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The article considers the influence of such artistic principle as non-finito (from Italian «non-
finito» – unfinished), which has been known in European art since the Renaissance era, on the specificity
of N. Fechin’s creative method. The analysis of plastic techniques is given on the basis of certain
works of art.
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The article is devoted to the problem of macrocomposition of the comedy «The Inspector General» by
N. Gogol and its transformation in M. Bulgakov’s scenario. Foreshortenings of the research are
interpretative, transformational and composite-syntactic ones. The purpose of the work is to comprehend
stylistic dominants of N. Gogol and M. Bulgakov and rules of textual transformation in interpretation.
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