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TO THE READER

Writing this book was a pleasure. It affords me the opportunity to share
the Chekhov whom I have gotten to know by acting in, directing, and,
most especially, by translating his plays. Translation forced me to con-
front each word and phrase so closely that I felt as if I were acting all
the roles in my head. The individualized patterns of speech, the musi-
cal repetitions of phrases and images, and the tantalizing ambiguities
within the dialogue became clues to the subtle ways in which Chekhov’s
characters think, behave, and interact with each other. As I translated,
I also had to deconstruct and then rebuild the structures and rich pat-
terns of details that make up each play. This process made Chekhov’s
careful craft and his rich dramatic imagination equally clear. I also real-
ized that many of my theatrical insights into Chekhov’s work would not
have been possible without the wider knowledge I had also gained as a
Russian scholar. In his dramaturgy, Chekhov not only reflects, but also
cleverly plays with the cultural and artistic contexts which surrounded
him during his lifetime.

I offer my book to actors and directors who stage Chekhov, to stu-
dents of theater and Russian literature, and to anyone who seeks a
greater appreciation of his unique sensibility. I blend a theater practi-
tioner’s approach to Chekhov’s plays with a scholarly study of him as a
Russian writer. I hope that reading this book will prove as pleasurable
as did its writing.
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TRANSLITERATIONS OF RUSSIAN WORDS,
NAMES, AND TITLES OF WORKS

Within the text of my book I use the same informal transliteration
system that is used in my published translations of Chekhov’s plays
(see Annotated Bibliography) in order to assist English-speaking read-
ers with Russian pronunciation (“Stanislavsky,” “Sergeyevich,” “Maria,”
“Semyon,” etc.). However, I use the formal Library of Congress system
within the footnotes and bibliography in order that Russian readers
can better access my sources (“Stanislavskii,” “Sergeevich,” “Mariia,”
“Semen,” etc.). This means that two systems of transliteration coexist
within my book. Thus, readers will often find names in the text spelled
differently than in the footnotes and bibliography. For example, “Stan-
islavsky” and “Balukhaty” appear in the text, but “Stanislavskii” and
“Balukhatyi” are used in formal citations.

[ also use the Library of Congress System throughout my book to
give Russian titles for literary and dramatic works. The transliterated
titles can be found either in footnotes or in parentheses after the Eng-
lish translations. The only Russian titles that do not appear in my text
are those of Chekhov’s four major plays; the large number of references
to them would make the inclusion of their Russian titles clumsy and re-
dundant. Therefore, for reference I give them here: The Seagull (Chaika);
Uncle Vanya (Diadia Vania); Three Sisters (Tri sestry); and The Cherry Or-
chard (Vishnevyi sad).

When [ quote from English-language sources I maintain what-
ever transliteration systems were used within those sources. For clar-
ity, I mark any non-standard transliterations with “[sic]” (for example,
“Nemirovitch-Dantchenko [sic]” instead of “Nemirovich-Danchenko”).
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