, and they are used to this purpose in a variety of different

ways.

As has been shown above, a song may be used to emphasise the

dramatic mood. A song may also have the active role of changing the

mood of the action, in particular of altering a melancholy moment

into a gay one or of relieving tension by alternating the sad with

the humorous. Sometimes only one song is introduced by way of a

little break:, while in other cases the songs form an integral part of

the comic interludes which alternate with the serious or tragic

scenes, or else form of themselves an interval of light musical

entertainment in the course of the play. We often find such songs

inserted after particular episodes, such as the death of one of the

main characters.

1
In "Tsar Mazlfflilllan" Onchukov 1 , after Anika is slain by

1 jO.4-7.
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Death, the Tsar asks for his favourite song to cheer him up. The

humorous songs-

"a8, fiacTacBfl, th TieTpoBHa, oTnapafl-Ko BopoTa,
AS ,aa .man, a ft XBjrR, npHHHMaft-Ko coKOJia" -

which follows completely changes the mood, and it is upon this opti¬

mistic note in fact that the play ends. In the same variant after

the melancholy scenes of Adolf's banishment and his father's anger a

moment of light relief is interpolated before the final humiliation

and execution. The motivation for this is provided by Adolf himself

who pretends to recant and calls for singing and dancing to celebrate

his return from exile. In some variants of "lodka" the mood at the

beginning set by the Ataman's monologue is a melancholy one. This

is often remedied by the Ataman's own suggestion that the robbers

should sing his favourite song. The robbers obey him with the songs-

"Ax bh, ropa moh, ropi;,
fopH BOp^OCSB^BCEHel " 1

Sometimes songs fulfilling this purpose occur not independently

but within the structure of another scene. Here, of course, the

whole scene is intended to relieve tension or add light relief and

the songs are only a part of the artistic methods employed. A

typical example of this can be found in the Abramov variant of "Tsar

1. "Lodka", V.V. Sipovskii, Istoricheskaya khreatomatiya co istorli
russkoi slov, Vol. I, issue 1 (jib. 1911), in P.N. Berkov, Russkava
narodnava drama, p. 144*
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Maximiilian" in which a sentimental and superfluous scene depicting

the murder of a girl by her .jealous lover is immediately followed by

a series of exchanges between the Jew and the Cossack, including a

number of comic songs.

(d) Organic active songs. - Songs may be used not only to

change the mood of the plays, in other word3 to introduce new emotional

elements, but also to introduce new characters. Thus in several

variants of "Lodka" the entrance of the robber-band is accompanied by

or prefaced by the singing of a song such as

"Hac He Maa BpyxoK co<5paac«,
Bee HeXBBTOB MO-IOAHOB,
ATaMaH Ham joodoBajtcn, ^
Bee CHHTaji aa noA-aenos."

or»-

"3a ypaxoM, dpaTHH, 3a peKol mftiea cofianaaacB,
EB, eJi, EOHb vyjLaH, Eaiisa eo<5iipa.aacB."

ors-

"Bhhs no matyiake no Bo-are.!!

Such songs act almost as signature-tunes, telling the audience

to expect the arrival of the robber-band. At the beginning of many

variants of "Tsar Maximillian" (see Myakutin, Onchulcov 1, Onchukov 2,

1. Shlyupka - Variant 2, A. A. Onchukov, aevernys narodqye draoy
(( SPb. 1911).

2. Shlyupka - Berkov, p. 159*

3. "Aonets sem'i Preklonakikh," V. Golovachev and B. Lashchilin, op. cit.
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etc.)» before the tsar's first appearance on stage the song:

"Ebahji, eaA'AJs. pyccsnii Haps
IIpaBocJiaBHHfi rocy^apB ..."

sets the scene and prepares the audience for the ensuing entrance of

Maximillian.

An extension of this principle is the type of song in which the

character in question actually describes himself, his mood or the

situation in which he finds himself, thus forming a sort of musical

soliloquy which takes the place of the customary spoken monologue.

Adolf in prison recollects the happy times of his youth and bewails

his present fate in

"Bturo BpeMA aoxoToe,
£ c ApysBHMH nmr, ryxax,
A TenepB ^to cJiyquxocB, ^
B TiopBMy KaneHHy nonaj ..."

In the song:-

"£ b yAaXHKCB, ot npeKpaCHHX 3aemhhx MecT.
nycTHHK)

Ckojibko ropecTK cmepte-ibhofi MHe b pasjiyEe c Muxoft shtb,"

which occurs in many texts, Adolf again expresses grief at his impend¬

ing banishment. Often these "song-speeches" are addressed directly

to some other person or persons. Joined by a reply, in spoken or

1. "Tsar Maksimilian i ego nepokornyi syn Adol'f", V. Gfolovachev and
B. Lashchilin, op. cit.
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music form, or by some physical response evoked by the appeal of the

singer, the song becomes woven into the very fabric of the dramatic

action.

The various stages in this process can be seen in the following

examples. Here the Ataman addresses a kidnapped girl, promising

her an easy life and fine clothes»-

"y mens gctb &&& tq6SL
ko^tohks 30.sotom ethtah,
jliy<5a na JiHc&eM Mexy,
by^ems xo,sktb tk <5apxaTo*m o^etaa
H cnaTB Ha JLeCasbeu nyxy ..." 1

It is customary for Adolf, reconciled to his fate, to take farewell

of the world and ask his father's forgiveness before his execution

and he does this usually in a song in which he addresses by turn his

father, his friends and his bride.

In these two cases specific people are addressed but no reply
2

is forthcoming. In the play "Stepan Hazin" there is an example

of a response in the form of action, to the song of the imprisoned

robber. The prisoner in an allegorical song-soliloquy bewails his

fate s-

"yx 3aropajiacB bo hhctom no.se Tpasa - kobblub,

1. "ohaika liazbainikov", Biryukov, op. cit.« p. 44-
2. V. Golovachev and B. Lashchilin,
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y
.ioropeaa ona 40 icaMynxa, go de^oro / .la tok 11a kamsice

ch^eji IMHM (lllrtt / noanajriiji on cboh kpkmymkh

ducTpae / IIo^ser-To, op&x, hosenbkk cboh cKopne . . ."

The young eagle of course refers to himself and the singeing of his

wings refers to his falling into the hands of the enemy and his

subsequent imprisonment. In despair, he appeals to his friends to

rescue himi-

"Ofl BH dpaTHH, Apy3BS MOH mhjths, He CHOKHHBTe MGHS

Aodporo MOJtoAHa, bo Hedojuomrce , . . M

In answer the Cossacks and iiazin himself burst into the prison and

free him. A farther stage is reached when a complete musical

duologue or even dialogue has evolved. This is often simply the

result of dramatising a song.

In the following example a dialogue takes place between Adolf

and his gaoler. Adolf mourns his lost freedom and begs the gaoler

to help him escape. The latter, although he sympathises, is afraid

to let him go. It will be seen that the duologue is a dramatised

although distorted version of %arev's poem "Arestant" (l850)i-

"Aaojrsit - Hohb Titxa, cohth mkhyth,
y TJOpBKH ABepH KpeilKH,

1. "T3ar ^aksimilian i ego nepokornyi syn Adol'f," in V. Golovachev
and B. Lashchiiin, op. cit.
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Bo T»pi>Me CEraty pa3<5oiiSHK
3 Max oKome^iKo rxnxy

He sbghht jeeh isnopa o flliopy
BnaTB TaM xoaht nacoBoil. M

At this point Adolf calls to the guard for assistance, and the guard

repliess-

"^acoBog: Oto <5apjiH Bee bosmoxho
O^HOrO Jll/IMb H <5oH>CB,

Ha^ajiBcTBo bcS xnxoe,
0(|)HnepaM AOHecyT,
OTAaAyrr noa cyA BoeHHHii
PI CKB03B CTpofi COXAaTa npOBeAyT. "

Similarly, in " Jhaika Hazboinikov-OnchuJcov there is a three-

cornered dialogue between the Ataman, one of his men and the robbers

partly in spoken and partly in musical form. The Ataman and fiezanov

discuss the capture of a barrel of wine and the robbers gather round

to celebrate. Sezanov singst-

"BApyr a Bwaes Ha Aopory,
Tyr nonaxcn Miie jsyxHK,
Oh neceT Biina b donBsKe,
Hoaoe&i k newy a b Mi?r ..."

The Ataman askss-

"IHto x tb euy cxasaa?"

Rezanov then sings in answer*-

"He cxa3aA ewy hh cxosa,
Hon no mee TecaxoM,
H CXBaTHX BHHO B (5oHeHK6,
Ty'r h cxeA mo# yx npocTHx ..."
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Then the robbers sing and make merrys-

'^pya&a b 6ythjhch uajumaii'i'e,
OdcyriauTejE p»Micax aho,
To-to jd0.sh, to-to juojh,
To-to jnojaonikh mohI "

There are instances) however) when the action, mood or thoughts

of the characters are expressed through the medium of a choir) which

is usually hidden off-stage. Birect musical statement is thus

replaced by indirect musical comment.

It has been shown how, in some cases, the use of appropriate

descriptive songs develops into a primitive form of dramatisation.

In situations where the correlation between the words of the song and

the action on stage, in other words the "dramatisation", is high, there

appear to be two distinct factors at work. On the one hand a

constant action iti the play is merely emphasised by the choice of a

song similar in content and mood, which sometimes creates the false

impression that the said action is in fact a dramatisation of the song.

To take an examples the chaining, imprisonment and execution of Adolf

are obviously an integral and original part of the plot. Often

the scene depicting these actions is illustrated by the singing of

Turgenav's "Ballad"

"KaK Ha jio6hom MecTe mojioaen ctohji,

CKOBaH oh, cKOBaH, cKOBan no pyicaM,
CicoBaH ok, CKOBan, ceobkh no Horaw ..."
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Clearly in such instances the action cannot be regarded as a dramatisa¬

tion of the song. However, there are other examples where in the

same scene, the addition of another song, also connected with the

theme of the action, leads to considerable expansion, the appearance

of a new character, and, to a certain extent, a change in the whole

mood of the scene. In several variants of 'Ivlaximillian" the scene

of the chaining of Adolf is further expanded by the singing of the

comic songi-

no y^Hite mhpoboE
MOJCOAOS KyaHeu zagt,
OH IueT, H^eT, n^eT,
PpoMKo neceHBKy noeT ..."

The subsequent words and actions of the blacksmith himself who

materialises from the song, introduce a note of frivolity into the

usually tragic scene. Compare too the following use of similar

songs In closely related situations. In the first example,1 the

song

"Ilowepjia Hama Ha^e^aa . . .",

describing the tragic death of a loved one, is sun;?:: after the death

of Anika and accompanies the bearing out of his body on the crossed
2

weapons of his friends. Secondly, in "Ataman Churkin", the death

of the robber leader in the forest is followed by the singing of the

1. "Tsar Llaximillian", Berkov, ftusakii fol'klor, p. 357*
2. V. Golovachev and B. Lashchilin, op. cit.
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well-known robber-songs-

"CpeAE ASCOB Apeuy^Hx, paaCohHincM suyT."

In this case there follows a scene in which the actions of the robbers

actually correspond to the words of the song. They bear him out in

their arms, dig a grave for him and bury him as the song describes.

In the first example one would assume that the song is a secondary-

element, in a supporting role, whereas in the second example it has

become instrumental in the development of a new scene.

The most obvious case of song dramatisation is, of course, that

of

"Bhhb no MaTyiaKe no BoJire,"

?mich provided the nucleus for a whole series of folk-plays.

It was quite usual too for the plays themselves to open on a

musical note. The actors used to enter the house where the per¬

formance was to take place, singing a song in which they introduced

themselves to their host, asked his permission to play and expressed,

their hope of some small reward. The commonest song of this

introductory type was the followingJ-

"Th aocboab, a03boab, x03hhh,
B hoby ropeHKy boKth!
Oii Eajuraa! OK MaxjiEal
^epnan cMopoAnna
B nosy ropeHKy boKtjt
Baoab no ropenice npofiTH .

CAOBO BHMOJIBETKS ..."

1. "Lodka," Berkov, Husakaya narodnaya drama, p. 143.
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This song acts as a sort of prologue to the action, having much the

same function as the zaclin of the byliny or the ; ■■rnye pesni of

the Khorovod dances. In the folk-theatre in general it was a common

phenomenon to preface a performance by a formal request for permission,

whether musical or spoken. Songs similar to the above Russian one

can be found, for instance, in texts of the mnglish folk-play of

"Saint George" where father Christmas askss-

"A room, a room, I do presume,
Pray give us room to rhyme,
fbr we have come to show activity
This merry Christmas time."

It was customary also to end the performance of the folk-play in a

formal manner, resembling the kontsovka of other genres of folk-

literature. Such conventional endings to be found in the Skazki as»-

"Bot Bati c&asica, a mhs 6y6jthkob cBHSica,"

ori-

"Tew cicaaKe koheu, a mho bcuo^ikh Kopen"

were not only indicationsto the audience that the tale was at an end

but also a humorous request to reward the story-teller for his enter¬

tainment. In folk-drama the request, or quete, as it is called, is

also recognised as part of the structure of the play. It can take

1. The Mummers' Play from Stanford-in-the-Vale, Berks.» Stuart
Pigott, "Mummers' Plays from Berkshire, Derbyshire, Cumberland and
Isle of Man," in Folklore, Vol. XL (1929), pp. 262-77*
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the form of a song but in the Russian folk-plays it is more usual to

find a spoken jingle. One variant of "Tsar Maximillian" ends thuai-

"npe,scTaBJieHHe Kosreeno rocno^a, ^
HoxajyfiTe 3a norjiiueHBe AeHeacxii cD^al"

Another variant ends as followst-

"bot nomtehefiffiah $y<s^hicas
ijanaBecKa 3aicpHBaeTC5i,
H npncTaBJieHse see KOHHaeTcn, 2
A axrepaM c Bac Ha noaaraeTca.11

Often, however, a lively song is chosen to round off the folk-plays,

so that the action may end on a cheerful note after the preceding

scenes of death and violence and so that the audience may return

home in a congenial frame of mind.

P. I THE TECHNIQUES OF i'OLK-LITSRATUHS

In general "Tsar Maximillian" is full of words, phrases and con¬

structions habitually used in folk-literature in the singing of

songs and the telling of tales and epic verses. Constant epithets

which helped to crystal]ise an image in the minds of the audience

are to be found in the folk-plays as well as in other branches of

1. Vinogradov - Variant I, p. 52.
2. "Tsar kaxiraillian", Terlcov - Variant 1, p. 159•
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rolk-litexv.t zee>e.g:-

,!CHHee Mope , "ocTpnii men , "tfyuHas roaoisa1', 'apacHiie

.Aeunmj", "tiiicToe noae", "saa^i cMepTB", "KonBe CyaaTHoe",

"GeaosaHeHEHe na^aTH" -

(most of these occur both in the long and the short forms).

3ome of the techniques used in other branches of folk-literature

for slowing down or retarding the action with a view to focussing the

attention of the audience or creating suspense also occur in "T3ar

ii&ximillian". A favourite device of this type often found in the

akaaki and byliny are the different ways of using repetition, such

as repeating the initial word in the lineJ-

"
- Uto6h eBem 36mjih He Tjieaur,

hto6h \tepBB hx He to^hjs, ^
ifoCiii mx He Kci !.t, "

or:-

"
- 3aneM AHHKy-BOHiia npH3HBQ.einB,

■ 1JH HTO AejiaTB noBeJieBaeiaBV
KJH H B ieM npOBKHHJICH,
KJCH Mog (SyjiaTHHh Men npHTyniMCH?
Han a cTaa r^ryn . • ." ^

Retardation by repetition often occurs at a particularly interesting

moment in the plot so that the listener is deliberately kept waiting

1. "Tsar Maximilian", Berkov - Variant 1, p. 196.
2. "Tear Kaximillian", Berkov, Russkii fol'klor, p. 339.
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for the next event. IT is can be seen, for instance, in the descrip¬

tion of the battles between the bogatyri of the epic tales or the

knights of "Tsar llaximillian" and their various enemies, the outcome

of which is never decided immediately. In the byliny the battles

usually last three days, in "Tsar llaximillian" there are always three

sessions and the final outcome is never certain till the last.

To hold up a positive statement by prefacing it with a series

of negatives was another way in folk-literature of introducing

suspense. Compare the following extract from "Ilya Muromets i

iiolovei-razboinik"

"aa h nexotob hhkto rryt he npoxashbajr,
Aa X eh ETKHa hepnh& bopoh He gpoJOTnail»
Aa h necTpHil BBepB TyT He ipepHOSXMlf
A CHAHT TaM CoXOBeM-paS<5ofiEHHeK!'

with these from "Tsar Haximillian"s-

"
- 2 Be^B He dada,

H BCAB He HBHHa, 2
£ ecTB cMepTB tboh ynpjma."

and j-

"£ Hii ecTB napB pyccKHil,
M HH ecTB ROPOJIB $paHHy3CKHii. x
£ ecTB cmbhhK h caslbuhH «apB maKCHMMJinaH.11

Constant repetitions from a .single word or particle to whole passages

1. Byliny, ed. B.N. Putilov (L.I957), P« 81*
2. Berkov - Variant 1, p. 198.

3. Berkov, Kuaakii fol'klor, p. 336.
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were an effective means of holding back the development of the plot. In

"Tsar Maximillian" when the tsar give3 an order to his pages or to the

.Skorokhod-fel1 dmarahal it is usually repeated by them word for word. The

description of the impending enemy attack is often given in triplicate.

First the enemy tells how he has reached the royal capital and what he

will do to the city, the people and Maxiinillian himself, then the tsar

reports this speech to Anika-voin and thirdly Anika repeats it to himself

while on Ms way to join battle. In Kostin* s variant Liaximillian

threatens to fling Adolf into prison, then, turning to the field-marshal,

he repeats the whole of his threat in the form of an order. Many other

examples of this can be found in all variants of the play.

The frequent U3e of synonyms in folk-literature may also be regar¬

ded as having a similar retarding effect. In "Tsar Maximillian" it is

possible to find many examples of synonymous constructions of which

several different types exist. There are pair-words liket-

"Bhtbch-pyCHTscs", "Men - K.iaAeHen", "yieaa - &exo",

"Men- Konse" , "c>ofi- noe^HHOK" ;

parallel tautological constructions in two different lines or phrases as ini-

"CaMOMy Mapcy rcuoBy caecy,
H ncu mqh noJioacy," ^

or,~ "A k e Te6e npniae.i <3htbca, py(Hitboh,
Ha ocTpnx Meiax noTeimTBCH.i!

ori_ "Ho aToro He Ayv.&Ji - He ra.5a.2r,
H b yue-paayMe He ^epacax."3

1. "Tsar Maximillian", Vinogradov - Variant 1, p. 32.
2. "Tsar Maximillian", Berkov, Busakii fbl'klor, p. 338.
3« "Tsar-Maximillian", Onohukov - Variant 1, p. 3.
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Sometimes different gramatic parts of the sane root are used

together in the sane sentence or phrase. Typical is the construction

where the verb and the object are from the same root ass-

"IlejroA, roAOBaTB, He nap irapoBaTB."
Another is that where the verb is connected with a noun from the same

root in the instrumental case as in:-

"Bhaok ne bha&jc, cjildcom ne cjmxajr.1

ibr purposes of emphasis a finite verb is often linked with its

infinitive and examples of this too can be found in "Tsar llaximillian"

and the other folk-plays. Typical are the following examples:-

"IIpOHCXOAHTB H HpOHCXOAHJI BC6 qCTLTpe CTOpOHH1',
"IloiCOphtb h hokophji BecB aeMHoft Eiap" ,

"SaKosaTB-To s. 3axyio",
or, in the negative«-

"IIpocTHTB se npomajo."

Hyperbole is a common feature in .Russian folk-literature and

can be found particularly in the byliny to describe the powers of the

bogat.vri. Although it has been suggested that such passages as»-

"Ha ropy BCTany - ropn TpeeaT,
Ha Bo^y Jiary - Bo^a khhkt,
Ha 3cmx0 BCTany - 4hm ctoji6om, .

beiiJia. c TpecKou npoBajrHTc# ..."

which appears with many variations in most versions of "Tsar

1. hee e.g. "Tsar Maximillian", ilyakutin, p. 288.
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mSy have been borrowed from Berzhavin' a "Oda na vzyatie

Varshavy" it seems to me more probable that Derzhavin himself

borrowed his lines from folk-literature, where similar expressions

abound, as in:-

"Kaa eaTpydHJi bo TypuS por,
BncoKne ropn 3anaTa^KCB,
TeMirne .ieca pa3Bajifl.HHC5t,
Bo peiiax Bo^a npnycoxHyjta,
Bo osepax boas npHy^pomyjia,
Bo Mopax BO,aa BCKOXHdaxacH, ^
h noiiieji okojio Mops laym Beanie. "

Folk-heroes about to meet their death often pronounced their

farewell to the world in a set manner. Adolf before his execution

does likewise»-

"Th npocTH, oTeit po^Hoii,
Th npOCTH UQH.SL pO^HT6XB ,

^ynH Moeii nory6ir.re.aB i
Th npocra, mo a. icoposa,
H HacxeACTBeHHHii npecTOJtl
1\, lipoma.' moa i-cnariraa, ^
ShETB He BHAaTBCH HaM c to6om ! "

In similar terms the hero of the epic poem "Molodets i korolevna"

takes leave of all that he loves in the world before going to his

deathJ-

"Ha nepBy cTyneHB cTynHX Moxo^eH,
- IIpOCTH, npOCTH, Moa OTeH h MaTBi
Ha Apyry cryneHB cTynna MOJio^en,
- IIpocTH, npocTH, Bees poA-nxeMfli

.1. From the heroic epic "Lialamon"in Pis'ma P.N. Itybnikova k I.G.
Sreznevskomu in Puaskii Fol'lclor, materialy i i3sledovaaiya. 17
(M.-L. 1959), p. 302.

2. "Tsar Maximillisn", Berkov - Variant 2, p. 233.
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Ha TpeTiio cryneHS cTynn.i Mo.io.seu,
- IIpOCTII, Moft CBST KOpOJleBKEIia! " ^

The heroes of folk-tales when they fall into the hands of their

enemies are often flung into a dark prison, where they are slowly

starved to death. Adolf suffers the sane fate and the phraseology

used to describe hi3 imprisonment and death corresponds to that of

the folk-tales and bylinyj-

"npe^aft ero srof: cmspth", "otbs^ii ero b Te&iHyio

TeMHimy", "eaMopHTB ero roro^Hoio cwepTBE)", "ne

AaBaTB HH IXHTB HH eCTB1'.

One of the favourite punishments meted out to the pagan enemies of

the epic-tales, that of being tied to a horse's tail and dragged
o

across the plain, also occurs in "Tsar MaxLaiillian" where the Arab

and iineiulan are threatened with similar treatment. This is of

course a small point, yet the cumulative effect of many details of

this kind is such that the closeness of the textual nature of the

folk-play to other types of Russian epic folk-literature becomes

indisputable.

In the serious parts of the play, as is clear from the above

examples, it is the terminology and conventions of the byliny which

occur most often. This is only natural since there is much in common

1. Byliny v zapis.vakh i pereskazakh aYII-a'/III v (M.-L, I960), p. 213*
2. See e.g. "Skazanie o trekh bogatyryakh zemli svetoruaakoi" in

Byliny v zapisyakh .... p, 170.
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not only in ths structure but also in the general atmosphere between

these and "Tsar Paximillian"; the pathos of the hero's death, the

heroic battles, patriotic sentiments, pagan enemies, etc. The

style of the humorous scenes, however, largely reflects the lighter

side of Hussion folk-literature, the quips and jokes of the

fairground clown, the humour of the comic aonologues and dialogues

of the fairground shows and the urban democratic theatre.

The similarities in style between "Tsar Ha it in 111 111!** and Hussian

folk-literature in general are not coincidental but simply serve to

underline the fact that this play is as much a part of the

folk-repertoire as the skaaid., byliny or historical songs and that

its original authors as well a3 all the later adaptors, producers

and actors who developed and expanded the plot according to their

own tastes and knowledge used in its construction the language and

terminology familiar to than from their own background.

In the preceding chapters it has been shown that much of the

source material used over the years in the creation of "Tsar Ivlaxi-

millian" and the other folk-plays does not belong to the folk-literar-

ture repertoire. but although the themes and characters of the

plays are often non-folk in origin, it is still evident that each

play, regarded as an integrated whole, is as much a part of an oral

folk-tradition as any fairy-tale or heroic epic. iiaximillian and

Herod or the Cossack and Petrushka are not related in the way that

Pobiynya Nikitich and Ilya kurometa are by historical, national and
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emotional circumstances but nevertheless the original concrete

differences between them have become ironed out by the conventions

of the medium in which they exist. In th folk-play as in the

fairy-tale it is not the character as such that is important but the

function or role he performs. The payetiological make-up of some of

the heroes of the folk-dram is, comparatively speaking, well defined.

One can make a number of statements about Petrushka and the Cossack,

for instance, which, taken together, present a tangible picture of

these individuals. In the folk-play on the whole, however, attempts

at character analysis are usually irrelevant. The interest of the

folk-play is not to be found in the development of individual

"heroes" or their relationships with each other. They are all

basically static an flats their emotions and reactions are always

predictable. They are presented in clear-cut colours, black and white

sympathetic and unsympathetic , hero and anti-hero. Shades and

tones are rare and changes of temperament do not affect the final

assessment of the character. In spite of the improvisatory nature

of many features of the folk-drama the characters themselves can

never step outside certain prescribed limits. Many scholars have

commented upon the lifeless aspect of the "heroes" of these plays

where, at least in the serious dramas, it is only the comic types who

show signs of individuality. The most important cause of this

phenomenon lies undoubtedly in the intention of the folk-artist which

w&3 not to present living characters in real situations but to present
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type3 who fulfil specific functions within a basic framework of

actually fixed, although apparently variable circumstances. Confu¬

sion between the plays "Maximillian" and "Herod" and the fact that

the characters of Herod, llaximillian and Hapoleon, for instance, are

really indistinguishable when viewed outside the context of the

physical plot, is to be explained not by the paucity of imagination

of the folk which is admirably revealed in other works of art, but

by the conditions of the folk-play which demand that the characters

should fulfil their given function, which in these cases happens to

be basically the same.

Al though nearly all the -ins sian fo llc-plays are based in some

degree upon historical situations there is no attempt to reproduce

the historical environment. The folk-audience accepts within the

framework of one play the juxtaposition of historical characters of

different ages, characters belonging to totally different literary-

epochs (like Maximillian, Venus and Mars, Anika-voin and the

gravedigger), or characters from history to ether with characters

from literature. In mo3t variants there is little to suggest that

Maximillian, Herod and Hapoleon, to take but one example, belong to

quite divergent historical environments. Their speech is basically

similar; they use the sane formulae when addressing their subordinates,

the same words of command. They express anger in the sane way and

often the reader will come across speeches or parts of speeches which

are used indiscriminately by all of them. Ifo scenery or properties
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are used to create a historical background. The time of the folk-play

is essentially the present. There is no attempt to relate historioal

situations to "the present day" but the audience reacts here and now

to what is presented before it regardless of the - itorical content.

The original sources drawn frcra a wide variety of times and places

are merely used as the raw material of creation and fitted to the

conventions of another medium. In the context of the fc-lk-play

V. Propp's comments upon the nature of Hussian become remarkably

appropriate: -

"3a<5eras BnepeA> mchsho cicasaTB, ^to <£>yHxms8

tipeaBH^afxHo wtaAo, a nepconasek HpeaBu^ahHo MHoro.

Stum otiBacHseTcH ABomsoe ica^ecTso cKasKii: e§

nopasHTe.iBHoe MHoroo6pa3iie, ee necipoTa rcpaco^HocTB,

c Apyroft ctopohh - ee ne Menee nopa3HTeABHoe

OAH00(5pa3He, ee noBTopseiiocTB. ■

1. V. Propfj -Morfologrya skjl-iki } (L.i?z8.)



CHAPTER XIV.

"TSAR MAXBIILLIAN" Aim TIE "ST. GEORGm" PLAY OF ENGLAND

"Tsar liaximillian" i3 undoubtedly an integral part of Russian

folk-literature. In the various scholarly arguments a3 to the

possibility of discovering its origins in some long-forgotten piece

of written literature this fact has often been either ignored or

understated. As Tar as I am aware no attempt has been made to look

for the antecedents of the play in European folk-lore in general.

Nevertheless sin examination of ,'estern European dramatic folk-litera¬

ture reveals some interesting parallels to the Russian play. There

are, for example, striking similarities between parts of "Tsar

Maximillian" and the English folk-play of "ft* George".

In England, as in hu33ia, the folk-theatre was a flourishing

art-form for many centuries and even today lias not completely died

out although absolutely spontaneous performances are extremely rare.

The most popular and widely known and performed of these plays was

"St. George", known in many different editions with local and histori¬

cal variations. Berkshire, Gloucestershire, the Isle of Man,

Cumberland, Derbyshire, Cornwall, Leicestershire, Yorkshire, Scotland

and many other parts of the country were familiar with it.

- 476 - /
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The known time-span of the existence of "St. George" covers

roughly the sane period as that of "Tsar l.iaximilliari" although its

origins are almost as obscure as those of its Russian counterpart.

The earliest known text dates to 1738, hut fch . fact that a similar

type of performance was observed in America as early as 1782 seams

to indicate that it was known long before this date. The text of

the play* in those versions where the protagonists consist of a series

of saints, St. Patrick, St. George, St. David, St. Andrew, St. Denys

and St. James (as in the gnondsbury . u. oners' Play" or the "Seven

Champions of Christendom" of the Yorkshire sword actors'" ) probably

derives from Richard Jolinson's "Famous Historie of the Seaven Champions

of Christendom," the first and second parts of which appeared in 1596

and 1597 respectively and to which a third part was added in 1686.

However, and particularly in view of the fact that all the variants

do not follow the same pattern, Johnson may merely have been standard¬

ising some spectacle which was already enjoying widespread popularity

among the folk. On St. George'3 Day in the Middle Ages, for instance,

costumed processions were held representing the fight between the

champion and the dragon, sometimes accompanied by miracle plays on

the same theme.^

1. .Snglish Pblk Dance and Song Society Journal, reprint No. 6 (1952).
2. See W.F. Dawson, Christians and its Associations (London, 1902).
3« S.K. Chambers, The Mediaeval Stage, p. 222.
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Like "L-axLiilllaa 1, "St. George" was a Christmas play performed

as a regular part of village entertainment over the festive season

by enthusiastic groups of amateur players or mummers who toured the

big houses of the neighbourhood:-

It is usual at Christmas in most parts of hngland for a
number of young ...en (about ten) to dres3 the ;selves fantastically,
putting the shirt on the outside and decorating themselves
with foil . . . and in this disguise to go from house to house
offering to perform a Christmas play, and of course expecting a
gratuity. These people are called in the r-rth by the name of
Mummers . . . They usually carried old swords which were used
in the fight which generally made part of the entertainment. 1 '

As with the Bussian folk-plays in general performances were prefaced

by the polite request of the actors for permission to act the drama

and rounded off by their requests for remuneration in the form of small

sums of money or food and drink. This feature in its Hussian context
2

has already been mentioned and can be compared with the customary

introductory speech in England by Father Christmas whose main function

this isJ-

Here comes I, father Christmas,
..elcome or welcome not,
I hope old Father Christmas
bill never be forgot.
A room, a room, I do presume,
Fray give me room to rhyme,
For we have come to show activity
This merry Christinas time. 3

1. Introduction to the Collectanea liunteriania in .British Museum,
quoted by Charles itead Baskerville, "Mummers' booing Plays in England,"
in Modern Philology, Vol. 21 (1923-24).

2. £-u-pra.y-p.4bt.
3. Stuart Pigott, "Mummers' Plays," Folklore, Vol. XL (1929), p. 262.
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The true action of the ploy begins when the hero, 5t. George

(King George, King William, King Alfred, etc.) steps forward, introduces

himself to the audience, praises his own valour mad challenges any

man to stand against hi?;;:-

Here comes I, King George, the valiant man,
With naked sword and spear in hand,
I fought the fiery dragon and brought him to slaughter,
And by these means 1 won the King of KgygtV daughter.
And what mortal ...an dare to stand
Before me with 3word in hand
I'll slay him and cut him as small as flies,
And send him to Jamaica to make mince pies. ^

The rest of the play then develops upon very similar lines to

the plot of "Tsar i-aximillian" after Adolf has been executed and

removed from the stage. A series of kings and knights from distant

lands enter and challenge the champion just as they do Anika-Voin,

each in turn boasting of his prowess. These include such characters

as the Turkish knight (ex. King Mamai)«-

I am the Turkish champion,
i'rom Turkey land I come,
I come to fight the king of Angland
And all. hie noble men? 2

or the Itoyal of Prussia Kingi-

In comes I, the Boyal of Prussia King,
kany a battle have I fought in ilngland, Ireland,

-cotland and Spain,

!• ibid., p. 263.
2. "The Iutterwortli Christmas Play" in J .Li. Kanly, Specimens of the

Pre-Shakespearian Drama (Boston 1897)? Vol. I, p. 293-
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Now I return to old England again." —

or the iking oi ..gypt, hold oLaaner, the ..lac.. rrince of iaradise (of.

the Black arab), and many others.

The champions join battle, exchanging abuses, each sure that he

i3 invincible

King Georgei To battle, to battle to thee I call
To see which on the ground shall fall.

Turkish Knight* Tattle to battle I thee play
To see which on the ground shall lay.2

• • • • •

Turkish Knightt Hold on, King George, thou talk'st very bold,
Like some other little men, I've been told.
Draw thy sword and fight, or draw thy purse and pay,
For satisfaction I will have from thee before thou

go est avray.

But one after another they are felled by King George just as King

Mamai, the Black Arab and Bmeiulan are vanquished by Anika-Voin. It

is perhaps somewhat far-fetched to see in the hmeiulan an equivalent

of the dragon slain by St. George and which is his main claim to fame

and honour. But it is interesting to note that the Aussians have
m n

their dragon too. The whole tone of this section of the drama reminds

one forcibly of "Tsar Maximillian".

When King George has conquered all his enemies a Doctor is

1. R.J.E. Tiddy, The Mummers' Ply (Oxford 1923), p. 175).
2* Notes and Queries (1924)> CXLVT, No. 2, p. 454*
3. Ibid., June 14> ?• 437*
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Called in t c •'* t.. I.a s, 1c* •

-joetor. In cones - this noble doctor.
Lately come from Spain,
lor I have come to cure

^
Your two aons as has been slain.

or»-

Doctor: I've travelled through Italy, Spitaly, Stance and Spain,
Ten times round the world and now return to old England „

again.

(Compare with the Russiani-

"BH.I H B STajiHH, / BHJI a K Aaxee . . .")

In dress the English Dr. Brown (Br. Martin Dennis, Br. Lamb,

Dr. Ball, etc.) could be a brother to Russia's Lekar', who in several

versions (see, e.g., /olkov) incidentally, is said to come from

England. In one variant he appears thusi-

The Doctor with a three-cornered piked hat, and
es face all rudded and whited, with spurticles /spectacles/^
on top of his nawae. 3

Chambers addsi-

The Doctor's "piked" hat of Cornwall has usually
become a top hat, but his appearance remains professional,
with black clothes, spectacles and a black bag.4

1. Stuart Pigott, "iiuramers' Plays," I'olklore (1929)? Vol. XL, p. 265'
this version from Litley, Reading, Berks.

2. Ibid., p. 269= a version from Church Broughton, Derbyshire.

3. E.K, Chambers, The English Polk-plaY (Oxford, 1933)> P* 83•
4. Ibid.. p. 36.
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In a Berkshire variant he appears similarly attired with Black bag*

box of pills or bottle of "reviving" mixture, a pair of pliers or

sometimes a bladder on the end of a stick with which he hits anyone

who comes too near.^" He reels off a list of the unlikely diseases

he ean cures-

i'he squally grubs, the molly grubs,
fight looseness in the chest
And wind in the knee ..." 2

and boasts of his skill as a medical man»-

I can cure the itch, the stitch, the palsy and the gout,
all the pains within and all the pains without. Bring me an
old woman four score years and ten, if she has not a tooth in
her head, I'll bring her round young again.

Compare this with the assertions made by the doctor in "Maximillian",

such as»-

"yuen)
yuQio raniHTB,
yiieK) jreTaTB,
yueio c 6ejiuM cBeToia pa3JEy*iaT£ ..."

The kinglish doctor's methods seem to be as unconventional and

his results as dubious as his Hu3sian colleagues. dr. Brown cures

gout by drawing the patient's teeth, cures a -agpie of the toothache

by cutting off its head and throwing the body in a ditch - a worthy

1. btuart Pigott, "Berkshire Mummers' Plays," fblklore (1928), Ho.
XXXIX, p. 272.

2. Ibid.

3. Notes and ueries (1924)> CXL7I, p. 437«
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sequel iad sod. to the remedies ox" the Russian doctor who proposes to

cure an old man's headache by shaving his head to the scalp, taking

off the skull, removing the brains and stuffing it instead with a

;ixt e of •./in :,id vodka etc.

A comic scene follows the Doctor's entrance during which he

attempts to revive his mortally wounded patients by the use of some

special medicine (T,pevelick weed with Jerusalem Balsam", "the Elecam¬

pane", ''Golden ibater drops", etc.) or treatment. In a Berkshire

variant, for example, he sprinkles two of the head combatants with

"Elecampane", muttering at the sane time»-

A drop on thy heart, a drop on thy skull,
Arise, arise oh 'Darkish knight,
And go to thy Turkey land to fight. ^

revival of tin lead occurs frequently also In "Tsar Maximillian",

"Lodka" and "Tsar irod". In the Volkov variant of "Maximillian"

there occurs the unusual circumstance of the Tsar himself being

killed by Mamai. The English doctor (sic I) is called in to cure himi-

"loKTOP; IIOJMLfi XHBHTeJEBHiC'C AyXOBl"

(..is assistant brings the tion.)

"ilOKTop (points at Maximillian)I SiipwcHH, cdpviBHH, Ha

Mopo3 nocTaBB h (Sy^eT 3^paBl"

1. btuart Pigott, "Mummers' Play3," folklore (1929), Vol. XL, pp.
267-268* a version from Aitely, Beading, Berks.
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Lo the doctor's assistant scatters the drops on him Maximillian

revives, excl.iisin

•'Ox, Kax >1 ycHyjii"'

All the dead knights are similarly revived by the comic doctor

and his assistant in the version of "Iron" describes by Jmirnitskii?-

"PeitenT onenb npocTo*!: chk npnno£KiiMa®T aa

xax^oro ho emx, TpacyT, TpneyT, ,:o^noh.iBaioT pyaoii ho
0

rojiose h (SucTpo noAHMaioT. BtrxeHeiiHiie noTfirnBaiOTcH

cxobho oHHyBMHCB ot caa, ncux<Mif k Aesime-Mapce
2

H ybHBa»T. "

The scene takes on a somewhat different tone in "nashan'ka",^ where

it is the Ataman who magically destroys his ungrateful robbers simply

by placing a curse on them. The resurrection is achieved by the

joint efforts of a "spirit" who claps his hands and blows upon the

corpses, followed by the monk who reads fro a holy hook and commands

life to return to their bodies. This corresponds closely to a scene

in the byrnond3bury Mumming Play where the doctor blows on an old
4

woman to revive her. '

The ludicrous composition of the medicines used by the doctor

1. "Tsar ""axfaillian", Volkov, p. 355•

2- ... . i . itr'di, o; . eit.
3» Mashen'ka, pp. 122-3.

4. kngliBh iblk Dance and bong Society Journal, reprint Mb. 6 (1952)^.8-9.
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fci. his various cures llso finds an echo in ''Tsar blaximillian".

Boctor Jack Viimey in one variant of"St. George" ase3 a mixture

containing "one pennyworth of pigeon's milk, mixed with the blood of

a dying donkey, well shaken before talcing". This may be compared

with the recipe orepared by the doctor in "Tsar Maximillian" "yakutin t-

y M6H5I 8CTB UieKapCTBa: 3aj?M£e MOLOKO, C06aHBB

cMeTana, Typ-TypcKoil, Kynopoc MopcKoii . . „" 2

nven the actual physical appearance of the actors and their

methods of presenting' the play resemble those of ''Maximillian". In

many instances there are the same quasi-military uniforms liberally

covered with decorations, pasteboard crowns, woods swords and

primitive make-up, although of course unique features can also be

found, such as the tall, conical caps often worn by the dngliah players

and the ribbons and streamers which were often fastened to erery

available space on both hat and clothing.

..bile in London in 1964 1 was shown a film of the bymondsbury

Mumming Play at the English -'oik dong and :#> oe society. The film

was made in 1951* In it the costumes of all the non-comic characters

were in the military style with red, white or blue unifomis, the

trousers having military stripes down the 3ide cf the leg. The

warriors wore imitation helmets made of paper streamers. Their

1. R.J.E. Tiddy, The mummers' Play, p. 191*
2. "Tsar Maximillian", Myakutin, p. 278.



- 486 -

jackets '.vera decorated with rosettes and nedals and they had a broad

ribbon across their shoulder and chest. St. George, for instance,

was in a white unifom with a red ribbon across the shoulder. His

jacket was covered with medals and had epaulettes cut from black and

red paper. He wore a tall hat, conical in shape and covered with

red paper streamers. A red sash round his waist, a 3word and long

black boots completed hi3 outfit. The similarity between this

description and the costumes of "Tsar Liaximillian" 13 not difficult
1

to see.

3ven the acting methods, the grouping of the characters on

stage in a straight line or a scni-circle, from which each steps

forward to declaim his part, the foot-stamping a.:-, word-waving - all
2

these remind one strongly of "Tsar Llaximillian".

It is interesting to compare the iiussian folk-play with

eye-witness accounts of the nnglish one, such as that to be found in

Thomas Hardy's The heturn of the ITative. Typical is the assiduous

ornamentation of the costumesJ-

The girls could never be brought to respect
tradition in designing and decorating the armour; they
insisted on attaching loops and bows of silk and velvet in
any situation pleasing to their taste. Gorget, gusset,
basinet, cuira3S, gauntlet, sleeve, all alike in the view
of these feminine eyes were practicable spaces whereon to
sew scraps of fluttering colour.

1. Infra, p. 525 ff.
2. Infra

f 55 8 , 5M- ff .
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Aftor the duels bet-Teen, the knights tne doctor cameo in tc attend

the wounded

The Leech or Lector preserved hi a char&ct intact t
his darker habiliments, peculiar hat, and the bottle of physic
slung under his aim, could never be mistaken.

The performance of hustacia, the heroine, vividly snows some of the

actors' methods of presentation*-

kustacia then proceeded in her delivery, slapping the
sword against the staff or lance at the minatory phrases, in
the orthodox mumming manner, and strutted up and down. *

The play ended v/ith a chilling version of tho resurrection scene»-

They sang the plaintive chant which follows the play,
during which all the dead men rise to their feet in a silent
and awful manner, like the ghosts of Napoleon*s soldiers in
the kidnig t v ;e. 1

The rough and often crude humour of the comic scenes, the

introduction of extraneous characters who have no roal connection

with the plot Ssuch as Napoleon), the abundance of - oil .-songs, the

interpolation of literary exti'acts to adorn the action (e.g. the pieoe

from Addison's opera "Rosamund" in the Mummers' Play from Cornwall^ ),

the gay song and dance with which the performance usually ended and

the quite (as iru-

1. Thomas Hardy, Tie Return of the Native flo-njem 151 >lb<i-
£. R.J.E. Tiddy, The hummers' Play, p. 155»
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- and no-: wo are d~ue ere1 -a :t be gone,
No longer pill we stay here,

But if you please, before we go, 1
we'll taste your Christmas beer.

are also typical of "Tsar Maximillian" and other plays of the Russian

folk-theatre repertoire.

Playlets, games and dances involving either duelling scenes or

a resurrection (or both together) and characters similar to those

occurring in "Tsar Uaximillian" or "St. George" are of course common

to the whole of European folk-lore. In lin.lnad itself, quite

separate from the "St. George" play, but similar tc it in several

respects, there are the traditional sword-dances or j orris dances,

-dements common to "it. George" and k.axxmillian',are to be found in

several of the celebrated Basque dances, "Banse du Chef Mort", "Bans©

du Coffre", "Banse des Spees", "Danse du Terre", etc. According to

U.K. Chambers the sword-dance can be dated at lea3t to the times of

Tacitus. It was later adopted into the repertoire of the mediaeval

minstrels of which our first records refer to 1350* He continuesi-

From that date onwards until quite recent years it
crops up frequently, alike at Shrovetide, Christmas and other
Tola-festivals, and as an element in the revel;, at weddings,
royal entries and the like. It is fairly widespread
throughout Germany. It is found in Italy, where it is called
the "mattaccimo'' and in Spain (raatachin) and under this name
or that of the "danse des bouffons" it wa3 kno?m botji in
France and in Bngland at the Renaissance. 2

1. J.11. Llanly, op. cit., p. 295*

2. J5.K. Ghambers} The English Folk-Play (oxford 1933), p. 205.
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&9(ttQs involving a ritual death, with or without an actual battle and

a subsequent resurrection by the Doctor are to be found in the spring

agricultural rites of several European countries.

A.J.B. -ace's accounts of mumming plays in the southern Balkans"1
reveal the same familiar pattern. The scenes which he describes were

performed in a number of different villages with local variations and

by different ethnic groups including' Bulgarians, Vlachs, Albanians

and gypsies. An account sent by an eye-wicnasu of scenes played

by nomadic villagers from Bemarina, the largest of the Vlach villages

in Pindus, is particularly interesting since in it there occur not

only the duel, the death, the doctor and the cure but also the fool

who like the Hussian ded gets in everyone's way and creates comic

situations around the corpses-

You would see on one side a ring dance of brides
and bridegrooms dancing to the hoarse notes of the pipe
and the heavy beat of the drum. The old woman with her
baby in her arms sat in the middle and roomed tho child
to sleep. The Punches (Xarag'ozu) who do all sorts of
ridiculous tricks to raise a laugh and annoy the brides.
The robber chief (or bridegrooms) would often get angry
when they saw this and rushed to beat than; often they
pretended to kill them and they would fall down dead.
Then came the doctor's turn. He would come in with a paper
of ashes, some garlic and an onion or two, and would begin
his work. Pir3t he felt the pulse, then he listened at the
soles of the feet to see if the heart was beating. He
would rub the eyes with garlic or an onion. All the time
the old woman was weeping at the dead man's head. Then

1. A.J.3. «ace, "mumming Plays in the Southern Balkans," in Annual
of the British mchool at Athens, No. XIX, session 1912-19X3, p. 255*
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another Punch would coae, who, after looking at what ths
doctor was doing, and seeing that he was doing nothing
would got to work himself. He would drag the dead man
by the feet along the ground a little, hit him with a stick
en the che3t and indulge in other horseplay not infrequently
obscene, at his expense. Then the dead man would jump to his
feet again alive. -

The origins of .ill these plays ana scenes are shrouded in mystery,

oome scholars hold that the sword-dances and duels are a relic of

ancient military practices, a sort of war cult, while others find in

them an analogy to the spring rites where summer struggles with winter

and the dying year is inevitably revived by the forces of spring.

Vifhen comparing ''Tsar iiaximillian" 7/ith"ht. George" and the sword-dances

or the semi-ritual dramas of other countries one cannot speak in terms

of derivation of the one from the other nor even of common origins,

but it seems unquestionable that the Hussion folk-play "Tsar

Maximillian" must be considered as belonging to a dramatic-ritual

tradition common to the whole of Hurope.

1. A.J.B. „ace, op. cit.. pp. 255 etc.
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CHAPTER XV

CJfcL<,JY IH THui EUIX - TH&uhH

The folk-theatre, in one form or another, brought much pleasure

to wide sections of the Russian people for several hundreds of years.

One of the causes of it3 great popularity was undoubtedly the fact

that it was a theatre of comedy in which humour and laughter were

predominant, a theatre in which the people could find relaxation and

shale off the care3 of their difficult life.

"The moods portrayed by the folk-actors, makinj the best of

limited knowledge and means of expression, were as clear-cut and bold

as their voices and gestures. Subtle gradations of character and

amotion were foreign to them. Anger, tears, sympathy, laughter were

predominant. Although within the framework of each play, particularly

the more developed ones such as "Tsar Maximillian" and "Lodka",

alternating moods were not only possible but encouraged for the sake

of greater dramatic effect^ it was unusual to find a combination of

different aspects of serious and comic expression either in one

particular character or within one and the same scene. The humorous

action is played out on the whole by a set of stock comic "types" who

do not themselves participate in the serious parts of the plays.

Serious characters like Tsar .. aximillian, Adolf, the Ataman, are in

their turn rarely, if ever, the bearers of comedy whether in word or
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action. Conic, and serious characters do meet on common ground but

only in specific circumstances (as in the funeral scenes in "Tsar

llaximillian"'' , where each retains his own essential nature.

In view of the centralised nature of the comedy in the folk-

p'lays it is not surprising that comedy of character should be one of

its main features. Most obvious among the bearers of comedy is of

course the ubiquitous 3~nut or fool, the old gravedigger or ded who

turns up in most of the plays of the folk-theatre repertoire. Not

only his appearance but also his words and actions and his whole

manner and bearing were such as to evoke stor.ri3 of laughter from his

audiences:—

"Oh rjjyxoBaTHii h rjynoBaTK;!, no^cjeHoBaT-.h; h rosopHT,

HMOKan c3e33y<5EHK PTOM, oTnasHHo HeneJiHBH. "

In every way he attempts to underline this image of grotesque

decrepitude and senility. nis particular brand of humour was of the

coarsest and most vulgar kind axid bis jokes and comic remarks were

studded witi obscenities. A typical picture of the sort of amusement

provided by the antics of the old clown can be found in Vinogradov's

1st variant of "Tsar Iviaximillian". He enters to "bury" the corpse

of Adolf

"Ok H^eT, cropdHBEHCB e oniipaacB Ha najncyj kphxtht,

oxaeT h H3AaeT HenpHJEHnue 3ByiCH npn iiomoihk cnpjiTaiiHoro

1. A. Hmirnitskii, oH'. cit.
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noA rmtrrm aysupsl; JtajfcoftjUK k rpoiiy, on B£fSrSBa#*OJt
<• 1

H OT^aeT Win KOCTLuSeii ..."

as he leaves after the job is done and throughout his several appear¬

ances in the play he conducts himself in like fashion, e.g.t-

"CTapnK, noEjJHXTHBaH, noHdcusasch h MTjlUffiffi aByKK,

„ 2
yxoAET. '■

In this respect the graved! ger is not in any way unusual, but

observes the pattern followed in varying degrees by fools from the

times of the ancient classical theatre through the mediaeval jesters

to ohakespeare'a day and beyond. The obscenities of the comic in

the Anglo-German theatre, which was popular for a time in Russia in

the eighteenth century, resemble those of the ded and the language

and humour of many of the popular interludes and comedies of the

eighteenth century were on much the same level.*

A particularly good characterisation of the old man (or rather

the two old men, for in this text the task of removing the dead

bodies is divided between I.iokei and his friend Patrakei) occurs in

variant No. 1 of "Tsar - -axiaillian" in Gnchukov's northern anthology.

Here the reader will find not only the usual pretence of deafness^

1. "Tsar . aximillian", Vinogradov 1, p. 3G«
2. Ibid., p. 31.

3. Gee e.g. f.I* Tikhanov, op. cit., and V.N. Perets, Pamyatniki
rusckci dramy epolchi -etra Velikogo.

4« See infra ,j>. -^98.



and stupidity which characterises the play between the old man and

Tsar Hurlan Han or the doctor in other versions but also the

development of a relationship between the two comic characters as

they compare memories of -war service, consider what action to take

over the tsar's commands, help each other to answer the doctor's

questions, compare finds as they loot Adolf's body and so on.

Although.the old gravedigger was in many ways repulsive and

although the laughter he provoked was largely at his own expense he

still remained basically a character sympathetic to the audience.

His disrespectful mockery of "Tsar Llaximillian", the anti-hero, for

instance, endeared him to them. Of quite another nature is the Jew

who is both a comic figure and the butt for national and religious

prejudices. ills odd appearance, old-fashioned traditional Jewish

garments, his accent, his religious observances are all the subject

of mockery and cruel laughter. Hot all humour in the folk-theatre

was of such an innocent nature as that produced by the old gravedigger

but could be the result of ignorance and intolerance as well.

Although humour was, as has been pointed out, usually centred

upon one or two characters reappearing in 3et situations there are

to be seen in the folk-theatre repertoire some instances where one

comedian is constantly present on stage, mimicking the serious

characters and generally interfering in the action rather like the

Vice of the European mediaeval drama. Such a role is filled by the

devil in the Hyakutin variant of "Tsar Haximillian" and the Jew in
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the variant "Tsar flaximillian"3 .Romanov . In the former, for example,

the devil keeps getting in the Tsar's way as he goes to sit on the

throne, pretends to be a horse and throws the old ravedigger off

his back, interrupts during the measuring of Adolf's body and

generally creates confusion. In the latter text the Jew mimics and

distorts the words of characters like y&ximillian himself, as in»-

mC.;-' - ',i;opo;h),4- . . _ .a. ,

Kbhcb iipoa tpohom cBoero Monapxal
(nepedaBast); - Ckobopoahke 8 Macdrow,

Raw. K MonaxyJ " '

and comments sarcastically upon both words and deeds of the Tsar and

the other warriors. Acting as a mocking shadow he introduces a

frivolous note to the usually serious scenes of Adolf's trial and

execution ; n' the duels between the champions.

However, although there was ample opportunity for improvisation

and the exploitation of individual wit and talent the framework of

the comic scenes in which such characters usually appeared remained

fairly constant. Among such situations were the measuring of

corpses for a coffin, which could lead to a number of odd and

p
humorous "incidents" as in "Tsar I.iaximillian" - Berkov 2 , where the

"corpse" unexpectedly retaliates to the ungentle treatment of the

gravediggers-

1. "Tsar Ivi^ximillian" - itomanov, p. 274*
2. "fM* lAaximillian" - Herkov, No. 2, pp. 23h-4J»
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"HfctticycKa: . . , . ene aa«fto Bnepe'A %M9pMVS>i
Be.aHK-.sn rpo6-oT ^ejraTB (MspneT na.iKoft

tcsio, *p*Wt 9SPW9 Mepjrsoiny b pasHiie iiecTa a npnroBapn-
Paa, ABa - BaeaO.
do , ,popa j
Pa3, Asa, Tpa -
Hoc yTpn;
Tpn, '-reTHpe -
I IpMCKO^H^K ;
Pas, ABa, Tpa, MeTape, iihtb -
fiopa cnaTt! (aip.s'KasT wep^TBorc no si6y na^Kofi,

tot scKaKHBaeT h ytieraeT, .npHneK ,»aeT WaoKysiKe no yxy
3^opoByra omreyxy . . .)"

Another is the scene in which Petrushka or the Cossack buys from the

gypsy and attempts to ride a broken-down old nag which is either so

weak that it collapses under his weight or deliberately throws him

off at a command from its previous owner; or there is "the sounding
2

of the patient" by the doctor, which gives a chance for much poking

and prodding and unexpected tricks, not always of an entirely

innocent nature, from both the actors involved. The portrayal of

drunkenness, including such features as the clumsy gait, the muddled

speech and the tendency of the drunkard to burst into song, was also

popular. The chief culprit in this matter wa3 usually the doctor's

assistant (the fel'dsher).^

It is necessary also to include among the predictable humorous

scenes of any folk-play in the repertoire the brawls and unjustifiable

attacks in which many characters became involved. The old gravedigger

1. Ibid.

2' fbi£..p.236
3. dee e.g. "Tsar Haximillian", Kallash No» 1, p. 12.
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quarrels with his old woman and. their differences are resolved by

an exchange cf blows; Haximillian constantly threatens the skorokhod

and the Ataman his esaul vdth a thrashing for insubordination. The

Jew and the gypsy rarely escape without a kiok or a cuff at least.

Both Petrushka and the Gossack were ready to fly into a rage at the

least provocation and anyone who crossed them was liable to be set

upon."1"

For some measure of success in such examples of slapstick

comedy as I have described above little more than high spirits and

energy was required. However, for some of the other methods of

comedy in the folk-plays a certain amount of real talent was necessary,

for instance, apart from the use of appearance, behaviour and

ridiculous situations, many linguistic methods were used for humorous

purposes. .Among the most common of these was the device known as

osly3hka (mishearing), which may be the result of "deafness" or a

deliberate or unconscious misunderstanding. The humour of the

situation results from a character's repetition of a given passage

in which he substitutes for an original word or phrase homonyms which

sound roughly the same but which completely alter the meaning of the

utterance. "Hishearing" can be found in all the folk-plays and

between many of the characters including "serious" ones such as Adolf

mocking his father or- the eaaul his Ataman, but it is mainly exploited

1. S~v^j>Ta. jojo. idOff, j'lbl. ff.
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V
by oomic characters 3uch as the old dsd or Afon'ha arid, the SCarosta.

Two main divisions may be seen wj thin the device. Qfek the one hand

the humorous distorted statement proceeds directly from the original

straightforward one. for examples we find in Onchukov's 1st variant

of "Tsar Maximillian" the following dialogue between the two grave-

diggers who have been summoned to bury Adolf's body, and the

Aoro :hod ■-

" j icq poxoa: - . ,ac£ica cTapEK, k nap:;.

1« cTapKic: - % rrrrtrtr Kocapto.

Axcop. : - ,-,a ire Kocapio, nap,;.

1. cT, i - Otmm hto Aova Hery. CeroAHH SgiAjpaafc to

saryjinjiH.

Ckop. : - 3acruin;i ' BaaoBHq, k napio sa Earpajofi.

1. ct, : - Ara-ra. KaK npHH-io Tyro, ^hk M Bacmmti

HBaHOBHM. A 3a KaKHM BHHOrpaAOMV

Crop,; - Xa, ne sa BHHorpanoM, a 3a Harpajoftl

1. ct. (k BTopoMy cTapiiKy): - Morceh!

2. ct, ; - A hto, UaTpaKeft?

1. ct. : - IIoiUeM k nap®.

2. CT. : - 3aneM?

1. ct. : - ' a HarpaAoii.

2. ct. : - :.,a KaKBM BHEorpa^OMY Teneps 3HMa, BHHorpeu
•i

He pacreT."

1. S-u-pia, f]o309.
1. "Tsar iuaximiliian", Oachukov, No. 1, p. 20.
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.T:\ '' r 'ov' • 2 :<I v u' i I of ;i . '::d illiar" tf " "

man*o "deafness" i3 so "bad that the Tsar has to repeat his command

five times'—

"ij. M. t . . . yfiepn, <5paT, iKxearyllcTa.

Cto ; - t . - 5 i.

II. M. : - & Tede roBopio; ytfpaTBS

Ct. : -OdHpam, <5aTiusiKa, o.6h;. -ro . . . .. otBa&o.i Kaxopxn

ocBMymicy, &a nraxajiBHOBa Ha noHioriKy.

U. M. ; - £ Te<5e roBop»: 3apwBafi!

Ct. ; -- oacir. atb? . . . . Hy cunac k 3acn. htb (5y^y.

II. M, ; - ji te6e roBopr: 3a*cannBaK!

Ct. : - Aft a v to aaKaKHBaro, nero kphheeb-to.

II. M. : - £ Tetfe roBopio, cTapnft hobt, sapoHl
•]

Ct. : - 8apuTB, - tbic <5k h 6asi.i."

The situation can be developed in a variety of different ways

in order to increase the comic effect. In Gruzinskii's version of

"Tsar I.Iaxiuillian", for instance, the gravedigger finally reveals that

he i3 not as deaf as he at first pretends'-

"CKopoxoii: - CT'apHK, k napiol

CTarriK: - n Aposa icodho.

Cxop. : - CTapitK noacaxyd Ha <5aji!

1. "Tsar Maximillian" - Vinogradov Nc. 2, pp. 33-04*
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Ckc»p« ; - CTapKK, uozazyfc sa bcusyl
•j

Gt. : - • c. : noiUy. "

On thi other hand we find examples where the original statement

has a humorous or satirical tone. This statement, which is not

properly heard by the person to whom it is addressed, is then

repeated in a more acceptable and decorous form which stilly however,

sounds like the original. This order is found usually, although not

exclusively, in the dialogue between the barin and his servant or

storesta. note the following!-

"AtftoHBaa: - Tbom xopoMH, dapHH, crope.5H. . • •

rapHH: - A TH otohb MJQHM|S1

A. : - jj oKCiiiKo coJioMy coBaa.

E. : - ■•iTo—o—o ■

A. : - Bo^ol saoiHBajr, dapim.

Cxaxn, AcporiBKa, to.ict an a'.-

ICaK cynopoca cbhhb^j.

ICaK-Kaic?

Kax Bee rocnoAa.

1. "Tsar Maximillian", Gruzinskii, p. I64.
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• •••••••••

JL| - AsjoiiiKa, caasja-sca Mue, ::pacen ik sV
A. s - Aces, aai: .jciku'; hoc na Koposo.

B. : - '4iK—KaKi

•j
A, : - '-uc 11.9.koe ;rcT 3 oropcue. . . .

ors —

"BIpkii: - kan, cTapoc^a, y moiq; k cct.v.h xopoH jut

ypoacaft x«ie<5a?

CTaoocTa •> - Xopom, (SapHH 6aT:.omKo.

E. : - A rca.K

Ct. : - /,a koxoc ot rccaooa -

He cjthkho ^exoBenecKoro ro^toca.

b, ; - Kaie, khk?

Ct. : - kojtoc Ha xo^oee -

„ 2
He npoTaHHBis HejioBenecKoro Boiioca.

In fact it is in these dialogues in particular that a -whole

range of humourous linguistic devices appears, not all of which oecur

elsewhere in the folk-theatre. Three such devices may be described

under the general headings of paradox. nyperbole and climax.

In the first of these the comic effect is produced by the answer to

a question taking a totally different form, from that which the person

1. "Drama o Brmake," pp. 260-261.
2. "Shaika razboinikov," xserkov, llusakii fol'klor, p. 362.
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asking it (and presumably the audience} has been led to expect by

preceding statements or events. Laughter is created here by the

unexpected, e.g.i-

"hapHH: ilOAH-KO, HaBIH KpeCTBHHe Ha MHOTHX

AOKaASiz. k Ha naEHE BiieanaioT

CTapoct'a: - JIopaTo na Miioriac.

B. : - A KaK na kiiorax -

Ct. i - ce: /iepoBHeb sa oahoII cosc i: to ira koso. :l

ori-

r,r. : - . . . . a tito :~e ohk k3 Jiecy o :t

Ct. : - / OMJ.: CTpO51T,

£. : - IIoyn-Ko dokBrme?

Ct. : - JTopaTo (3ojri>rina, 6oepmi- <5ationko.

b. ; - a kak (sox&jirae?

•i
Ct. ; - A cotfahkh de&at, b okomehko txslasit. "

or»-

*' HapB ft'aac. : - . . . . A KaxeoBo y Baianx EpecTBHH

poraToro cKOTaf

Ct. : - Mnoro, na ^bope hc ykerjaetcst.

IU M. ; - ICax MHoro?

Ct.,: - IleTyx as. Kypima.

H. M. ; - A. Meftno nocy^H K&koboV

1, 'tynimyi barin," in r.b. Lernov, xlasskaya narodnava drama AY1I-
XX w.) p. 5^.
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Ct.. - Maoro.

11. M. « ~ .> icai-i i.iiiorc.

Ct.: ~ KpecT Aa nyrouHHa."
or

»badkh; - h'3t MB y sac oco6ofit komhsith &js. mohx beme&,

koto • r. i'ch; 3 )oa5' kg 0;-t:.:v.o.

Xo3hhh: ~ Ectb glmgt ayannie, neTepdyprcsne, b eotopbx
r*

codaeii chht. u *

hyperbole, at lea3t with ISMUKRlS overtones, occurs most often

in the Starosta1a answers to his Raster's enquiries about the

condition of his peasants and property. Both the first humorous

statement and the following "correction" are exaggerated, the first

negatively and the second positively 30 that neither gives a true

picture of the prevailing state of affairs. Thus^in reply to a
question about the ploughing of the land we have the conflicting

answers firstly that one man ploughs while twenty watch and secondly

that a hundred ploughs set out for the field each day; or, in reply

to a question about the harvest, we hear firstly vat the distance

between the sheaves is a three-day ride and secondly that there is

no room to pass between them; or, in answer to questions about the

laying qualities of the hens:-

1. N.E. Onchukov, flarodnaya drama na severe, p. 230.
2. " fnaika rassboinikov," Berkcv, op. cit.» p. 353•
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"vra^ocra; - A bo? bob; y nac oujta oAHa Eypiiaa, spa

ro*a na eh 6hbh He cKaKaaaj codpasmcB ny»*bk, hohjeh b

•aec, BHpy6n^H bcov csuseH uiecTL, ||09 haci*sjm»y, vpoe

nexa-)T, Ear, ryv n jil-mas

eaohh: - -la-o th <5ojiTP.ei!iB, hh nopTa He IXOftMm?
-

, " "'
. . no .. a -.a : ,. • o

The use of climax for comical effeet usually occurs in a relation

of incidents or misfortunes suffered by the barin's relatives, animals

or property during his absence. The servant or stavosta begins by

telling' bim of the least important of these and finishes up with the

010st tragic and disastrous. Thus in many variants the first event

is the discovery of the barin's broken pen-knife. This in turn, it

transpires, had been used to akin the barin's favourite horse which

itself had died while drawing the heavy carriage containing the corpse

of the barin's mother, She had been killed when she jumped off a

balcony of the barin's house as it and his 3tud farm with it were

being burnt to the ground. In this way the real tragedies are

reduced to the level of trivialities since all the barin1s anger and

dismay have been wasted on the less important ones, while the audienoe's

laughter increases with each new revelation.

Otha? humorous linguistic devices do occur in the folk-plays but

1. "Mnlmyi barin," P.N. Berkov, Husskaya narodnaya drama XVTI-Xf w.,
P. 2?-
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less frequentl} tlian those mentioned abova* 3aite popular. 13 a

deliberate literal interpretation of 3u speaker's words or of a

aolaphorioal expression. In one variant of "Lodka" there are several

such instances in a dialogue between an officer trying to find out

who Is the village elder and the starosta who prevaricates, either

deliberately cr through his own stunj.dity:-

"Odnmeu. - A ifiTo see y i>ao ohu a a cTar:.;uro.

C'rapocra; - <..a crapiiaro (Shji nan Ae^yiiKa, cay cot ^sa

i*oAa, Bee laipnBe BftvmuUt Aa h nac to Jt&cm&t no

Baiaeii mhjiocth.

Conner: - Sto y Bac (Six aa na(5oviBsioro?

CTapocTa: - oa iiatfoaBiuoro 6hji y nac Bamoxa, Ah^p^xhh

chh, (5030c o .7 uo.c bo dock cc." i1ct. '
1

i- yoiy similar conversation takes place between napoleon and an obtuse

old peasant in Malinka' s "bhivoi vertep''^ and m onchukov's 2nd variant

of "Tsar Maxiaillian", Maksimko chooses to interpret the expression

"of high rank" in his own way with somewhat ludicrous results

"ilaps Make. : - Kaicoii oto qexobeic xoahtv : ojibeiok xa

heh?

1. "Lodka", h. C-hesolin, op. cit.?, p. Id?.

2. A.N. laiinka, op. cit., p. 39.
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. : ...... ; - . bUJOW • ■ .

\

: , . - :.'c .o...

i , : - IeT, a hc ... .

-
, -i • vo r- '

hU i ~ :?gt a ne ncwnpaji.

- • IIM.TKOliHyK.

M. : - kjT a ne iioicoMhhk.

Ik. 11. i - . ax oto kH'o :.x tasoi:.

11. : - ;,qk, no^HHmn noBsrare.

If. M.: - ;.,a ne tot jlk, kotophII xoaht no Kpnaie?

: - Hy jia, h h ech, Etapt, Base (SJMTOpeUe* *

An occasional pun creeps into the texts #•£•*-

'makcynatjihae - carcyeB na TpoH, ho khkto uqes he TponeT."

and also & phenomenon common in the English mumming plays, christened

"topsy-turvy humour" by the celebrated nnglish folkiorist J.Ii.Tiddy.

In it the two halves of various statements are twisted so that each

becomes paired with something quite ridiculous, as inJ-

"HeKapB; - *ITO ^ejEaenr2>v

CreiiKa: - iCypHH ^oio, KopoB Ha hMha ca^caio, " ^

although it occurs rarely in the folk-plays this type of joke was well

1. "Tsar iiaximillian", Onchukov, No. 2, p. 68.
2* ' Tsar ..iaximil] ian", Kallash, No. 2, p. 14 •

3* Ibid., p* 16.
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'tioot to humorous fairy-tales and najbvlltw. as Ini-

OBISS. B me Me sSSH coaht, ^
Eme icypana new oceKOM TpaBy ceiee'r ..."

' oroi n accents and speech defects were al x e. source of

amusement in t'. . folk-theatre. Petrushka pokes fen at the inability

of the German to speak Russian and ths Jew*• odd accent provides yet

another readya for ridicalin , him.

Although we nowadays may fiiid little that is really ajnusing in

these texts, nevertheless it cannot be denied that in the comic

scenes a free rein was given to the development of individual wit,

talent and imagination and that simple audiences much enjoyed

watching them-.

I. "Pylini" (M. 1358), Vol. 2, p. 455-



CHAPTER XVI

THE FOLK - ACTOR

Although the history and content of the Russian folk-theatre

have been discussed at some length in this study, little has been

said of the people - actors, producers, costume-makers and their

large following of helpers, without whose constant enthusiasm and

active participation the plays themselves would long ago have dis¬

appeared and been forgotten.

One of the major exponents of the folk-theatre among the people

of Russia was of course the peasantry, who had gained such valuable

experience in the dramatic art from the Khorovods. the processional

maskings and the methods of the ritual drama in general. Such

knowledge was used in the expansion of the dramatic repertoire of

the countryside leading to such developments as the addition of new

themes to the Khorovods. the incorporation of new characters into

the seasonal games and eventually to the growth of a lively dramatic

instinct among the peasantry, eager not only to preserve the aesthetic

heritage of the past but also to create itself and assimilate new

ideas from a variety of sources.

Most popular in the peasant repertoire of this later epoch were

the plays "Barin" and "Lodka", both of which reflect in varying degrees
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specific aspects of the way of life, the attitudes and fate of the

pre-revolutionary Russian peasant.

Although the peasantry was the originator and, for oenturies,

the sole bearer of embryonic dramatic forms in Russia, such features

as the beginning of a literary theatrical tradition with Simeon

Polotskii and the school drama in Moscow in the latter half of the

seventeenth csntury, the expansion of urban civilisation in the

eighteenth century, the growth of secular literature and a correspond¬

ing increase in the reading public all had a profound effect not only

upon the content of the folk-theatre but upon the composition of both

audience and actors. Among the immediate results of these changes

were the development of an urban folk-literature and the interchange

of methods, ideas and repertoire between the old theatrical traditions

of the country and the new ideas of the towns. On the one hand, for

example, the repertoire of the school theatres was brought to the

peasants by wandering students performing dramatic scenes to earn a

little extra cash during the vacations, while on the other hand

students brought up in the country took their early theatrical tastes

to the seminaries where folk-plays were often performed in leisure

hours. Exactly the same process is to be seen among the soldier-

actors (of whom more will be said) ^ whose repertoire reflects both

the peasant background from which many were recruited and the urban

1. Intra. j>f>. 5//, 525, 565. etc.
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democratic theatre with which many of them had the opportunity to

familiarise themselves later. This hybrid repertoire was then

reintroduced to the peasant population by soldiers billeted in country

villages or by retired soldiers eager to perpetuate the amusements

of their army days. Thus the cycle of mutual influence was completed.

The significance of the appearance of the Urban .Democratic

theatre is two-fold. Tirstly, it indicates the existence of a lively

interest in amateur theatricals on the part of the urban proletariat

and artisan classes, and secondly, it provided the first opportunity

for such people to become acquainted with the repertoires of the

literary stage. The audiences and actors of these theatres, the

artisans, factory workers, clerks, students, domestic servants, small

shop-keepers and such-like were essentially also those of the urban

folk-theatre.

Apart from the peasantry and the urban proletariat there was a

third and extremely important centre for the folk-theatre - the army.

Speaking of the folk-theatre in Bussia after watching a performance

of the little-known play, "Kedril Qbzhora", by his fellow-prisoners

while in exile in Siberia, Dostoevsky said that folk-plays would he

found

"
••• y co^aT, &a<SpHHHHx. b ^adpuvHwc ropo^ax, h jaxe

no neKOTopHM ropo^KaM y Meigas. CoxpaHHJiHCB To&e

0HH no ^epeBHAM h no rytfepHcKHM ropo^aM uexjjy ^bophhmk
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•4
<5oabjihx noMemMHBHx aomob. "

One has only to glance at the list of actors for the many

variants of "Tsar Maximillian" or at the accounts of eye-witnesses to

see how well Dostoevsky' s judgement fits the folk-play "Tsar Maxiinillian" *

Kallash's first version is accompanied by a note to the effect that

the troupe of actors performing the play were all apprentice or

working lads aged between 12 and 20 years. In the variantof^Taar
U

Maximillian fromKoveP the reader is again informed that the actors were

lads from artisan families.^

The role of the military in the Russian folk-theatre, however,

far exceeds that of the urban artisans. Various sources indicate that

one of the most popular amusements of the soldiers during the

eighteenth and nineteenth centuries was the staging of plays•^ Many

variants of the folk-plays, in particular "Tsar Llaximillian", appear

to owe their existence or their appearance in a particular village or

town in some way to the army (or in some cases, the navy). One of

1. F.M. Dostoevskii, "Zapiski iz mertvogo doma," in Sobranie Sochinenii
V 10 tomakh (M. 1956), Vol. 3, p. 546.

2. "Tsar Maximillian", Kallash, p. 6.
3. I. B., "Tsar Maximilian v Kovle", Kievskava Starina 1887, Vol. XIX

(December).
4. ''ToBOpH CO(5cTBeHHO O CO^AaTe Hy^HO 3aM6THTB, 1TO OH
BcerAa jko6HT "ctpohtb KOMeAHM" H Aase HBApeBJie HMeeT CBOE

penepTyap. "Itapt HpoA", "UapB MaKCHMHJHaH h ero
HenoKopHHii chh Aaojib<|>" naBecTHH KaxAOMy acHBineMy b Birad-
—KBapTape KaKoro-HHdyAB nojnca. " ("Tverskie voiskovye vedomosti,"
1869, No. 4» quoted by R.M. Volkov, op. cit.. p. 49*



- 512 -

Vinogradov's texts^ came indirectly through the grandfather of its

then present owner, when he returned from his naval service. Another
2

text also collected by Vinogradov was copied in 1904 from a non-

-commissioned officer of the 139th Morshansk infantry regiment where

the play was regularly performed. The two texts of "Maximillian"

and "Shaika Razboinikov" published by Berkov are part of the Arena MS

collection of naval plays and songs.^ Several of the men who were

able to give Onchukov information about "Tsar Maximillian" and other

folk-plays during his expedition in North Russia said that they or

some other soldier had learned it while on military service and brought
4

the text back to their villages. The peasant actor Churkin telling

how he took part in "Maximillian" and "Kak frantsuz Moskvu bral" said

of his fellow-actors«-

5
"Bee <5hjih eox^ath - mojsoauh pe<5hth ..."

Although it is now impossible to determine the place of origin of any

1. N.N. Vinogradov, "Tsar Maksem'yan i ego nepokornyi syn Adol'f,"
IzvestIts. 0.R.Ya.J.(1905), Vol. X, Bk. 2.

2. "Tser Maximillian," Vinogradov, No. 4«
3. P.N. Berkov, "Qdna iz stareishikh zapisei Tsarva Maksimlliana i

Shaiki razboinikov," Russkii fol'klor-materialy i issledovanii.IV
(M.-L. 1959), P. 333.

4« A version of "Tsar Maximillian" was brought to the "settlement"
(posad) of Nenoks by Prokopii Sergeevich Skrebtsov after his return
from military service in iironstadt in 1877• Similarly a version
of "Shaika razboinikov" was brought to the village of Nizhmozero by
a young peasant after military service in the Far East (see N.E.
Onchukov, Narodnava drama na severe, pp. 215-17)•

5» T.M. Akimova, op. cit.
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one of the folk-plays or to trace its path from one town or region

to the next, there can he no doubt that the immense area over which

such plays had spread by the end of the nineteenth century was largely

due to the nomadic existence of the Hussian soldier and his love of

acting.

Upon retirement it seems that old soldiers still used to enjoy

taking part in amateur productions and by teaching the lads of the

places where they settled all they knew about the plays continued to

further the knowledge and enjoyment of the folk-theatre among the

people.

The fact that "Tsar Maximillian" was the favourite play of the

military repertoire has left its mark in more ways than one upon it.

The abundance of battle scenes and the important role of the

Skorokhod-fel'dmarshal are typical of many plays of the eighteenth

century, yet in "Tsar kaximillian" they tend in many variants to

dominate the 'whole action. Additional, quite superfluous characters

often appear to have a military bias, for example the drunken fel'dsher

who on occasions accompanies the doctor, or the Cossack and the Hussar

who swell the list of warriors in some versions where their military

role is particularly underlinedt-

"M. M, i - . . . npHBe^H MHe rycapmea MokOAua.

Fycap: (hoaxoaht) - JUpasHH se^aew Bame HMnepaTopcKos

BeJuniecTBo.
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h. H. : - lycap, me th no cee Bpenn iiponanan?
A

Vy cap: - ia YpanaHH cToan, Bane napcTso sajuH^aj:. "

The Cossack in the same version is also a servant of the crown and

has nothing in common with the braggart of the verten.

In the section on the role of songs in the folk-play it was

2
seen that a large number of these are popular soldier songs

such asi-

"Bce TaTapH satSyHTOBajiHCB ..."

"none HHCToe Typemcoe ..."

"lion BoftHoii, non boKnot, o$imepnK fconoAoil ..."

"Don paKHTOK) aeneHoii ..."

"PyccKHft «aps> co (Span npyacaay ..."

eto. These are accompanied by songs of a nationalistic-military

nature such as those referring to the 1812 campaign, e.g.s-

"Tops:ecTByeT bcst Haaa Pocchh ..."

ori- "SanHn, esnair pyccKHfi napB,"

which soldier producers would be more likely to introduce to the text

whether from purely patriotic feelings or reasons of policy than the

ordinary layman. ^Although the text of "Maximillian" cannot be said
to have a military bias there are to be found among the variety of

constituent elements traces of military influence or knowledge of

1. "Tsar Maximillian," Kostin, p. 106.
2. £vlj>T<3. , y>-392,
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military terminology and expressions. These can be seen for instance

in the exchanges between Tsar* I-aximillian or the hkorokhod-fel' dniarshal

on the one hand and Adolf or the pages or warriors on the other. Of

such a kind is the speech between the okorokhod and Adolf and the rest

of the cast in Kostin's variant*-

"A,iojtb6: - (BXO^HT) - S^opoBO, BpaTHu!

3ce: - SjipaBHs xeJiaeia, Base Hiraep&TopcKoe BKco^ecTBo!

llapi.; - (bhxo^ht) - S^opoBo ,3gthI

I3ce: - S^paBEii seJiaeM, bbeg i-HnepaTopcicoe Be.aH'secTBo!

HapB: - Xopomo, abthI
4

Bee: - Psu53 crapaTBCH, b.h. b. "

Odd references to the militazy (or naval) way of life are

scattered through the many variants of the play. These are particu¬

larly numerous in Onchukov's first version of "Tsar iiaximillian" where

the connections with the Baltic fleet and the military experience of

the actors (and presumably the original audience) are quite clear.

The conversation between the two old sailors is one such example.
2

Here there is the use of naval jargon, description of the ships upon

which they have served and reminiscences of the Crimean campaign.

Significant too is the choice of two naval (or military) words»-

"noroHH" : "nepJiGHH (nepjrHH)

1. "Tsar Kaximillian," Kostin, p. 103.
2. £ujor<2 ^ p.332 ..
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in the humorous "deaf" scenesi-

"2. ctauhk: - Oh bsjikt ydpaTB bto Te.io, &a aa to dyjet

noroAHHe miaTKTB.

2> CTapus: - aa he no ropoay eoahtb, a noroAnue nxathtb.

1, Cteunit- ^.a ky^a mhc c noroEaMH; y mens cboh tph

a HOBtce b paHne JiexaT. " ^
Later the two old men search Adolf's body for booty

"1. CTaoHK: - , , . A ;h hto Ham&a, cTapnfi nopTV

2, CTBPHK : - H na^gji opAeHa.

i. ctaphk: - kakhe tyt nepaehh, mto oh eabobma hto ah
2

hx kyaa?"

In the same play the Doctor obtusely misunderstands Msocimillian' s

offer of high naval, rank as a reward for his servicest-

"U* M. t - iloKTOp, TK OHeHB HCICyCHO AGHKHB, He 3KaK> H,

vera teds harpaahtb. h reda na&aayio hhhom a^wnpajta.

Aoktq-p: - Caw th noMHpail,

IU M. •. - Hy, He aAMHpaxa, Aa noAKOBHHiea.

■apr. : - cam th dy^b iickoshots.

II. Me : - Aa npanopmaic.

1. "Tsar Maximillian," Onchukov, No. 1, p. 22.
2• Ibid«. p• 28.
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7
Aok,: - Cau th 6yAt tphho^hhe . . •*# etc.

2
koreover, as will be seen later, much of the action, movement

and gesture is based upon military customs and techniques so that many

variants of '^iaximillian" are pervaded with a predominantly martial

atmosphere.

The troupes of enthusiastic amateur actors, whether peasants,

soldiers, Bailors or factory workers, would begin preparations for

their annual performances well in advance, gathering together anything

up to two months before Christmas for rehearsals. These would take

place in their spare time, the performers hiding away in barns and

outhouses so as to keep the preparations secret. Ii; waB possible

for those in the towns to hold rehearsals at their place of work

during the meal-break. In fact, if their boss or foreman was

sufficiently interested, an empty room might be put at their disposal.

The whole troupe consisted not only of the actors ^ but also of a

number of assistants who helped to get the costumes ready while the

actors were learning or practising their parts. During the actual

performances these helpers often used to take a hand with musical

accompaniments, "noises off" and choir participation . It was not

customary for women to take part in any of the plays and therefore

1. Ibid.

2. I*nfrc£ ,]3p.5fe5, 5k"?, 569 .

3. There was not always one actor to each part, for there were not
always enough willing players. For instance in Abramov's version
of / ...
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female roles were played by youths, as can be seen from the remarks

to many of the texts. In the Abramov variant of "Tsar Maximillian"

there is, for example, a young girl (devitsa)i-

"llepeofleTbiii MajibtfKH c KpacHBHMH tiepTaMM 1
2

in "Ataman" we are told that the part of Maria was usually taken

by a male actor; in one of the variants of "Tsar Irod", Rachel is

described asi-

"xjioneu; o^eTHit b wsHCKoe ruiaTbe c TpHnotmoE KyKJioPi
b pyKax".3

Apparently this custom eventually had a detrimental effect
1 \

upon acting standards. The young men themselves were unwilling

to undertake female parts since this often made them a laughing¬

stock among their friends and a target for offensive remarks.

As a result, rather than allow the performance to disintegrate,

the female roles were given to anyone willing to take them on.

These actors were often quite unsuited to the task and inevitably

.... of "Tsar Maximillian" the "Cossack" plays the role of the
"Doctor" as well, the only apparent difference being that far
the latter role he left his whip behind.

1. "Tsar Maximillian", Abramov, p. 5.
2. N.V. Drizen, op. cit.. p. 281.

5. I. Eremin, op. cit.
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lowered the standard of the acting.1

Usually the actors were young men and youths rather than dder

men and most of the extant descriptions, texts and recollections of

the plays seem to underline this fact. Tbr instance in Abramov's

experiences-

"boahtb «apa" o^hh hs Han6oaee jkxShmhx cbstohhhx
2

paasuieqeHHiii BopoHeaccKnx "napofiicoB";

the young actors in Kallash's first text were aged between twelve

and twenty} the old soldier in Akimova's text felt himself to be

odd man out because of his age; in the two variants of "Tsar Irod"

noted down by V.A. Moshkov in the winter of 1896/97 (Volynak govern¬

ment) the players were respectively youths of eighteen to twenty and

boys of thirteen to fourteen.The carying of the "star" '1 and the

singing of Christmas carols to go with it was left for even younger

children. however, older men did on occasions take part especially

in those roles which required experience and an air of authority or

a particularly "aged" appearance, such as Tsar Maximillian, Tsar Irod,

the executioner, the Ataman and of course the "old men" who appear in

1. "Tsar Maximillian", Vinogradov, So. 1, p. 17.
2. "Tsar Maximillian", Abramov, p. 2.

3. I. Eremin, op. cit.

4. In some parts of Russia, but particularly in White Russia and the
Ukraine an ornamental star made by the children themselves and lit
up inside with a candle was carried round the village to an accom¬
paniment of carol singing.



various guises.

Once a large enough group had been collected the producer came

to the fore and began to direct the course of the rehearsals. lie

was often the traditional bearer of the title-role in "Tsar Maxi-

million" or he might be the person owning the only copy of the texts

or the one to whom they had been transmitted through the oral tradition,

or he might simply be an older actor with long years of experience in

folk-plays. Lashchilin has a word of praise for these producers*

they were "experienced men, wonderful connoisseurs of folk-song and

tale, masters and creators of folk-poetiy, who taught the members

of their collective their art, their methods and ability to arouse the

feelings of their audience. But their task did not stop there.

Being talented people they were able to show each actor how to create

and perform each individual role and character."^

The part of producer was indeed a responsible one for he had

to know all the parts by heart and be able to act as prompter if

required. One of the well-known producers of "Tsar Maximillian" in

the nineties of the last century, Panov, a factory worker from

Yaroslavl, included in his duties the distribution of parts, acting

the part of the Tsar, writing out the text for each actor, showing

1. B.o. Lashchilin, "Vozrozhdenie narodnogo teatra na Donu," Kratkie
soobshcheniya inst. etnog. im. U.N. Mikhlukho-iiaklaya A.N. SSQit.
1950, XI, pp. 31



~ 521 -

them how to act, how to stand, which words to stress and so forth.
2

R.M. Volkov also indicates that in texts which included song3 it

was the task of the producer to teach them also. Performances of

"Tsar Maadmillian" in Novgorod-Seversk were thus led for a consider¬

able period by the conductor of the local church choir.

Eventually the leader would get down to the business of dividing

the roles. This was not done haphazardly. The most important role

in "Tsar Maximillian" was of course that of the Tsar himself and

this role as I said was often taken by the producer. But in some

districts the speaking parts for both Tsar Maximillian and Adolf were

handed down in oral tradition from father to son, each generation

having the right to play the part irrespective of talent. The

hereditary holders of these parts had the right also to alter the

text, to combine scenes, add or omit according to their inclinations;

in other words, to exercise a licence not normally permitted by the

strict rules of folk-tradition. As far as the other actors are

concerned we learn that it was sometimes difficult to find enough

suitable people because of the often considerable demands upon them.

Actors were required not only to be able to learn and declaim their

part but also, in many cases, to have a good singing voice. According

1. E. V. Pomeranteeva, Pesni i akazki yaroslavskoi oblasti (Yaroslavl
1958). "

2* R.M. Volkov, op. cit., p. 326.
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to Abramov^" the best actors were considered those who could sing

well, had a loud voice and

"... yueet HOJicuneBaTo BHcrynHTB nepe^ nydJCHKoa".

2
Lasncnilin, in his notes to the text of "Ataman Churkin", also states

that from the candidates were picked those with good singing voices
I f

beoause this text contained many songs. IThe mkorokhod-fel'dmarshal

had an exacting task, filling as he did one of the longest and most

responsible parts in "Tsar Maximilllaa", and therefore particular care

had to be taken in choosing a suitable candidate»-

"CkopOXOA oCHKHOBeHHO <5ifBaeT KaK0ii-JIH(50 IsyCTpHii,

6oi&Kn& Ea eaoBax h Ha napeHB KoTopnil, kek rosopHTca,
■*

aa caobok b KapnaE He no-seaeT."

There were of course also physical conditions. The pages, for

instance, were played by young boys, female parts by boys, particularly

those with attractive faces. Age, height and physique were all

determining factors. Adolf the martyr is usually played by a youth

(18-20) of slender and delicate build to underline his innocence and

helplessness. Tsar Maximillian also had an individual appearance)

the following descriptions all indicate a similar physical typet-

1. I.S. Abramov, op. cit.. p. 2.
2o V. Golovachev and B. Lashchilin, harodry/i teatr na Qonu.

3. I.B., "Tsar Maximillian v Kovle".
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"BKCOKOTC pOCTE, C dopo^ofi, rpO8HH0, pe^CB rpOMKaz, ,

peatsaa. 'L
"becokhM, tojicthM Myac^tHHa aeTljO, c (5opo^o2,rposnaro MM**"

"BHCOKKil, KpaCKBHfi, CTaTHHIt napeHB. w ^

Descriptions of Brambeus, the executioner, show that he is usually

portrayed by a very tall, strongly-built man«-

"bhcokoto pocTa, Morynaro Tejsecoc^o:seKiSH . . . u k
The parts of the various knights and warriors were usually

played, understandably, by tall men, for example»-

5
"MetoBHii Apad - cslm&iH bhcokhm napeHB. "

In Vinogradov's 1st variant of "Tsar Maximillian" the Arab, Zmiulan

and Mars are all tall. In "Tsar Maximillian Berkov 2 , the

character known as the Ispolinskii xytsar is young and tall.

Among the better-organised and well-established, groups it was

not unusual to hire a room and charge a email admission fee, the

proceeds of which were then split among the actors as a reward for

their enthusiasm and hard work. However, it was much more usual for

1. "Tsar Maximillian", Berkov, No. 1, p. 180.
2. "Tsar Maximillian", Vinogradov, No. 1, p.17*

3. "Tsar Maxiiaillian", Abramov, p. 5« ^he Tsar in this text was,
however, played by a youth and not an older man as was more usual.

4. Ibid.

5. Ibid.

v



the bands of mummers to be entertained at the expense of their hosts

in the kitchens of bhe local landowners or merchants or in the cottages

of the wealthier peasants:-

"Hm aa ©to iLEamxH, homjeh bhhom, uparoii, soooiue
-j

y koto bto 6ujio. "

The generosity of appreciative audiences was such that many of the

actors scarcely had time to sober up from one day to the next*

1. I.A. Mokhirev, "Vyatsko-polyanskii variant narodnoi dramy hrmak."
Uchenye zapiski kirov. goa* ped. inst* (Department of literature))
No. 20 (Kirov 19^5)> p. 251.



CHAPTER XYH

COSTIMB AND THE USE OP MAKE-UP IN THE POUK.-PLAYS

I have already discussed in the relevant chapters the types of

costume and raake-up used both in the dramatic rituals1 and in scenes

2
such as "Pakhomushka" where the connection with ritual is very

strong. Within the repertoire of the folk-theatre proper, although

the traditions of the rituals are by no means entirely forgotten,

the general approach to the subject is quite different. I should

therefore like now to examine the use of costume in the mora important

plays of thi3 repertoire, with particular reference to "Tsar Maxi-

millian", but including also "Lodka", "Barin", "Kak frantsuz Moskvu

bxal", and "Mavrukh".

As one examines the various types of costume which appear in

each of these plays several distinct patterns begin to emerge of

which one of the most striking is the military bias which dominates

plays like "Tsar Maximillian", "Kak frantsuz Moskvu bral" and "tlavrukh",

(all of which belong to the repertoire of the soldier theatre), and whose
3

influence is clearly felt in other plays such as "Tsar Irod".

For performances of these plays it was not unusual for the soldier

1. S-u-p-pd. ,-p87fp.
2. Sixpra.; j)./75 ,

3. &*wpia., j>j> .247 -8
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oT other actors to borrow any military uniforms they could lay their

hands on to which they would later add the various specific features

of dress which distinguished one character from another. Abramov,

for instance, tells of costumes for his variant of "Tsar Maximillian"

hired from retired army men living in the district«-

"hapsah hrpaiosihx npeactabjtsnot nopa^o^hym cmscb,

Ha*mnaH c 4>opMH KaKoro-HH<5y.aB wafiopa BpeueH O^aK.oBCKHx

H noKopeiiBa KpHMa H oKaHWBasr nScTpiiM o,$0flHH6M

-j
oTcTaBHoro Aparysa."

The troupe described by kailash also wore borrowed uniforms. The

jkorokhod-fel1 dinarshal is dressed thuss-

"lia hSm co^aatckhli hue o4lh«epckh^ mj'hahp, coo(5paaHO
p

c Ten, KaKoa y^auocB AocTaTB apTHCTau ..."

But elaborate uniforms were not always easy to find and, as

with the other costumes, the folk-actors were content for the most

part to make their own. A wide variety of materials, anything that

came to hand, was used in the construction of the costumes for the

folk-plays - odd pieces of wood:-

"B pysax AepeBaKHHii KpecT hs naaoR," ^ "ca<5jrs AepeBHEHaji;" ^

1. I.J. Abramov, op. cit.. p. 2.

2. "Tsar Moximilliaii", Kallash, p. 6.
3. "xslavrukh", in N.E. Onchukov, oevernye narodnye dramy, p. 134*

4. "Shaika razboinikov", N.E. Onchukor, op. cit. p-99.



cardboard i-

■i

"iiacEa Ae^aeTcs hs Kap^oHa ', "aa nyH^upe noroHk kj$b

BEcaaae saoaeTK ho£.ihhhh hjk cjne^aHHue H3 KapToaa, mjeT-
2 3

Hoii SyMarn h ayMnxn," "acayx <5epeT KapTonnyio TpydKyf" ^

pieces of coloured aaterialas-

"iCacsa ateTea c MaTepma lepaolij" ^

and pieces of 3heepskin for beards and moustaches} straws-

5Ha njienax noroim ita coxomh," "bxo^ht icaaaE a PaxaxB c

pe(5eHKOH, c^ejraHHHw H3 coxomh, " ^ "aa njieaax coxoMGHHHe

7
onojeeTH;"

strands of flaxt-

Q

. AXHHHH6 H30 JibJJ.3. BOJCOCH;"

gold and silver tinsels-

1. "Tsar Maxirnillian", Abramov, p. 6.
2. "Tsar Maximillian", kallash, ho. 1, p. 6.
3. "Lodka", in V.Y. Sipovskii, Istoricheskava khrestomatfva po

istorii ru3skoi slovesnosti, Yol. I,' Part 1 (2nd edit., SPb.1908);
quoted in Narodaaya poeticheskaya satira. edit. V.P. Adrianova-
Perets, p. 246.

4. "Tsar ii^cimillian", Abraaov, p. 6.
5. "Tsar Maximillian", Onchukov, Wo. 2, p-48.
6. A.W. ilalinka, op. cit.

7. "Mavrukh", in W.3. Onchukov} op. cit.. p. 134*
8. "Tsar Maximillian", Berkov, Wo. 2, p. 225*
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"CxpHneTp - naaica odKJieenKan cycsutBHEis 3ojtotom c eyceurb-

Fofi 8B33A0S na BepxyiaKe h AepsaBa - map o<5KJteeHHHfi
4

cycajiBHHM sojiotom;"

paint t-

2"
... sopona h3 xe-aesa h bh8oaohehaj!f

coloured papert-

"KopoHa hs <5yMarn hjih hs <5epecTK c pasiihuh $nrypicaiisi
■5

H3 HBeTHOW H BO-IOTOti dyMai-H;" v "oh nO^HOHCaH ffiHpOKHK

KymaKOM, oKjreeHHM 3oaoMeHoS dyMaro&j H©pe3 jreBoe njreno

noBemaEa HBeTHas dyacaxHaH op^eHCKaa -seHTa, a aepes

npaBoe-aaaKa Ha nopTynee otficjieeHoS 30jiotok (3yMaroM}"M
"na rocioBe KapTOHHHe mecTHaytfHaTHe sopoHK, OBaeeaii®

5
3o.ioTofi dyMaroE."

Among other materials used in the manufacture of costumes for

the folk-theatre were bits of tin, leather, animal fur, oilcloth, and

various types of bark.

Once the basic military uniform essential to "Tsar Maximillian"

and other plays of the soldier repertoire had been borrowed or

1. "Tsar Maximillian", Aallash, p. 7«
2. "Tsar Maximillian", Abramov, p. 6.
3. "Tsar Maximillian", Onchukov, No. 2j p-•
4. I. Mremin, op. cit., p. 233*

5. A. Smirnitskii, op. cit.
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improvised a variety of decorations and elaboration, ribbons, belts,

sashes, medals, crosses and epaulettes, were added in order to

distinguish ranks and characters. By studying eye-witness accounts,

old photographs and the remarks to the various extant texts one can

build up a general picture of the appearance of the main characters.

Tsar Maximillian himself wears a military uniform often approximating

to that of a general, decorated with straw epaulettes, trousers with

a broad stripe down the side, knee-boots and, inevitably, a broad

military sash of blue or, less frequently, red or green material worn

across the left shoulder. Like all the "warriors" he carries a

sword. His royal position is marked by the abundance of medals,

crosses, rosettes and stars with which the breast of his jaoket is

decorated and of course by his tinsel crown. Compare the following

descriptionst-

(1) "CuesaeT o^eac^y cHpTyp BoeHHofi c bhchbihmk noroHaMg.

Ha nrTanax reHepaEBcKHe JOMnacH. nepe3 n.seno roaytiaa

.aeHTa. hotom ecTh h Koposa h3 asejreaa h BHSoao^ena, om§

HMeeT Happy, noToM apg sctb opaeBa. ^eJiajoT cBoepyHHO c
•1

3ojioto# 6ymar«. "

(2) "A h 6hj[ oxer bo Bee napcBoe, b Myiuap e aa n-ae^ax

cShjik rectomrk, a Ha mTaHax kpeth , Ha rpyAH dilXa gpjydag

aehta, 11 boh rpy^t tfhjra yBesaaHa opjieHaMg. KpecTKKaMH h

I. "Tsar Ivlaximillian", Abramov, pp. 5-6.
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3SG310^g:-T? (KS XOCTSHOF). " 1

In one of Kallaah's texts there i.3 a description of how the

crown was made:-

"BnocjeACTBHH emy npaBocaT &opony Taicoro Biua: o(5py^r,

oxBaTHBaJomHfi ronoBy; k Hewy npiyieJEaEH BBepxy .aue bojioch

EaEpecT, npaBHJiBno HSorHynje. iiaBepxy h.ih na JtBy kopohh
p

UEoryia Haxo;,HT^cH 3Be3Aa.

Towards the beginning of this play Maximillian is invested v/ith the

royal regalia, the sceptre and orb, a description of which can be

seen on page 7 of the text.

The royal attributes were symbolic of regal power and authority

and the portrayal of the King in the folk-theatre was not complete

without than. In the variants of "Maximillian" where the Tsar was

forced to take on his challengers in person the crown and regalia were

often laid upon the throne as a sign that the rights of the monarch

were in question and the victor invested himself with the regalia of

the vanquished to show that a change of leadership had been effected.

The symbolic importance of the crown and regalia was also recognised

by the Russian school theatre and the Anglo-German theatre as well,

where coronation scenes analogous to those in "Tsar Maximillian"

1. T.M. Akimova, op. cit.

2. "Tsar Maximillian", Kallash, p. 7«
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also took place: such a scene -can be found in "Akt o Kaleandre i

STsonilde":-

"HaA^eatHT qecapio ATHrpHHy cs^eT Ha TpoHe b nop$Hpe )t

b ir.opoHe, b pyicax hmot cKpuneTp ..."

Very rarely is any attempt made to dress Maximillian in a

historical garb more suited to his role in the play as a pagan

persecutor. A small move in this direction may be seen in the

reference to be found in the Berkov Bo. 1 variant to Maximillian being

dressed in the "garb of the ancient tears", "but in the actual descrip¬

tion of the costume the only unusual note comes in his one archaic
2

piece of clothing, the "Kamzol". A flowing cloak was, however,

often used to add authenticity to his regal appearance.

The other king who figures in "Tsar Maximilian", Mamai of

the Golden Horde, differs from his antagonist basically in his crown

and regalia, although his general appearance tends to be more exotic

with an oriental flavour as in the Kaliash Bo. 1 varianti-

"B npoTHBonojroKHOM yrjty chaht Kopoas MaMat!, oagth#

kek mskchmhjihah, ho b syCnaToS! KopoHe (otfpyn, ot-

/.ejraHHHH BBepxy BydHHicaMn) c nojyMecflneM na HeK . . .

1. "Akt o Kaleandre i ifeonilde", in V.N. Perets, Bamyatniki rusakoi
dramy. p. 7«

2. "Tsar Maximillian", Berkov No. 1, p. 181.
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WtamA jepoK** B pyx-ax cK^imeTp m Aepxasy c noxyuecsinew
,, i

naBepxy.

The royal prince Adolf also wears military dress, but rather

that of an officer than of a general, complete with sword or sabre.

He differs from hi3 father mainly in the lack of a crown (although

not always) instead of which he is provided with a military hat or

helmet made from gilded cardboard. His costume is not so elaborate

and he wears fewer decorations. An essential feature of his "dress",

the heavy chains which are a part of his punishment, are added later

in the play.

The dkorokhod-fel'dmarahal's costume is basically similar to

that of his master and the royal prince except that his medals are

fewer in number and he wears a red sash rather than the blue one

associated with the Tsar.

It is interesting to compare the costume of the royal personages

as presented in "Tsar liaximillian" and "Tsar Irod" respectively, for

whereas in the fozner play historical costume is veiy rare, in the

religious drama there is a definite hesitation between the traditions

of the vertep which gave the original impulse to its creation and the

traditions of the soldier theatre which had a very strong influence

upon it. Thus Tsar Irod in one variant may be dressed much like

1. "Tsar Llaximillian", kallash 1, p. 10.
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Maximillisn:-

"B cojtAaTCKoii KyH^ape, uoBepx noToporo HaKHHyTa

Kpacaaa xaHTKH, on uoAixoacaH hhpokhm flffMtSMHI, oiwieeEbiM

aoxoneHoii fiyMaroil, Hopes -leBoe iureHo noBenaHa EBeTEaa

CyMaxKaa op^eiicicaa JienTa, a nepe3 npasoe - nanKa Ha

nopTynee odiwieeHoii 3ojiotoB 6yMaroIl, na roaoBe EapTOHEasr

Kopona, odKEeeaas so-aoHeHcJi: dyisarca, Ha pyicax 6e:me
-j

nepnaTKH.i!

In another variant the three kings are clothed quite differently

and resemble their predecessors of the vertept-

"ohh b (50.ikjc, hhcthx copohkax, "rapKo"ehiiihthx}
T

BOJKBOSeasna hiiipokhmh EBeHSKH iroflcaMH; ,nBe hhpokhx-A

jishth oCxBaTHBafOT Ha^KpecT rpyn&, icaic opap ^naKona; na

rpy^ii hkohh c H30<5pas:eHHeM pos^ecTBeiicKoro BepTena, Ha

roJioBe KapToHHHe mecTusyfiHaTue jcopoHii, oswreeffise 3oxotoii

<5ywaroa, yKpameHHHe cepetfpjmiiMH 3bcsasmh h KpecTaMH

» 2
• t «

The liaperor Napoleon, on the other hand, who appears from time

to time in the Bussian folk-plays was not depicted in either of the

ways mentioned above. As a real historical character of what was to

1. I. Sremin, op. cit.» p. 233^

2. A. amirnitskii, op. cit.
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the folk-actor the none too distant past, his actual appearance was

widely known even if only through the caricature portraits of

folk-pictures and cartoons contemporary to the 1312 campaign. In

the plays he therefore retains the costume with which we usually

connect his pictorial image*-

"
... e <5e.mx HTanax, <5oT$oprax, MyHjupe k Tpeyro-iKe." 1
Ail the warriors who take part in the duel scenes in the second

half of "Tsar Maximillian" wear military uniform. The chief of

these, Anika-Voin, retains the epaulettes, sash, etc. of the royal

characters but is, like the knightly enemies he defeats, without

military decorations. He usually carries both a sword and a spear.

Among the other knights who take part in the duels the Hussar and the

Black Arab tend to be the most striking, the former by a certain
2

amount of extravagance in the colour and style of his costume, and

the latter by the fact that he i3 all in black;-

"FiHAJsaK, nepe3 npaBoe mieno KpacHaa JieHTa, ctfoky

ca6xr, na ro^ose nephaa sanka^ jihho eawapeHo cajseM hjih

aa neM nepHas KHceftica."^

Herod's bodyguard in "Tsar Irod" and the officers who bear the

1. A.N. Malinka, op. cit., p. 38.

2. See e.g. 'Tsar MaxLmillian", Berkov, No. 2.

3. "Tsar Maximillisn", Gnchukov, Ho. 2yP-'f8-
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coffin in "Uavrukh" are all dressed in ordinal military unifortas.

The predominantly military note in the costumes of these

characters is a further proof that the plays in which they appear

had become a part of a specifically military theati'ical tradition

within the wider range of the folk-theatre itself, a tradition where

high rank and royalty is identified, no matter to what period it

belongs, vdth the full dress uniforms of the Tsar or Prince acting

in their military capacity and warriors or knights with the style of

dress familiar and contemporary to the soldier actors themselves.

This is particularly significant when we consider that these conven¬

tions persisted even when the plays were being performed neither in

the garrison nor by a military troupe.

In the popular folk-play "Lodka" which was not essentially a

part of the military theatrical repertoire the traditional costume of

the actors in the serious part of the drama Is quite different. All

the robbers, including the Ataman and the hsaul, are almost invariably

dressed in scarlet shirts with broad belts or sashes behind which they

stick their weapons:-

"mcayji 6hia. b KpacHyio AJUzBMya pydamicy, aancscaHHyia

tiepH&K KymaicoM} b canorax —j cSpoKH jzupoKHd* ensue,

HanymeHHiie Ha xe^TLie canora - snara. Ha rojioBe - na^Ma."

1. "Drama o lirmake", p. 251.
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"AfftMUl ... a Kpaciioh pydanice, na boaqbc manica, cadaa

AepeBHHHaa, na rpyaa Meaaaii, yea h dopoaa . . . "

The weapons which they carry are many and varied on the principle

that the more the robber is able to produce the more ferocious and

realistic his appearance. The Ataman in "Mashen'ka" has a formidable

array J -

"Ha mee pebo-sbbep bhcht na anype, 3a no.aeoM aaMKHjT
2

nxicTojreT h KEExa.1, c <5oay bhcet snara ..."

and the Esaul from "brama o Ermake" likewise s-

"Ha he*m - boheckhe ^ocnexh, men, JiyK, ctpe^h, b

pysax ttmfb;a, ihht, nansca; sa iioecok - nnctcaet. " S

The military influence is not totally absent from "Lodka", for

in some cases the play was extremely popular in areas settled by the

Cossack regiment as in the Don region and the Urals. In these

Cossack texts there is a tendency to make use of aspects of Cossack

military dress. for example the robbers i» Golovachev and Lashchi-

lin's "Ataman Surya" were dressed in Cossack ohekmeny trimmed with

silver lace:-

"... MyiunpK c noroEaKH, mapoBapaHH c .laMnacawM h

1. "Shaika razboinikov", Onohukovj p-99.
2. V. ibbrovol'skii, op. oit P117- '

3. I.A,JHckircv/ oj>. cifc., j>z5i.
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Jianaxaiax. " 1

similarly, the Ataman in the 2nd text given in the collection
5

"Itorevolyutionnyi fol'klor xia Urale" is dressed thuss-

"B KpacKoii pydaxe, b EHAsaice c iioaicobhh^ibkmh

snoxeTaMii c khctehh (ypaascKol-i KasaE&of; ,uibhshh) , aaasa

c spacKHM eepxoM, b Bxjse TpeyroxBHiiKaj nepeKHHyT Ea <5ok
2

c eopedpsHod xchctjao aa icoHne sepxa."

But on the whole the semi-romantic, semi-historical popular image of

the early robber-heroes was not fixed to any specific military tradition.

The dress of the Ataman and the Esaul was distinguished from the

rest by being more elaborate and often richly ornamented with braid
3

and silver and gold lace, like the Ataman in Aipovslcii's "Lodka"t~

"B KpaeHoft pydamice, ESpnofi no^^eBKe, qepHoi* ci-saiie,

... no^eBKa xi rurxma doraTo yicpameim 3oxoToii dyMaroii."

The characters and costumes discussed, above form two quite

separate but internally coordinated groups, in the one case the warriors

and the royal characters, in the other the robbers and their leaders.

..ithin the groups only small variations are made to distinguish one

member from another, but characters not belonging to the group are

dressed quite differently.

1. V. Golovachev and B. Lashchilin, op. cit.
2. V.i. Biiyukov, cp. cit., p. 47*
3. In ?,N. ~BerKoVj R-ussxra-ya narodnaya Crania xvn~~xx *■> p.i+3
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Characters outside the group fall into two main categories»-

(a) those who belong specifically to the ''plot'' of each play

(such as Preklonskii the captured girl or the rich landowner in

"I©dlca");

(b) stock, peripatetic characters whose role is not fized in

any one play and who belong jointly to all or most of the genres of

the folk-theatre (such as the gravedigger and his old woman, the Jew,

the parodied ecclesiastical characters, the doctor, etc.)*

The former are usually "serious" characters while the latter,

since they belong to the humorous interlude scenes, are mainly comic.

Many of the incidental characters in the first category do not receive

any kind of special costume but appear in more or less everyday

clothing. Such is the girl captured by the robbers in "Lodka";-

■j
"IlepeoAeTHffl napeHB, b ©dice h njiaTse, Kitcea na jrime,"

or Preklonskii, whose impoverished state is, however, underlined by

ragged garments. i-achel in "Tsar Irod" is dressed as an ordinary

Bussian or Ukrainian peasant woman as in the vertep prototype

"Xjtoneu, oaetlift b sencKoe rijeatse c tpsnohhoii kysjcoa b
p

pyicax," "Bhxoaht aKT§p, o^ethm b xenckhb, MajiopyccKMfi
X

koctkm, npHXHHaa k rpyAM pe<5eK©a, csepEyToro 23 TpanoK."

1. "Shaika raaboinikov", Onchukor, p-99.
2. I. hremin, op. cit., p. 233*

3. Ibid.
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Itven the goddess Venus who apneas frequently as one of Tsar MaxL-

millian's challengers is not exotically dressed as one night have

expected. Played, like the other female characters, by a boy in

female clothing, she wears peasant dress, sometimes holiday finery or

a costume slightly more elaborate than ordinary everyday garb. In

the film variant of "Tsar Maximillian" which I saw in 1963 she had

on a long white dress with a t'weed jacket over it and a scarf on

her head. The old woman who 3ometime3 accompanied Marko, the

gravedigger, was also dressed in peasant style, e.g.:-

"B necTpHAHHEOM eapa^ane h bo bc^m cTapyne^BeM y<5ope,

KS.K HO—KpeCT££RCKH XOAHT, Ha TOJIOBe KHHICa. "

There are, however, other incidental characters whose role in

the play is to fulfil some particular professional function. These

are immediately recognisable from theirappearance which underlines

their respective callings. 'Hie court executioner and the smith who

chains Adolf are obvious examples of this type of costume. The dreaa

of Brambeus is quite striking and very distinctive. In it red is

the predominant colour. He usually wear's red clothing of some sort

-- a red shirt, a jacket with patches of red somewhere upon it, red

trousers or a red hood or cap (kolpak). In one case,among the variants
£

known to me, bis arms are painted red. Som&tiraes he also wears a

1. "Tsar liaximillian'1, Berkov Ho. 1, p. 181.

Z. See inira.p.540.
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black mask. Traces of the .alitary theme from the warriors can he

detected now and again in his dress. High hoots may he worn, or a

military cap. Like them he carries a sword, usually in addition to

some other weapon such as a spear. Not?, for example, the following

descriptioni-

"EpaMCJeyc - b h§phoH Macice, c tfltpttOfe maeMOM Ha roaobe,

c nepEHMii nep&HKH Ha nnieKe, b aaeyHeiiHiix pyicax, bh-

KpameHHirx b spacHya apacBcy, o<5Ha«§HHafl caoaqt oh b

Kpacnya py <5 anicy. " 1
The smith is always identified hy his hammer, long apron and

various other signs of his trades-

"CUeT no-My&HHKH, b pydaxe, b uranTHx, e>es siaEKK, apa
2

(fjapTyice, Been b yrocsbei" ''kyaueu npn o;aprr,yKe, c jcjcemaMn
■z

b oahou pyKe, c MO.HOTKOM b ^pyroS. " ^

This method of identifying characters is similar to that used

in the school theatre which was largely based upon a tradition of

symbols. According to the principles of the Jesuit theoretician of

this school, Francisco Lang, each character had to have his proper

costume, each being distinguished from the other hy some symbol which

1. "Tsar Maximillisn", Kallaah no. 1, p. 9»
2. "Tsar iviaximillian", Berkov No. 1, p. 181.
3* "Tsar Maximillian", Beikov No, 2, p. 227*
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indicated his rank, profession, etc. Thus, soldiers were differenti¬

ated by their swords and spears, workmen by their hammers and tools,

peasants by their agricultural implements.^

Symbolic representation of character is by no means limited to

the 3ericus parts of the follc-drama but can also by found in the

humorous scenes. Characters like the Doctor, the Barin and, to a

certain extent, the rich landowner of "Lodka", all received this sort

of treatment. fie actual clothing of the Boater varies from one text

to another. Some of the costumes, for instance, were intended to

look particularly German since this character was often supposed to

have come from Germany, e.g.i-

"CUe'r na JiaA", mraa, ysKHfi, 6e^uti kktcjcb,

ysiCHe mtakh, na Horax nyjiBH at (SanHaicH, b pyieax sehk,

Tpy<5Ka h MOXOTOK . . . " ^

But the essential ingredients of the costume were to be found in the

various properties connected with the Doctor, in particular his

spectaclesi-

"A kto na hoc ohkk Ea^eneT h ^toKTopa npe^cTaBjraeT," ^

1. V. Adrianova-Perets, "Stsena i priemy postanovki v ruaskom
shkol'ncm teatre XVII-X7III v." in Starinnyi spektakl* v Boasii,
ed. V.N. Vsevolodslcii-Gerngrogs (Leningrad 1928), p. 47*

2. "shaika razboinilcov", Biryukov, No. 2.

3« T.M. Akimova, hp. oit.
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medicine bag and a variety of medical instruments, clyster pipe,

hammer, bottles ana phials of edicine, etc. Typical are the

following»-

oktop yjihty - b <5eaoit khteae, b oHitax, b pyicax cymka

hjih caKBOHac," nb kopctkom niiasanke, <5pK>KH na BiinycB,

na ro.icse icoTeaoie, a^hhhh^ hoc, h AAUHHiie h30 jebhe

bojtoch, b OAHofi pyne Tpoc?oHKa, b Apyroii ny3HpeK c ienap-
ctbom. m

Although the barin is presented in more or less everyday' clothes

he is always made clearly recognisable by several features, the most

typical of which is his general stoutness and fat stomach. Among

the other attributes which are constantly associated with the barin

are a walking-stick, a straw hat, umbrella or a pipe. A good example

can be seen in Berkov's variant of "Barin"s-

11xi KpacEoM py6axe k muxaice; na ajrenax ccAOMeimtie

anojieTxi} Ha ro-aose co-aoneHHaa mJtsna c BHpeaaHHHMn

«|)HrypKaM}i as dyidam; b pyicax Tpocra, ykpamehean <J>Kryp-

KaME H3 6yKarn."^

The scenes in which the barin is a central figure are of course

satirical in content and this affects the physical appearance of the

1. "Tsar Maxiaillian", Onchukov, No. 2jP-48.
2. "Tsar Maximillian", Berkov, No. 2, p. 225«

3. P.N. Berkov, Russkaya- narodnaya drama, p. 46.
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characters as wall as the dialogue. One of the features of satire

is the exaggeration or distortion of reality and this is what is

seen in the barin scenes where the fatness of the master and the

exceptionally ragged appearance of the sen-ant are deliberately

emphasized as in the "Komediya ob Aleshke malom i barine golom";-^

"AaeMica MOJrwt otiJiatrsuaca b h3opbshhhM ^oHe^Bsa iiohhtok,

cmnmji canorn, at doco£ c pacTpenaHSHivin BoaocaMH. SSedjNfc**
2

dapeicoro HaeiiHoro azyry . . . " ~

A similar effect was obtained in the parody funeral and wedding scenes

of which there are several among the variants of "Tsar Maximillisn".

As in the similar scenes in "Pakhomushka",^ the priest was dressed

approximately as in real life, complete with various attributes of

his calling, holy books, cross, censer, etc., but the strange manner

in which these were made created a comically grotesque effect rather

than a realistic one.

The costumes of Markushka the graved!gger and of death and the

Devil respectively fall again into separate categories- M&rkushka's

dress is basically that of an old Russian peasantj-

"B KacjbTaiie, bojioch h dopoza AJraHHe, e tojctoM naaxofi

1. E.N. Cpochinin, op. cit., p. 284*
2- Ibid.

3« Svi-prdj ~P'iSb.
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5 pyaax, b xaaTEx u a oa^yjc&x, maiiica Myxiiiu;aH a see -

HOMyXEItfGH , "
ori-

2
"B padoneM, BpecT&aHCKOK luraTBe c TonopeEEoM."

But hi3 true nature is revealed by constantly recurring features,

namely the sheepskin coat which he wears inside out and his humped back

connecting him with the ritual foci of Russian and other European

agricultural ceremonies;-

uCTapnK MapKo rpodoKonaTeJEb, b noxymydKe na Bepx

mepcTbK), Ha cnHHe ropd, e cTapeEBEoM aisne, b pyicax poxoie
X

TadaK HExaTB, a naasa, can b Masse." ".hejjyiiiica ~

rpodokonatexb - c ^jihheoI! k^ohkob&toi! dopoaom, b no.ay:EydKe

obhhhoS napysy, cropdxeHHuM, e naxKoil b pyse." ^
Devils appear rarely in the folk-theatre out3iae the vertep.

When they do they are represented as black, hairy creatures with hornss-

"o^eT b see odTSHyToe Hepnoe, Ha pysax nepHHe nepnaTKE,

«3HHo BHwasano caxeii, Ha roxoBe manica c nepHHM MexoM,
5

BHBcponeHHHM napyxy."

1. "Tsar iiaximillian", Berkov No. 1, p. 181.
2. "Tsar Llaximillian", Onchukov, No. 2,P-48.
p. "Tsar -aximillian", Abramov, p. 7*

4« "Tsar Iviaximillian", Kailash No. 1, p. 10.
5- "Shaika razboinikov", Biryukov, No. 2.



545 -

Although their occasional appearance in ploys like "Mashen'ka"# "Tsar

Maximilliar." and "Lcdka" is probably the result of borrowing from the
i.

vertep there is in their appearance an element too of ritual origins,

to be seen particularly in the copious use of soot for the blacking

of faces and hands and the wearing of fur or sheepskin turned inside out.

Death in all the folk-plays closely resembles the figure in the

vertep. As in the puppet-theatre5 the figure is invariably feminine,

is dressed from head to foot in white (a 3heet or nightgov7n) and

carries a 3cythe.

In certain cases make-up of one sort or another was used in order

to further enhance the appearance of the actors, to emphasise character

and type, to heighten an already grotesque effect. We know for

instance that where long hair or a beard were considered an embellish¬

ment to a character these could be simply made from strands of flax

or tow or any other suitable material. .Such treatment was often given

to the "ecclesiastical" characters whose long hair wa3 a necessary

part of their appearance, or characters who are intended to look old

like the gravedigger or even, on occasions, the starosta in "Darin".

Thus the starosta who appears in several variants of "Lodka" has a beard

made from flex. The Jew usually has a beard and even Tsar Maximillian

for whom a beard was essentially a sign of age and dignity sported one

on occasions, e.g.<-

/, S'U^p-fcl
Z. Ibid,
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"

rycSe npnaa3aH jlogz&t Mcpuoll OBHHHit,

3ai".eHftBuixxii (5o;;o4y M yen."''
Clearly some actors were prepared to go to considerable lengths in

order to produce the desired effect, as a description of the making

of a wig for the "Doctor" shows. The doctor in this case was to be

shown as bald. hirst of all a piece of leather of the requisite size

was found, soaked and then stretched over a heavy, rounded weight to

give it the shape of a head. Kair of a bright, gingery colour taken
2

from a dog was then attached to the leather and the wig was complete.

eyebrows were darkened and whiskers drawn in with burnt cork.

The Black .Arab in addition to his black costume frequently had his faoa

blackened with soot. Cheek colour could be heightened by using dye

from red-coloured paper.

All these paints, crude as they may seem, are a further illustra¬

tion of the care taken by the folk-actors over producing an effective,

satisfying and, to a certain extent, realistic appearance, in spite of

their lack of means and the limitation of materials available.

I have previously pointed out some of the main characteristics

of the costume and the general visual presentation of ritual and ritual

1. A.I. Sobolevskii, Introduction to H.S. Vinogradov, Karodnava drama
Tsar Makaimilian, etc.

2- "ohaika razboinikov", Biryukov, No. 2.

3* Su-pra. -j3v. 81-$/ 109-110 etc..
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drama• In the plays of the folit- theatre proper, su though ritual

elements are not entirely absent, the overall effect bears little

resemblance to that of the ritual. In the ritual the emphasis was

upon the outcome of the action and the action itself was important

only insofar as the outcome depended upon its correct and efficient

functioning. This naturally influenced the visual side of the per¬

formance, including the "dress" of the "actors", animate or inanimate.

These were significant not in themselves, as individuals, but as the

bearers of an idea, a symbol, and therefore they were presented in

such a way that only, or at least mainly, those features essential in

the given ciroumstances were included. The aim and consequently

the processes of the folk-plays were quite different. In the folk-

theatre the action is itself the important feature along with the

portrayal of the characters and the development and interplay of

their relationships. TOach character and his role within the play

has to be made explicit. However, it is quit9 clear that within

the scope of such plays as have been under observation psychological

analysis, although advanced by comparison with the ritual, does not

progress beyond a rudimentary level. In the absence of both a

highly developed plot and deep characterisation, one of the simplest

methods of presenting characters and their function is by means of

costume, which must necessarily be both striking and immediately

recognisable. In other words, some form of visual entertainment is
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necessary which can act at the sumo time as a pivot upon which to

fix the attention of the audience daring the often amorphous collection

of characters and repetitive action typical of such plays as l'Iodka"

or "Tsar MaxLmillian". It is for precisely the sane reason that the

characters announce their name, title and position during their

opening monologue.

The costume of the Bussian folk-actoro does, on the whole, fulfil

this function, since each of the main characters i3 dressed in a way

which distinguishes him once and for all from any of the others. In

fact one of the most striking features of the costume in the folk-

theatre is the diversity of types and methods of costuming to be found

not only between different plays but even within the framework of a

single text, such as the mixture of military influences, symbolism,

attempts at historical accuracy and remnants of ritual masking to be

found in "Tsar -.aximiilian". In fact, few of the characters in the

folk-plays belong to the same dramatic or literary tradition but are

drawn from a wide range of different sources, from the ritual ded to

the historical Napoleon, from well-known ethnographical types to

fictional heroes from popular literature, from sixteenth- or eighteentk-

century brigands to characters in the style of nineteenth-century

sentimental romances. All of these retain the dress of the group or

type to which they belong and there i3 little or no attempt to rational¬

ise the diversity. All exist together according to the peouliar form

of logic typical of the folk-theatre. Even within one of these



- 549 -

distinct groups of characters variety and a refusal to follow the

unified pattern generally accepted in the literary theatre can be

observed. Thus, for example, Maximillian, Adolf ind the knights are

all recognisably of one group, set apart from other members of the

cast. All wear pseudo-military uniforms. This is in itself a

unity. But the unity proceeds no further and uniforms representing

not only different regiments but also widely different historical

periods are found together. The important factor in the recognition

of these characters was simply "military" without any more specific

definition.

Such disparities and diversities are a significant part of a

wider phenomenon typical of the folk-theatre, that is, the strange

mixture of realism with an adherence to purely arbitrary conventions.

It is pure convention for instance that the Tsar, Prince and knights

should be dressed in pseudo-military uniforms which reflect neither

the period to which the action properly belongs nor even, in the case

of actors from peasant or urban proletariat communities (and only

spproximaidy in the oase of military actors) the garb of contemporary

society. Yet within the convention every attention is paid to detail

and accuracy. If by the convention Maximillian was to resemble a

Russian general then it was the task of the folk-producers to make him

as resplendant a general as possible and much effort and ingenuity was

spent on the creation of his uniform and decasctions. To be true to

an accepted convention is after all a form of realism.
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However, at this juncture another point enters in, for the

often illogical juxtaposition of different types of costumes nay he

regarded as a direct result of the aims of the folk-producer which

were not those of the modern producer. As far as its characters

and their presentation were concerned the folk-theatre was not speci¬

fically interested in logic, realism or attention to purely historical

accuracy but rather in recognition and identification. A modern

director may go to a great deal of trouble vdien presenting a historical

play to make his costumes accurate, often down to the minutest detail.

This may afford his audience and himself, educated to such methods,

visual, aesthetic and intellectual pleasure. 'The folk-plays

"Lodka", "Tsar Maximillian", "Ksk frantsuz Moskvu bral" and "Mavrukh"

are all, in the sense that they depict characters and events from the

past, "historical", but the main intention behind the presentation of

the characters remains essentially ease of recognition, which may have

nothing at all to do with the characters1 relative historical place.

Subtlety is not one of the characteristics of the folk-theatre.

Distinctions are clearly drawn - highborn or rich versus poor or

peasant, good versus bad, comic versus serious or tragic. ^ach

character must be known at a glance for what he represents and the

desire to avoid mistaken identity often leads to exaggeration. Tims

in 3ome variants Tsar Maximilli&n's uniform is decorated with an absurd

quantity of decorations of all kinds, while the Ataman is armed to the

teeth with every conceivable type of weapon.



"he necessity for immediate recognisability of the characters

and for the strict adherence to the convention of dress and behaviour

to which each belonged was in part a result of the retention of

audience participation which had been an integral feature of the ritual
i.

drama. One of the major differences between the literary and the
&

folk-theatre is the reactions of their respective audiences. Oven

in the nineteenth century the folk-audience felt an obligation not

merely to watch but to participate in the drama. The audience

identified itself with the plot and characters, condemned Maximillian,

pitied Adolf, laughed with Afon'ka at the barin. It wa3 one of the

pleasures of the 3how to be able to recognise old friends or old

enemies whose appearance followed an unchanging pattern, and to enter

with them once more the strange world of the drama where reality and

fantasy met.

The folk-theatre on the one hand set its characters apart from

the audience by the use of various conventions, distortions and

exaggerations. But at the same time the basis of the costumes was

usually familiar either because it was borrowed from everyday life,

like the soldier uniforms, or the costumes of the barin, Afon'ka and

the gravedigger, or relied upon commonly accepted symbols and principles

Through the use of costume and other means the iiussian folk-

1. S-u-pia. jdjp-23-26.
a. Infaz , p.575 ft.
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actors contrived to achieve a strange balance between historical and

contemporary events, creating an environment and a time scale which

was neither completely real nor totally fictional.



CKAfTMR XVTIJ

TEG AETISTIC MKTSODS OP mo T'OLK-ACTGEo

In the previous chapters T have tried to give some idea not

only of the sort of people who were accustomed to participate in the

amateur performances of folk-plays but also of the manner in which

they were dressed for the various roles and the way in which these

costumes were prepared. The next task is to discover, if possible,

the conditions under which the actors were required to play and the

various methods used by them in the declamation of their speeches

and the presentation of the characters they were called upon to

portray. This subject has been largely ignored by folklorists and

theatrical historians and a representative picture can only be built

up by careful examination of the texts themselves. Most of the

material thus obtained relates specifically to "Tsar Maximillian",

the texts of which tend to contain more relevant information in the

form of brief remarks and footnotes than the other folk-plays.

There has been a general tendency among scholars and others to

express surprise at the immense popularity enjoyed by such plays as

"Tsar Maximilliah" and to regard both the content and the manner of

presenting them as naive, dull and completely lifeless. Thus,

oergei Aksakov, describing a soldier- performance in the 1850s, remarks

- 553 -



tbcit the doctor and his assistant were "the only animated characters

in the whole performance". 1 typical assessment of "Tsar liaximillian"

came too from Professor Veselovskii who expressed himself puzzled not

only as to the origins cf this "apparently negligible comedy" but

even more as to it3 popularity throughout the length and breadth of

Russia.^

This view of the artistic talents of the folk-actors requires

considerable modification for, as I hope to show, the apparently

primitive acting methods of these people were by no means entirely due,

as is usually inferred, tc ignorance, stupidity and lack of taste.

After all one 3hould not forget that most of the extant texts of the

folk-plays belong to a period dating from the iiod.ia of the nineteenth

century, that most of these do not come from very remote, outlying

regions and that, moreover, the traditions of the literary theatre

had for long been an established and integrated feature of Russian

cultural life, not only in the big towns but in the provinces as well.

-i ore v/ere many theatres not only to cater for the tastes of

the intelligentsia and upper and middle classes but also, from the

first quarter of the nineteenth century ^ onwards, a swift development

1 .Al. Sobolevsviii , op.cit.;p-i4-.

2. I. J. ibramov, o>. cit., p. 1.

j. In the 18th century there was, of coarse, the Urban Democratic
Theatre; see supra, p
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of theatres designed for the eot ortainaent of the "masses", in Moscow

end Peterstorg and in provincial centres. Many of these theatrea,

functioning principally at the times of the major holidays, in particu¬

lar Shrovetide and Easter, made an important contribution to the

stimulation of interest in and enjoyment of the stage among the ordinaiy

people, and, in general, to the history of popular' drama. Among the

best known of them may be cited the balagan theatres of Lemon, Legat

and Gagner in Petersburg during the 18306, Malafeev's theatre on

Admiralty Square in the 1880s or Alekseev-Yakovlev1s popular theatre

"Pazvlechenie i pol'za" (1889-1897) on the lileld of Mars. Later,

towards the end of the century, there was the foundation of people's

theatres with an educational and enlightening function such as the

"Vasileostrov Theatre" for workers (1887).

The traditions of the legitimate stage were well within the

reach of many people during the course of the nineteenth century and

folk-actors could not have remained entirely ignorant of them. What

does seem surprising is the fact that the methods of the folk-theatre

managed both to present and to maintain, in spite of influences from

outsile sources a surprising degree of homogeneity which is still in

evidence even in the latest records including the 1962 film version of

"Tsar Maximillian" from the Gorky oblast'.

much in the folk-drama depended upon the imagination of the

audience and methods ox presentation were largely influenced by the
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limitp.t5.ons iir.nose<3! by the saatcj- and seasonal nature of the

oompanio?' activities-- The conditions under which they performed

did not permit of much in the way of refinement whether of movement,

gesture, speech or general delivery. Clearly no theatrical building

or proper stage was available for the folk-actors. The nature of

the space upon which they were invited to perform could vary not only

from year to year but from day to day or perform"*"anca to performance.

The better organised and prosperous troupes might manage to hire a

barn, an outhouse or a room speciallj'- for the occasion, but most had

to be content with the kitchen of one of the large houses in the area,

whether this belonged to the local landlord, a wealthy merchant or

one of the more well-to-do peasants. If no room could be provided

a suitable space had to be cleared in the open air. In the summer,

of course, this was the rule rather than the exception. The itinerant

and purely temporary nabure of the troupe had an undoubted effect upon

the character of the performance. Cumbersome scenery, backcloths

and stage props were obviously out of the question for a small band,

travelling from house to house, often to outlying districts and in the

depths of a Russian winter, uncertain moreover of the size and appearance

of their next stage. -iven a curtain would be an unnecessary en¬

cumbrance. The only large piece of equipment really needed on 3tage

in any of the folk-plays was Tsar Maximillian 's or Tsar Herod's

"throne" and this could if necessary be constructed on the spot from

one or two chairs placed together. The throne might then be suitably
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decorate3 to convey a more realistic impression ae in one description

from the play "Tron" where a tall chair ifl embellished by a height¬

ened back made from pieces of stick covered over with a strip of

cloth and decorated with gold paper."'"

Properties too were kept to the absolute minimum, and apart

from some objects like the swords for "Tsar 'haxdmillian'' which were

specially made, were confined to things which were small and easily

carrier or which could be Tarrowed immediately before the performance,

such as- a snuff-box for the gravedigger, a walking-stick and box of

pills for the doctor, a hammer for the smith, a straw hat for the

barin, etc., etc.

As there were no wings the normal methods of exit and entry

of players could not be observed. We find therefore that the players

evolved various means of their own for grouping themselves on stage

and for arranging their exits and entries. This latter presented

little difficulty when performances were talcing place in a room where

either a corridor or another separate room opening off the fix-st was

available. In such cases the actors simply entered and left when

required from one to the other. Audiences were seated on benches

placed round the walls of the room. Other ways of arranging the

actors, whether indoors or outdoors, also existed. It was possible,

1. A. dmirnitskii, op. oit.
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for instance, for them simply to stand among or alongside the audience

and to emerge from the crowd when called to the centre of the acting

area. However, even taking into consideration the small amount cf

available evidence on the subject, it seems clear that two main

methods of organisation were used. According to the first of these,

actors were arranged in two straight lines on either side of the

main area of the action. In "Tsar Maxiaiilliari" this would be the

royal throne with the Tsar placed in a central position. T.ach actor

would step forward from one or other of the twc lines to declaim his

speech before the Tsar and then return to the line when he had

finished. Typical of this sort of arrangement is the Abramov variant

of Tsar iaximillian:-

"Bce WWTT ca<S^H H3 nosen X ctqhobhtch gptXMMMEKi
1

phasme i snepeA BHCTynaeT napcKHA ckh . . . ",

and the scenes from "lodka" which preface Volkov's variant of 'Tsar

Uaxiiaillian" s-

"mhqr abymh aiepeHraim boehob xoaht bohh . . . " ^

This also happened in the 1962 film version of "Tsar Maximillian"

where the action took place between two lines of actors. According

to the second method the actors formed a circle or a semi-circle

1. "Tsar Tlaximillian", Abraaov, p. 7*

Z . VoIkoVj op. cit. 3i5->
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around 'I^xixillian and the tfcroue or the Atam&n;arJ. st«ppe-l from the

periphery to the centre in order to deliver their lines. Ifote for

instance ---

"Bee y^acTEKKH npe.ncTasjieHHH S8X0JUNF aa cepe^HHy

i-oC>H ii oSpaayioT Kpyr, 3 cepoAKiie KoToporo cTaHOBiiTes
„ 1

,4pyr npoTHB Apyra ATaMan h Ocayx/

ort-

"y^SMVKUOl npe/.cTaB^eHHH o6pa3y©T uocpe^H hs6h cbo^o.seh^
2

no-iyspyr, na epe^HHy Ko^oporo bhxoah? iiocoji . . .

Once the action had begun there was little movement of any-

specific nature about the stage, probably- for two main reasons. In

the first place, the simple nature of the plot made it unnecessary

for more than two or three people at most to be present on stage at

the same time and their dealings with each other were simple and direct,

with the addressee rarely involving more ;;han the two people immedi¬

ately concerned. secondly, the stage being empty of all decoration

and equipment, even the most conventional, actions on the part of the

actor were restricted to the bare essentials. Those which do remain

are usually very stylised and can be found throughout the folk-theatre,

iluologue was uncommon and the actor, delivering his speech from the

1. "Lodka", lierkov, p. 144*
4. "Tr-ar-;-aximillian", Berkov, No. 2, p. 200.
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centre of th3 "3'saje" would address himself either towards the object

of his worls or else in the direction of the audience» Apart from

this somewhat static approach to draoatic delivery it was also very

common for the actors to declaim their parts while walking back and

forth across, up and down or even round the acting space. In fact,

in view of the number of references to such movements to be found in

the remarks to the folk-plays, it would seem that this was the most

popular method of execution. It occurs in the following exampiesx-

:,H£ueB ''piinapcKoe mraTne", Epawdcya xoaht bqoa a

snepeA nepe^ MaKciiMjuraaHOM h noeT . . . "

'Uoktop BKHiiuaeT us hosch namcy h roBopHT, paexaxwBast

Baa^ h snepep. . . . "

"TycapMH BHniiMaeT manticy h pacxaxrrBan saa^ M Bnepe^
-j

rOBOpHT ..."

orx-

mAaojii>& y^aynetca thxhm isaroM, v. xoaz bsap, - Bnepej

no KOMHaTe, noeT ..."

"BcTaeT c «-poHa k, npoii.aflci> pasa aBa no KOMHaTe,

TOBOpHT ..."

"ilpoxo^HT necKOXBKo pas no KonaaTe, a .3avem roBopuT

it 2
• • •

1* "Tsar Haximillian", Ahramov, pp. lg, 19, 20.
2- "Tsar i.laxiiail]ian", liyakutin, pp. 264, 2'74» 287•
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These are only a few of innumerable such examples. Occasionally

there is a :;ore detailed description such as that in the kyakutin

text of "Tsar Maximillian" where Maximillian, as he declaims about

his royal power, takes up a stance with his right leg sli :htly forward

and waves his revolver in the air, presumably to add force to his

1
words.

host of the movements and gestures to be found in the folk-plays,

except in the comic scenas, are of a very stylised nature. They are

repeated again and again and are orientated towards the expression

of specific ideas or amotions. In the following pages I have attemp¬

ted to present some of those which recur most frequently.

Kneeling, either upon one or both lcnee3, was a constant feature

of "Tron", "oodka" and "Tsar haximillian", particularly the latter,

where adoIf kneels before his father, the warriors before Anika,

Anika before heath and so on. Going down on both knees with out¬

stretched hands is invariably a plea for mercy, used in cases where

death or punishment is imminent. Adolf's speeches to his father are

therefore largely pronounced from a kneeling position, e.g.i-

"AflQJB$:- IIpHXO^HT, CTSHOBHTCH Ha O^HO KOJieHO H TOBOpHT . . . " Z

ori-

i. MyaLKU.ti.Tlt op. Clt. , .

Z. "Tsar llaximillian", Onchukov, No. 2, p. 52.



*„o „, conrx>BO aei ..." Airjzr.r. porsa::",

* 1
IIOAXOAHT K Tpoiiy H CTaHOBHTCfl Ha KOJreHH ...

In "llashen'ka" and "Lodlca" the heroine pleads with the robbers on

her knees, in the "Khivoi vertep" it is kachel who kneels in the hope

of saving her child. Kneeling on one knee only can also be a mark

of respect or acceptance of subordination before the Tsar or any-

other superior or leader. Thus the Soman.ambassador bends one knee
2 3

before -laximillian, and Anika-Voin does likewise in several variants,

to quote but two examples. Alternatively, falling on one knee may

be a token of defeat and is particularly in evidence during the duel

scenes between the warriors in "Tsar !Iaximillian"j-

"0<5a cxoahtch. Hocdte BToporo y^apa Ahhkh—BOHHa iiMnyjiaH
•>!{.

CTaHOBHTCH Ha O^HO KOJieHO ..."

A similar device can be found in the English folk-theatre where the

defeated warriors retreat to the back of the "stage" where they wait

balanced upon one knee for the end of the performance.

hqually rooted in convention was the scene of Adolf's execution

or Anika's death or the killing in battle of the champions. The

1. "Tsar Maximillian", Vinogradov, No. 1, p. 23*

2> See e.g. "Tsar kaxxmillian", Berkov, Busskii fol 'klor, p.34-8.
3. k.g. "Tsar llaximillian", Onchukov, No. 2^p>b4.
4• "Tsar Haximillian", Berkov, Busskii fol'klor, p. 342.



execution was carried out not behind the scenes, with an accompanying

speech to describe the fate of the victim, as was usual in the School

theatre, but in full view of the audience. Unlike the Anglo-German

theatre, however, the folk-actors made no attempt to give the scene

an appearance of reality by the use of such subtleties as bladders of

blood hidden beneath the clothing. Instead, the execution and the

other deaths were presented in symbolic fashion using any one of a

number of pbssible methods. In some cases the sword would be swung

several times over Adol'f's head, whereupon he would fall to the

ground and cover his head over with his arms in order to show that

he had been executed. In the Myakutin variant of "Tsar Maximillian"

both Adol'f and Anika are dispatched in this way. Another method

can be seen in one version of "Tsar Irod",1 where meath kills Herod

by touching him lightly on the neck with his scythe. Another

conventional method of "executing" or destroying an enemy was for the

victor to lift the victim's cap from his head on the point of his

sword. This action is very interesting, coming as it does from a

purely folklore tradition. It can be observed in the Kostin variant

of "Tsar' Maximillian"a-

"CHH CXCUKTCfl, H AHHKa HO(5HBaeT MaMaS H CHHMaeT

c Hero manisy ..." 2

1. I. Hremin, op. cit.

2. "Tsar iviaximillian", Kostin, p. 115'
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idol' f net his end. in like fashion in the film version from the

Gorky oblast*. The device was also known in t" e Czech folk-theatre.

.ilth.ou.jh sons attempts were made hp- folk-actors to convey

various motions by means of vocal inflection and facial expression

this was never developed to any great degree. hnphasis and point

was often given to speeches, particularly those of a belligerent

nature by the traditional actions of furious sword-waving and

foot-stamping which accompanied them. This can be clearly seen,

for example,in the following instances«-

"ATaMaE (TonaeT__Horoio k kpheht rposHo): - Bcayjr!

dcayji (tohuo Taicxe TohaeT_Horoio M wgtnmt b otbct) :

- ATaan!

and «-

"... (npn 9 tom noco-a: TonaeT_Hprpio 1 pa3, AeJiaer npn§u

caGocei! h oxn^aeT oTseTa. )

Xla-pB: - IIpoEB, ^epsKHii nocojr.

nocoji (Taicxe Tonaa noroio h BBMaxHBaii cadjteil, bobopht) :

2
- 0 BapBap, y<5ia£iia! KpoBonpo.iHBeEi"

.,hen a character rushed on stage wildly flourishing a weapon

of some sort this was accepted as a sign of extreme displeasure and

1. "Lodka", Berkov, p. 144*
2. "Tsar haximillian", Berkov, ltusslcii fol 'Iclor, p. 348.
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was usually the preface to a challenge and duel as is the case herei-

"Me^ueHUHMH aaraioi, Baic 6u ryxsia, buxoaut 6omHa.

IIocEe ee nepBoii penii, Kaic deineEHHfi, pa3MaxHBaa odHa-

seHHoii nanKofi, BHCKaKHBaeT Mapeit . « . . "

"llOKJIOnHBlilHCBkapK) MaKCHMHJIMaHy, OH 6iiCTpO HOBOpaEH—

BaeTca a pH«aps) Mapuy h, BHTanHBian HaiaKy, Ha^HHaeT ex>

paaMaxHBaTB h TonaTB Horawi, Eac'rynas Ha Llapna .... "5

"OdpamaeTcH k oMnyjiany, rpo3Ho iia Hero HacTynan h
•j

pasMaxHBas Ha^ ero tojioboM mamKoil ... 11

Stamping the feet on its own may he used simply to add a note

of authority or to stress an important speech. Thus the actor

playing the part of Adol'f in the film version of 'Maximillian" em¬

ployed it during the scene of his farewell to the world, facing one

by one the four corners of the globe with his sword raised in military

salute and giving an emphatic stamp of the feet at each turn.

The sword, on the whole, played a considerable part in the

traditional actions of the plays and this is one of the many indica¬

tions of the strong military atmosphere which surrounds some of them.

It was customary for those appearing before the Tsar to unsheathe the

3word and perform a military salute and then, after the address, to

1. "Tsar Ilaximillian", Berkov No. 2, pp. 212, 215> 219«



- ;5S -

ret I t t ■ ;C 1 " ; i .. ■-

'CKopoxo.4 dncTpo aosiBAa.evcat mara aa TpH TrepeA napoH

cTaHOBHTca Ha oaho KoJieno, BiiHHMaeT cadJiio, camiaTyeT is

BOnaaeT ec b auicmm c mcBoi. eTopoHn, : . cam mepmaTtofl

aa HeS pyKoi-i . . . • BcTaeT, BKma^HBaeT ea(5m» b hoshh
.. 1

orl_ H yxoaHT.";
"C JU$S cTopon nojiBJiHKTCH ABa Ilasa, ducTpo nOAXOAHT

k cauoMy Tpony, ,z.emaiaT "Ha Bapaym" ofiEamcKHUKH manicaMH,

h roBopHT nooHepe^no .... memaDT "nameBo KpyroM",

BKjraAHBaioT manner! b hozhh n njiyT 3a Koponoft . • • .

and «-

"IiapB MaKCHMHmBHH o<SHaaceT maiiiKy is, .aemafl "na Kapaym",
A

p
roBopHT .... BKjra^HBaeT mamicy b ho&hh h ca^HTCH. "

There are even texts where these gestures, so much an integral part

of the action, have, by parody and distortion, become incorporated

into the comic scenes as well. The old gravedigger of Vinogradov's

1st variant, for instance, hobbles in coughing and spluttering and,

saluting with his crutch, makes fun of a device intended to add

importance and dignity to the serious members of the cast.^

1. "Tsar --axiaiillian", nailash Ho. 1, p. 7.

2. "Tsar Maximillian", Vinogradov Ho. 1, pp. 20-21.
3. See j>,3D ,
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In the English folk-plays, actors often tried to place greater

emphasis on their speeches by banging heavily upon the ground with

their swords." This can also be seen in their Russian counterparts.

In the "Tsar Maximillian"™Romanov text Anika beats three times upon

the floor with his spear as he issues his challenge to the world at

large, and in the variant "Tsar Maximillian" —Berkov No. 1 the knight

known as the "Ispolinskii rytsar" beats the floor with the blunt end

of his spear, presumably to attract attention before he begins his

address to the Tsar.

The sword is also predominant in several more important actions,

namely, in the protection of the Tsar from his enemies, in the

carrying out of the dead and in the delivery of the royal regalia.

When Maximillian or Herod is threatened by the approach of a possible

enemy his loyal guards form a barrier of crossed swords in front of

him. In the Myakutin variant of "Tsar Maximillian" as the Skorokhod-

fel'dmarshal rushes onstage the pages in alarm form a barrier over

the Tsar's head. As he makes his way to the Tsar the Skorokhod
2

has to break their blades apart with his own. Similar episodes can

also be found in other texts.

1. Compare supra., p4S9.
2. "Tsar Maximillian", Myakutin, p. 262.
3- See e.g. "Tsar Maximillian", Berkov, Russkii fol'klor, p. 347?

and "Tsar Maximillian", Berkov No. 1, p. 198.
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One of the most spectacular moments in "Tsar Maximillian"

consists of the hearing in of the royal regalia, the crown, the

sceptre and the orb. One receives the impression from all the

variants that this is a scene which was well organised and planned to

gain the best effect. The following description is taken from the

variant "Tsar Maximilllan "-Berkov No. 1 and it shows signs of

careful thought and a sense of dignity appropriate to such an occasion

which helps to refute the casual dismissal of the folk-actors as

primitive and naive

"PacTBopfflOTcst ^Bepn hs<5h, ABa napeABopna Ha 3ojiothx

noAHocax ecyr rcopony napcicyiD, cicnneTp, Aep&aBy, 30A0Tyic

CadJIIC H Hp.. Ba HKMH HA§T CBHTa, HeCKOJEBKO BOilHOB C

o<5naa:§HHKMH cacJjiHMH Ha HJie^o. Bee noioT: - tti k uapio,

naps) HA§M 9 « 9 BOHHH SaxOAHT H nopOBHy CTaHOBHTCH

BOKpyr napcKoro Tpona, aqpxa bc§ BpeMH cadAH na uagho.

UapeABopHH noAxoAHT k caMoMy TpoHy, ctbhobhtch Ha koachh

nepen HaKCHMKjrKanoii h npoTnniBaioT owy uo,-,hocij c nacKvtvm

peraAHHMH .... UapeABopma eHHMaioT e Hero BoeHHyro

^ypa&Ky, MeAann h npocTyio cadnio, HaneBaioT xopony, opneHa,

AaioT b pyBH cKHneTp h AepacaBy, KJianyT npesHne ydopu Ha

noAHoci ii yxoA^T, HH3ko K-mHsacB. CBiiTa BCS BpeMH
-j

CTOHT OKOJIO TpOHa. "

1. "Tsar Ivlaximillian", Berkov Nc. 1, pp. 183-4 •
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In some cases there is more emphasis on the military aspect of the

occasion, the regalia being borne in upon the warriors' swords."*" .

As one proceeds with an examination of the action in "Tsar

iiaximillian", and to a lesser extent in the other plays, one becomes

increasiijiy aware that most of the limited movement about the stage

is of a predominantly military nature. Apairfc from the above-mentioned

examples the list can be extended with many more examples drawn from
2

the traditions and disciplines of a soldier's life. In many variants

Adol'f, after his refusal to give in to his father, is removed in

disgrace under military escort. It is common, too, both in "Tsar

Maximillian" and in "Lodka", for the warriors killed in combat to be

borne off-stage upon the crossed swords of their companions-in-arms.

In such a way in the text in Berkov, Husskii fol'klor, the fallen Anika

is carried out to the accompaniment of a funeral song.^ luaximillian

and Herod are general^ provided with a military bodyguard; Anika is

offered a military triumph for having saved Anton-grad.

One should not forget either the numerous warlike battleeeenes

which are so much a part of dlaximillian and to some extent of "Tron"

and "Lodka'1. Of the construction of these, on the . hole, little can

be ascertained except that each duel was usually divided into three

1. dee e.g. "Tsar Maximillian", Abramov and Onchukov No. 2.

2. dee e.g. "Tsar Llaximillian", V'olkov, Berkov No. 1, Myakutin.
3- "Tsar i-iaximillian", Berkov, kiisslcii fol'klor, p. 357•
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encounters typified by a great deal of sword-waving and slashing.

The only eye-witness account of these duels that I have at my disposal

is a fairly detailed one from Smirnitskii's variant of "Tron" from

the kherson ,ve :. rt:-

"Sposoxayixv cpasenne. Bohiuj, .leBym pyicy 3a

envray, crnhobstea b nosy, HanoMHiiaioiL;;..;: ysyio cyexTOBaJte-

iiyiD gpasy. IlpaBHS Horn iiohtk nepneh^hicyjistpEii aeBHM,

roJiosa noBepnyTa zia nojiyrpyra no nan jar.jeiiHio "cadjnr',

"cad-asf no^EiiTa noxycorHyToi pysofi na bbcoto rxa3;

3atem ohh AQJiaioT ABiicseHne, nanoMnaiomee BEiiajn, ABa tph

y,5apa cadxnuii h tot, kto AoxKen 6htb ydiiT, BiinycKaeT h3

pyic "cadjro" h ria^aeT k horan npoTiiBHiiKa, ho decnoka^ho

HM npHKaciHBaeTCH."

If the actions of the actors show a certain lack of subtlety,

the same can also be said of their manner of speech, a feature which

it held in common with the Urban Democratic Theatre as well as the

Anglo-German theatre. The remark to be found in one text, that "all

those taking part in the performance try to speak as loudly as possible
p

and almost shout their lines", may be said to be typical. In

addition it should be noted that the voices of the actors tended to

1. A. dmirnitskii, op. cit.
2. "Tsar iviaximillian", Vinogradov Do. 1, p. 18.
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lack the natural inflections and acquired through much repetition a

strangely monotonous intonation, faster than normal speech and with

a rising and falling tone reminiscent of a chant. This was the

general impression that I myself also received when listening to the

tapes which accompanied the film version of "Maximillian". This

"monotony" was, however, not as rigidly adhered to as one is often

led to believe and actors did attempt to introduce a variety of tone

and expression into their speeches. Erom the description of the

dramatis personae in the text "Tsar I.iaximillian"— Berkov No. 1. one

can see that in this version at least a certain amount of care was

taken over the actors' voices. .^ach character was given an appro¬

priate voice. Thus one can find among other characteristics that

"Tsar Maximillian" delivers his speeches in a loud, brusque voice,

that Adol'f on the other hand has a quiet voice and Anika a solid,

dependable voice; Brambeus's speech is slow and deep and Neath

speaks in a firm tone, taking care not to rush the words.1 However,

this attention to detail in one of the most sophisticated versions of

"Tsar -laximillian" is certainly an exception and ttempts to differen¬

tiate between the speech of the characters were generally of a much

broader nature.

In texts such as "Tsar Maximillian"—Berkov Ho. 1 there are

1. "Tsar r-iaximillian", Berkov No. 1, p. 130.



many examples of individual actors trying to offer a range of emotions

through their voice and manner of presenta-ticna. ■ The okorokhod

delivers a speech, panting and out of breath after rushing to answer

the Tsar's summons, ilaximillian, angry with his son, speaks to him

in a threatening manner, Adol'f's farewell song i3 sung in a sorrowful

tone, Adol'f in chains, weak and scarcely able to move after his spell

in prison, speaks to his father in a quiet, pitiful voice.

These are not isolated instances but con be found in varying

degrees in many of the plays of the folk-theatre. In spite of the

comments of educated eye-witnesses it is clear that .many of the

actors did make every effort to convey the main characteristics of

the heroes they were portraying. Adol'f not only speaks in quiet

subdued tones, he also stays on his knees as a token of weakness and

humility, siAgs melancholy ballads, tries to appear exhausted after

his term96f imprisonment, holds back when the guard comes to take him

away. In contrast, haximillian shouts, brandishes his sword or

sceptre, fro,vn3 and tries to look fierce and angry, a figure of power

and authority. The same is true to a greater or lesser degree for '

all the other characters of the folk-repertoire. hut it is important

when assessing the folk-actors to remember that the methods they

used to achieve their ends were those acceptable to themselves and

to the majority of their audiences and that these would not necessarily

appeal to or be understood by observers used to the quite different

conventions of the literary stage.
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It is difficult to decide whether or not the folk-plays had to

rely purely upon the talents of individual actors, the costumes, the

traditional techniques of the acting methods and the entertainment

potentials contained within the actual text, or whether some further

embellishments in the form of light and sound effects were also

added. Material on this subject is scarce and the difficulties of

arranging anything unusual or original of this inc. under primitive

conditions probably discouraged much effort in this direction by the

folk-actors. nevertheless there are several indications that some

troupes at least made use of any special talents discovered among

their members. The opening lines of the . .rab's first monologue in

"Tsar Haximillian" or "Tron" usually contain the wordss-

"hapoM imjiaro",

and in one case at least there is evidence that these words were

interpreted literally. In the text "Tsar Maximillian" —Romanov., the

Arab, with his face smeared with soot, comes on stage and produces a

startling effect by sending a spray of paraffin from his mouth over a

lighted candle, which of course sends a spout of flame through the

room."'' In "Tron", too, similar effects were used. In one variant

the three Wise Men enter bearing lit candles. while they axe singing

the Christmas hymn:-

"Tpsue aBea^ta

1. "Tsar Maximillian", itomanov, p. 281.
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the candles are made to flicker like stars "by the simple expedient

of opening a nearby door at the appropriate moment and causing a

draught. ..hen the hymn was over the candles were blown out."*"
sound effects when required were usually provided off-stage by

various members of the audience, who were always keen to participate

in the action.

it seems quite clear' that if intelligent eye-witnesses were

inclined to think of "isar maximillian" and the other folk-plays as

being stiff and lifeless, it was not predominantly because the actors

were insufficiently talented to make the action seem free and lively,

but because they were following a code of conventional acting methods

which simply did not lend itself to natural, realistic movement or

behaviour on stage. The folk-plays convey this impression not by

accident but by design and in order to understand the folk-actors

properly it is as necessary to understand the rules according to

which they operate as it is for the proper enjoyment of any cultural

activity belonging to an age or an environment with which we are

unfamiliar.

1. A. dmirnitskii, op. pit.



CHAPTER 3UX

THiH flUUL-ACTUS AND HIS AUDIElCm

In the preceding section I have tried to explain why the

sustained interest of the ordinary people in the folk-theatre was

not as astonishing as it may at first sight appear. However, one

of the main factors contributing to their enjoyment of this form of

entertainment has not yet been mentioned. This lies in the special

relationship that existed between the audience ana the actors on the

stage. The audiences of the folk-theatre were not passive spectators

but active participators. In a variety of ways they helped to

create the performances they watched and this in itself was a strong

antidote to boredom. The audience was never cut off from the players,

either in the physical or the spiritual sense. Personal contact

was made ri ,ht at the beginnin , with the entrance „ the actors when

they greeted their ho3t and asked his permission for the play to begin.

It was maintained throughout the performance right up to the end when

the actors again made a direct approach to the people who had been

watching them in order to receive some remuneration from them. Once

the show was over they did not retreat into back-stage anonymity but

mingled onco again with the audience from among whose number they

had originally emerged, to enjoy with them their share of the festive

- 575 -
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cheer. The gay gongg and dances with which the performance of

many folk-plays ended were el no a part of the communal activity where

the entertainment and the entertainers all joined in with equal

enthusiasm. In this respect the folk-theatre may be said to represent

a stage half-way between ritual and the literary theatre. In the
1

ritual proper there is no division between actor anc audience. It

i3 more a question of larger and smaller roles, for if only a few

men are seen to have an obviously active role each person present is

to some degree an actor in the drama; by his very presence in the

integrated and select group he is committed to total involvement.

In the games which developed from ritual and in foil -plays where the

ritual element is still very strong, such as "Pakhomushka", the
£

division into aiore and less active groups is already quite marked.

It is even more so in the more sophisticated examples of the folk-

repertoire. dome of the shorter folk-plays and scenes, like "Pakho¬

mushka", the game "Barin" or the central and basic scenes of "nodka",

could be staged more or less impromptu in the course of an informal

gathering. In such cases the actors are only briefly and tenuously

detached from their audience and it is probable that both were only

tentatively aware of the difference. With plays like "Tsar Maxi-

millian", however, requiring long and careful preparation of the

speeches, acting techniques and costumes the actors did make themselves

into a distinct and separate body, united among themselves by long

rehearsals and cut off from the rest of the community both by the need

1. j?pZ3~ Xb,
Z. S-u.j>Ta.,j>p. 177 ~s .
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to preserve secrecy and by their own semi-professional nature.

The development of drama from ritual is in a way the history of

its division into two distinct bodies - the players and the audienoe.

Nevertheless, in the itussian folk-theatre the split is by no means

complete and it is this feature which brings it closer to the ritual

on the one hand and which distinguishes it from the literary theatre

on the other.""

The iiussian folk-actors were not separated from their audience

but were often literally surrounded by them and on occasions, during

the comic scenes, actually mingled with them. They were usually

personally acquainted with those watching, being from the same village

community, the same regiment or from the staff of the same factory

and the text of the plays was as familiar to those off-stage as it was

to those on it. Consequently, the job of prompter was usually

quite superfluous, for if any actor ever forgot hi3 lines or became

confused there was always someone ready to supply the missing words

or to interrupt with corrections or even to enter the acting area with

suggestions for improvement. One of the integral features of the

majority of the folk-plays, the choir, which played an important part

in both emphasising and altering the general mood of the action, was

often simply composed of members of the audience who were, in any dase,

1. In this respect various innovatory movements within the theatre
in this century provide an interesting point of comparison.



- 57B -

alnifl free to join in, particularly with the humorous songs.

Although, naturally, all the important roles in the plays were assigned

Ion- before performances began it was not unusual for non-sneaking

parts or those which required little or no action or talent to be

filled on the spot by non-acting volunteers.

The- basic character of each audience itself wan a factor of

considerable importance, for the sort of people who composed it,

their mood, their tastes, likes and dislikes could determine the very-

nature of each individual performance. Thus, some of the comic

scenes might be omitted in certain areas in deference to the presence
f

of religious or national minorities in the audience. Others again

which could be played before a predominantly male audience might not

be included when women were present. The satirical elements to be

found in plays like "Lodka" and "Sarin" or the parodies on church

services scattered throughout the repertoire and completely banned in

some regions, had to be kept neutral and inoffensive when the presence

of ecclesiastical or civil authorities was known or suspected.

Members of the audience or others known to them could be mentioned in

the comic scenes and made a laughing stock because of some personal

peculiarity, vice or failing. Hostile reactions from those who found

themselves in such a position were known to end performances abruptly

on an unhappy note for the mockers. The actors therefore had to be

keenly tuned to the audience and its reactions. In fact, the folk-

play, particularly the comic scenes, was largely dependent for its
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•access upon a .lelicate balance of interaction between audience and

actor. Comedy wa3 not static and fixed within the bounds of a

particular part but improvised and in a state of development. The

comic mound"" his v "Lenccy roused t' • tc retaliat e -.ad they in their

tarn, by their ovn q ipa and witticisms, sparked off new sallies from

the actor. ..ithout a receptive audience to use as a sort of verbal

trampoLine his art was flat and uninteresting. If a particular audience

was unforthcoming and refused to react appropriately to the play the

troupe migl t well give only a skeleton performance, leaving a reserve

of scenes for a more appreciative one.

In the literary theatre gwith the exception of the experimental

theatre) the acting body is a homogeneous group with little or no

direct links with the audience. The interplay is almost exclusively

between the members of the group. In the folk-theatre, however, the

position is quite the reverse, for the link between each actor and

the rest of the company is often, for various reasons, quite tenuous.

Among these one might mention the lack of connection between the

comic and serious scenes and characters, the lack of dublogue and the

episodic nature of iany of the scenes like the duels in 'Wximillian",

where the champions are quite independent of one another. On the

other hand, links with the audience are strong. The actors addressed

their lines not to some invisible and Intangible abstraction but to

live people whom they knew and could see. The actor, upon entering



580 -

the stage insets hie public. • In I'alinka's "Shivoi vertep", for

instance, characters like ITapoleon and the Cossack bowed to the public

before beginning to speak their part, and then introduced themselves.

The actors' opening lines are never for the benefit of' his fellow-

actors but for those watching. Thus Maximillian would address his

audience:-

1'SjpaBCTByfTe. sogTeneffriHe rocncua!

Bot a npHtfH.i us Ahejihh k brm cro^a.

A 3aKoro be ;.;ena nnnsHaeTe. I:jth ,:e 3a uopoafl npycBtcaro,
•1

V.jix -XLQ 3a npnima xpannysBCEaro? ..."

Anika in "Tsar Aaximillian" Vinogradov ho. 1 enters, salutes the

Tsar and then, turning towards the audience, announcesi-

"51 ectb ArniKa bohh,

BeJCHICHS KpOBonpOJtHBeEt • . . " ;

the doctor does likewise with the lines

"H ecTB .leKapi,
p

IlcKyceTBeHHH& aiiTeicapB, ..."

In "Tsar Aaximillian"—*'Vinogradov Ho. 4 the fxorokhod begins*-

"O^paBCTByfiTe, no-qTeHHue rocno^ai

1. "Tsar Maxiraillian", Volkov, pp. 326-7*
2. "Tsar ■-aximillian", Vinogradov He. 1, pp. 49»-'4-6.
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?,H3BHHHTe B TOM,

'iTO SI npE<5lh/I B -3TOT AOM

The actors declaiming their lines often faced not in the direction

of the person to whom the remarks were addressed but towards the

audience itself. The audience could not fail to become emotionally

involved as the actor was constantly referring to it for an opinion

or to evoke a definite response. When Tsar I.laximilliar., attacked by

Maznai, exc1 aim s • -

"CMOTpHTe, rocnoAa:

baJieTojia Bopona y qyxiji xopotiH

u 2
e Kpana,'

he is inviting the audience to share his astonishment and annoyance#

The executioner, having just killed Adol'f, turns to the audience as

if to enlist their sympathy and to show how repentant he is»-

"3x. Avy&bH,

TaK HedI£3Ht

Xoro a. 3apy()Hdr,

KJTH jiy^ine cKa3aTB, 3ary<5H.i -

3
MOXIIO Ha3BSTB (5paTOM PO^HHM. M

1. "Tsar maximillian", Vinogradov No. 4> P« 169#
2. "Tsar Maximillian", iiomanov, p. 281.

3« "Tsar i.iaximillian", Berkov No. 2, pp. 235-6.
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Although* as has bean seen, the ''serious" characters did address

the audience, it was through the comic ones that real contact was

established. The spectators were certainly intended to tremble with

Adol'f and the naiden kidnapped by the robbers and t . condemn

righteously the wicked deeds of Napoleon, Herod and Maximillian; but,

at the same time, a certain degree of aloofness remained. With the

comic characters, however, there was no barrier at all and the audienoe

greeted them as old friends on a common footing. It is relevant here

to remember that the popularity of the puppet-play "Petrushka" lay

precisely in the establishment of this unconstrained rapport between
I

the entertainer and the entertained.

In the folk-theatre there were no footlights, no artificial

barriers and just as the audience was free to enter the acting area so

the actors were free to ingle with the audience. .hen writing of

the church parodies I remarked how spectators placed near the "priest"

stood the risk of being splashed with the unpleasant contents of the
Z

censer and being choked with its reeking smoke. The discomfiture

and startled laughter of certain members of the audience constituted

half the humour of the play. Similarly, the executioner in "Tsar

Maximillian"-—Onchukov, No. 2 on being given a glass of "vodka"
3

invited the audience to share it by splashing the contents over them.

I. Su-p7a. ,~p,255".
Z ■ S~u~pT<z j ~p. /S8
3. "Tsar Maximillian", Onchukov, no. 2, p. 62.
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In "Tsar Maximillian"—Berkcv No. 2 Tsar Maximillian orders his

soldiers to find an im.ari.narv devil and their oarrrr out his order by

creating havoc among the spectators

"JUjr* b ToJiny h HawHHaioT paancKHBaTB deca: 3ajie3aK)T
b KapMaHH, cracKHBaioT y dad miaTEH, no-iBayscB c-iy^aeM,

3ai;JtE^HBa®T noA no.ao.2rH. HannnaeTcs BH3r, pyraHB,

noAHHMaerrcs cywaToxa, a nHor.ae, ocjih HCK-a^BniirKH oicaxyTCE
cjihlmcom .aepaicHMH «a pyicy - m cBajiKa ..."

In the version of "Tron" described by Smirnitslcii the author tells how

the serious half of the performance was often followed by comic

exchanges between the public and a character known as the "cook":-

"b^paBCTByiiTe BcenoHTeseiiiiUie rocno^ai fy^eM hktb,

ry^ETB M BeceJiHTcs} a bh cicopei: B Kpyrosyio ca^HTBCHt
A

H
HacTajio Miipoe Bpena, naaH dow Bee BOSVUBOli asy3Hica

A

2
dy,aeT arpaTB h mh dy,aeM ryjCETB. "

A great deal of the humour in the folk-theatre was based upon

irony of situation. In other words, the audience in league with

the comic is, in common with him, aware of the true circumstances of

the situation and is therefore able to laugh with him at the expense

of a third party. The enjoyment derived from scenes based upon

osl.vshka or 'mishearing1', in which the gravedigger (and even, on

X. "Tsar l.-iaximillian", Berkov, No. 2, p. 212.
2. A. Smirnitskii, on. cit.



occasions, Adol'f) mocks the Tsar, Afon'ka the Tarin, ana the old

peasant ITapoleon, was largely a result' of this sort of collusion.

xLo folk-audiences reacted in a lively and often unpredictable

way towards the plays in the repertoire. The actors did not expect,

desire or receive a uniform opinion. The main aim was to stimulate

and hold interest. The audience was intended to talk hack to the

actors, to discuss the performances amongst themselves, to comment

upon the talents and appearance of the actors. A silent audience

meant that the play was a failure. In this respect the folk-theatre

differs quite considerably from the literary theatre where the actor

does not expect to share his stage or his role with the spectators.

In Shcheglov's article on the popular theatre he described with

amusement some of the comments overheard in an audience at one of the

People's Theatres in Petersburg towards the end of the nineteenth

century. These remarks indicate the same sense of personal involve¬

ment as among the spectators at the village plays;:-

"
- XpoMok xopoiiio i-irpaeTv • " CTapyxa noxoase

a

cepxHTcn! "3 " keHHxy <5paBo! o^eni. dpaBo,"

In the Tollc-theatre a balance was kept between total identifi¬

cation with the characters and passive indifference. Unfamiliar with

the quite different conventions of the literary stage such audiences

|» I. Uheheglov, ITarodnyi teatr (dPb. 1Q98), p. 15•



were often at a loss how to behave. Fk>?. some of the remarks

mentioned by Si eh --..,10V aril Filipov in their respective articles on

the People's T. :>atres it is clear that for many the illusion of reality

was total.. In one of the plays on village life some members of the

audience, according to ol cheglov, identified the scene with either

their own or neighbouring villages; in another, some people persisted

in referring to one of the characters a.s "ar'ya Ivanovna and not a3

Tat 'yana hikolaevna, as she was known in the play, because 3he was

very like someone they knew at home.'*' Filipov tells of simple

audiences thrown into confusion when the dramatic illusion to which

they had completely succumbed was abruptly broken at the end of the
2

spectacle by the appearance of the actors to take the curtain calls.

The more serious consequences of a similar effect are 3een in an

anecdote of fairov recollected by P.G. Bogatyrev which tells of a

performance of "Jthello" during which an enraged member of the

audience shot the actor playing lago, for his treachery.^

1. Ibid., pp. 26 and 39*

2. VI. Filipov, aadachi narodnogo teatra i ego proshloe v xtossii
(M. 1918py.5-b

3. P.G. Bogatyrevj "Cheahskii i slovatskii narodnyi teat^« MS trans¬
lation of "Lidove dwadlo Ceske a slovenske", Prague 13^0.
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CONCLUSION

It is clear that the Sussian folk-theatre is composed of a

number of different elements each of which has its own characteristic

features yet all of which are basically united by their dramatic

nature. These separate elements, the rituals, the puppet theatre,

"Tsar i.Iaximillian"and others, have all been studied at one time or

another, 3ome in depth, others only superficially and with a variety

of aims in view. But little attempt has been made to regard them

a3 facets of a many-sided and well-developed dramatic tradition, as

parts of an integrated whole. ivloreover, the attitude of folklorists

and theatrical historians towards the folk-plays has often been

orientated by essentially non-dramatic considerations. Satirical and

other non-ritual playlets were approached from a sociological point

of view as documents revealing political, social and historical

attitudes. The rituals, in particular, were studied largely for

what they revealed of the beliefs and superstitions of the people.

One of my main aims in this study has been therefore to present a

unified picture of the folk-theatre as a specifically dramatic

phenomenon seen in evolution from its simplest ritual beginnings to

the theatrically more sophisticated types of drama like "Tsar Maximillian"

while not neglecting the "non-dramatic" aspects of the plays, I have

tried to examine them also as pieces of dramatic literature intended

- 586 -
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to be acted, watched and heard. The extent and nature of the

dramatic scope of the ritual it3elf has likewise been brought into

focus.

Partly as a result of the fragmentary nature of the study of

the folk-theatre an unbalanced and often negative picture of its

role and merits was formed. In order to counteract this impression

an attempt has been made here in the first four sections, by analysing

the various brarcnes of the theatre individually as well as collec¬

tively, to reveal the wide diversity of themes, characters, moods

and methods of creating dramatic spectacle to be found in it.

Part of the negative attitudes of many scholars towards the folk-

plays can also be accounted for by their application of invalid

criteria to the subject of their research. In order to give a

fair assessment it is necessaiy to judge not by the rules and

conventions of other types of folk-literature or other types of

dra..a but by those governing the intentions of the folk-actors and

producers themselves. To my knowledge little work has been done

on this aspect of the folk-theatre and the last section of my thesis

has therefore been devoted to this task. A detailed examination

of the texts has revealed that the folk-play3 and the methods of

presenting them to the public are neither as haphazard nor as sterile

as has been supposed but follow a well-developed and clearly definable

dramatic pattern of their own.

The detailed examination in the first four sections, of characters,



» 2 -

scenes and other component parts of the major folk-plays has also

been designed to uncover to a certain extent their internal develop¬

ment. Although each of the games and dramas has been shown to

belong to a specific socio-historical background they are also

constantly evolving through the addition of new characters and

scenes from a wide variety of sources, by the fusion of dramatic

elements hitherto separate and by many other means. I have tried

to demonstrate, as, for example, in the chapter on the use of
1

folk-songs in the folk-plays, the creative purposes to which the

actor could put the materials at his disposal.

In any study of the Russian folk-theatre "Tsar maximillian"

must occupy an important position. Before proceeding to a study

of the play itself I began by reviewing and rendering more coherent

the many contradictory opinions as to the time and nature of its

origin. A survey of the various types of theatre known in Russia

from the end of the seventeenth up to the mid-eighteenth century and

a comparison of the texts of the folk-plays with examples of

school-plays and adaptations of the knightly tales made it possible

to fix more accurately "Tsar haximillian"'s place in the development

of the Russian theatre in general. In the following chapters on

the folk-elements in the play it was nevertheless demonstrated that

in spite of its clear associations wiih the early eighteenth-century

literary stage "Tsar l.Iaximillian" is an integral part of a folk-

theatrical tradition. It was in fact seen to form an interesting

1. 5-upra , if,



-58 J -

link between the theatres of oral and written literature- In

this play too another important link was discovered between the

folk-theatre of Russia and that of the rest of liirope. Close

parallels between the Russian texts and the St. George plays of England

as well as the mumming plays of other countries reveal a strong

continuity of oral tradition. As far as I know these connections

have not been examined before.

Through such comparisons and, more particularly, by an analysis

of the evolutionary processes at work within the folk-theatre in the

sections on Ritual Drama it has been seen not as an isolated phenome¬

non but as a microcosm of the birth and growth of dramatic impulses

in general.

The Russian folk-theatre, however, should not be regarded merely

as a subject for scholarly research. It is a part of Russian folk-

culture, bound up with periods of high festivity and despair alike.

I have tried to show how the dramatic instincts of the people were

related to their daily existence, to the beginning and ending of life,

to hope for future happiness and prosperity both for the community

at large and for the family at home.
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gubernii," in Ltnograficheskoe obozrenie, Noa. 3-4 (Moscow
19U).

j9g
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COHEN, Gustave (ed.): Receuil de farces francaises ineditea du XVe

aieole (Cambridge, —ass., 1949)-
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GATLAY, Charles M. (ed.): Plays of our Forefathers (London, 1907).
GXORGIDVSKII: "Dve dramy Petrovskogo vremeni," in Izvestiya Q.R.Ya.S.,
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"Lukhovnye Stikhi," in Mtnografichsskoe obozrenie, -Bk. 38, No. 3
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- 600 -
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literatury i drevnosti, Vol. Ill, part 1, Bk. 5 (Moscow
1859-60).
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COHEN, Gustave: Histoire de la raise en scene dans le theatre religieux
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cLu theabre comique en Stance au moysn a, ,e (Taxis 1386)-.

REED, Arthur Vfa.t The Beginnings of the English Secular and Romantic
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Rimsico-imperatorskogo poslannika Barona Ileierberga v 1661
i 1662 godakh (>jPb. 1827 j •

*MAYEHBERG, Augustin Baron Yoni Voyage fen Moacovie (neide 1688).
MELLOR, R.E.H.s Geography of the USSR (London 1964).
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Texts of 'Tsar Maximillian" studied for

Sections Pour and live

.i. • • • . • .... — ■. -i-. . - > v J * —

"Tsar* Mskeinilian: Svyatochnaya Xumediya " (hPb. I904), off¬
print from Izvestiya v'oi. IX, 2k. 3 ^19^4)j 266—298*

(abb-rev. Tsar MaxSitnTlluTi, ^KimovaJ
"Narodnaya drama v novykh zapisyakhs Tsar* Maksimilian," Ich.en.Yfl
sapiski ~>aratov3kogo gosudarsbvermogo uaiygrsiteta< XX, Philolo¬
gical 5 ssue (Saratov 1948)*

3. is, I. i-

"'Tsar1 Taksimilian' v Kovle," Kievskaya Starina, XIX (Dec. 1887

4. B3RK07, P.N. (abbrev. "Tsar Haximillian", Berkov, Busskii fol'33or)
"odna iz stareiabikh zapisei 'feaiya Iiaksimiliana* i 'bhaiki
razboinikov'," Buaskii fol'klor, materialy i is3ledovaniya. No.
IV (M.-L. 1959). j>f.33f,-S58

5. BkKKOV, P.N. (ed.) ^abbrev. "Tsar Sl&ximillianDerkov l)*-"*"
' ' " i, _ . . ; ...

(i.iOSCOW 1953) .pp-180-199

6. BEHKOV, P.N. (ed.) (abbrev. "Tsar Maximillian", Berkov 2)s-^
"Taar1 kaksimilian II ' h Russkaya narodnava drama XVII-XX vekov
(M. 1953)* pp. 199-151.

7* BIKHJKOV, V.P. (comp.) (abbrev. "Tsar Xaximillian", Biryukov):-
"Tsar' Tlaksimilian

. " uorovolyutsio tinyi fol'klor na Nrale
(Sverdlovsk 1936).

1. This text ... the ea^e as ho. 21.

2* This text is taken from N.N. Vinogradov, Narodnaya drama Tsar'
Maksimjl'yan, Sbornik -.li.Ya.S., Vol. AC, No. 7 vSPb. 1914)*
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6. Diili-ji, B.V". Barons-
"Taar' ilaksimilian. " .'atorial" k istorii russkogo teatra
(Moscow 1905).

9. GOLQVACHMV', Y. and LabHCiilLIil, B.i-

"j-'sar1 . .aksimilian i ego uepokornyi syn Adol'f," ..arodgyi teatr
na Bona (Rostov-on-Don 1947) •

10. GRUZIMSKII. 9.9. (abbrev. "Tsar Maxiiaillian", Gruzinskii)»-
"iL istorii narodnogo taatras 'Tsar' maksimilian' (Variant 2),"
ftnograf1 cho slco e obo a rani e, XjlCVTII, So. 3 C "a scow 1998), 161-168.

11. KALLA3H. V.1/. (abbrev. "Tsar Maximillian", ICallash l)»-
"K istorii n rodno.jo teatra: 'Tsar' askiniilinn' I," (Moscow 1899)?
offprint from Jtnograficheskoe obozrenie, XXXIX (Moscow, 1898), 6-23,

12. KAbldUSE, v*. V. v abbrev. "isar Maximillian"', ^allash 2)»-
istorii n/:r" r.e tcatraJ ' Isar' akoi lilian* II" ( ioscow 1899),

offprint from -tno, :,raficneskoe obozrenis, .uu-j-a (moscow 1898),23- -it

13. JfOBTIM, /. (abbrev. "Tsar ^axiraillxan", -ostin)
"A istorii narodnogo teatras 'Isar1 Makoimilian'," -tnografi-
cheskoe obozrenie, Book 37, He. 2 (Moscow 1698 ),3o?-7J6,

14. MfAlCOTIH, A.I. .(abbrev. "Tsar maximillian", -j . atin)»-
"'I'sar' Mpifgjmllian," resni Orenburgslcikh Aazakov, 4 (8Pb. 191g),257-3oi

15. UHCiidKOV, i.m. ^abbrev. "Tsar maxiaillian-ncuukov l)»-
"Tsar* Maksim'yan, " aavernye narodrxye dramy ^oPb. 1911 i 2-47•

16. GNCHUKQV, ij.M. (abbrev. "Tsar Maximillian", ^nchukov 2)1-
"Tsar' a'cseci'yan, " .^evrrnye narocuye dra .y ( *>■£b. 1911), 40-69.

17. PCKEBAST • I/A, 3.V.

"Tsar* iA-aksimilian," resni i skazki faroslav-b.oi oblasti
(Yaroslavl 1956).

18. ..I. IZOV, A.M.

"'Tsar' .-aksimilian'jf" Teatr Alekseya . ieriizova 00 avodu Y.V.
fakg/lcva (feterburg 192-9 -
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19• liOnwUSUV, J.j-l. (abbrev. "Tsar .uAximilliaa", Noiaanov)»-
"I'sar*-.42kaimiyan,->olo^u&s~ii issue j \i-iav 1C91).

2b'. i NT i vll, —

""Pron'•" K toprosa o vyrosshdenii vertepnoi draray," Izvestiya
odesskogo bibliograi'ioheskogo obahchestva, H? issue 5 (.Odessa
1913).

21. riimiii&y?, - ■

"Narodnaya drama 'Tsar* Maksem'yan i nepokornyi syn ego Odol'f*
•vSPb. 1905)» offprint from IgVostiyjU.-.Ya. X, $k. 2 (1905)»
301-333.

22. VINOGRADOV", W.N. (abbrev. "I'sar aaxiGiillian", Vinogradov l)i-
)>

'.-arodnaya drama 'tsar* Maksil&il *y&a I, Sb^rnT.c J.j.Ya.u.,
XC, No. 7 (Petarburg, 1914)j'7-5*.

23« VINOGRADOV, N.N. (abbrev. "Tsar Maximillian", Vinogradov 2)i~

"Narodnaya drama 'isar' . .•laksimil'yan' II," Npornik O.K.Ya.3..
XC, Nc. 7 (Peterburg 1914)^53-96.

24* VINOGRADOV, N.N. (abbrev."Tsar Naximillian", inogradov 4):-
"Narodnaya irama 'Tsar* Naksir.il'yan' IV," b rnik O.N.Ya.3.,
XC, No. 7 (fetaruurg I9I4),'88-/88,

29« VblKOV, J.V.N. (abbrev. "rear ^aximillian b .-ol.cov)«-
"Taar' Maksiiail'yan," Russkii filologicheskii vestnik, LX7ZIX
(Warsaw 1912)» 320-336.


