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SULLIARY

Te Introduction gives a short biography of N.G. Garin -
Michajlovskij, surveys the historical and literary background

of his life and work, and introduces the term "rhetoric" -
defined as the author's means of communicating with his readers -
and the rhnetorical approach to the study and criticism of fietion.

Part I is concerned with Garin's shorser narrative works, and
with the "means of persuasion" by which the author's views are
conveyed through them.. Tne first chapter shows how the author
selects and arranges his material in order to control the re-
sponse of his readers, the second how the device of the narrator
is variously adapted to the same purpose, while the third exam-
ines the rhetorical effects of the devices of narration,
description and stiyle. Chapter IV analyses the various means -
direct and indirect - by which the author gives expression to
his judgements, and Chapter V discusses how Garin uses his
fiction to set his publicistic views before the reader. Chapter
VI describes the various kinds of "communion" - direct, indirect
and secret - the author is able to achieve through these various
means of persuasion, and shows how he makes use of them all to
control the reader's response and influence his Jjudgement.

Part II discusses Garin's tetralogy and the devices he employs
to give expression to the values and judgements embodied in it.
Chapter I considers the various purposes and concerns of the
writer and the role of autobiography in the fiction. The second
chapter examines the rhetorical function of the structure of the
plot, the third the effect of the narrative perspective in
determining our attitude to the hero, and the fourth the various
ways in which the secondary characters serve the expression of
the author's purpose. Chapter V analyses the special effects of
image, symbol and repetition and their contribution to the
rnetoric of the fiction. The final chapter seeks to discover the
effect to which all these devices of disclosure and persuasion
are directed, and to recover the judgement exemplified by the
tetralogy as a whole.

Tae Conclusion attempte to evaluate Garin's success and achieve-
ment as a writer, and to show how it depends upon his skill in
the rhetoric of fiction. g

Appendix I gives details of the first publication of Garin's
works, and Appendix II takes note of the separate editions of
individual works published during the author's life., The
Bibliography includes a comprehensive list of critical writing
on Garin from 1892 until the present day.




- iii -

NOTE ON REFERENCE AND TRANSLITZRATION

The superscript numbers in the text refer to the notes
which follow each chapter and explain points and identify

guotations from secondary sources.

Quotations from Garin's works in the text are identified by
the references following them in brackets; in most cases,
these refer to the 1957-58 edition of the Collected Works
(see Bibliography), and consist of the volume number(from
I-V) and a page number. Where the work is not included in
this edition, reference is to the Harks edition of the
Collected tWorks(1916), the volume being indicated by a
Roman numeral from I to VIII, preceded by the name Marks.
On occasion, specific reference is made to the first pub-
lished version of the work in the periodic press; in such
cases, and in the notes, the abbreviation "RB" signifies

the Jjournal "Russkoe bogatstvo".

The scheme of transliteration employed is that outlined in
Recommendation R9 of the International Organization for
Standardization, 1968( with the permitted modification of

ch for;;;h exceptions have been made for certain geographical
names and common loan-words, which appear in their usual
English forms. As well as proper names, all thatles and

some short gquotations and individual words appearing in the
body of the text have been transliterateds. All other quot-
ations are in Russian, with the spelling modernized where

necessary.
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INTRODUCTION: I

N.G. GARIN-MICHAJLOVSKIJ, 1852-1906

Nikolaj Georgevid Michéjlovskijl was born in St Petersburg on
February 8, 1852; his father was a general in the Uhlans, his mother
the daughter of a wealthy Kherson tamily, and at his christening,
Nicholas I himself stood sponsor. A few years later, General
Michajlovskij retired with his young family to Odesﬂa2, and here
Nikolaj received his education in the German school. In 1863, he
entered tne town's famous Ribelevskaja Gimnazija, completing his
course in 18713, when he became a studentat the University of
5t Petersburg. After an unsuecessful year in the law faculty, he
trangferred to the Institute of Transport and Communications
(Institut putej soobdbenija). His studies were interrupted by
illness in 1874, when he went to live in Elizavetgrad4, and it was
only in 1878 that he graduated as a qualified engineer.

His first post was as a communications engineer with the
Russian armies in Bessarabia, and after the war in 1879, he was
decorated for his sérvices. He remained in the region as a railway
surveyor, and on May 5, 1879, became engaged to NadeZda Valerievna
éarykova, daughter of the Governor-General of Minsk and a family
friend. After their marriage (in August), the Michajlovskijs went
to live in the capital, and in the following year moved with their
intant daughter to Tiflis (Tbilisi), where Nikolaj Georgevié worked

on the construction of the Poti-Titlis railway. He resigned after/
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a disagreement with a corrupt superior and retired to his wite's

estate in Samara in 1882. 1In 1883, he bought a larger property

nearby at Gundurovka, and here initiated am ambitious scheme of
agricultural improvements which ended in 1885, when a series ot fires -
the work of some disaffected peasants - brought him to bankruptecye.
Michajlovskij now returned to his profession, working on the Ufa-
Zlatoust railway, and in his spare time wrote about his experiences

at Gindurovka and his disagreements with his colleaguess. A friend
took some of his manuscripts to Moscow, and at Easter, 1891,
Michajlovskij was visited by the writer Konstantin Stanjukovi&6,

who brougﬁt from N.X. M:’Lcl:lajlov";srl‘t'i;i.]r

an ofter to publish the story
ot Gundurovka in "Russkaja mysl'". During his visit, Stanjukovid
read the manuscript ot Detsivo Temy, and selected for its author the
pseudonym “Garin"S.

Later that year, Michajlovskij was persuaded by Aleksandr
Ivandin-Pisarev, a local journalistg, to give the Populists financial
help in acquiring the journal "Russkoe bogatstvo“lo. In the first

issue of the reorganized journal - of which Nadezda Valerievna was

the nominal publisher — the first chapters of Detstvo Temy appeared,

(January, 1892). The new author, however, was able to enjoy the
warm reception given to his tirst works only on occasional visits

to the capital, for in April 1891, he had been appointed Chief
Construction Engineer of the Western Siberian section of the Trans-
Siberian Railwayll. Despite the pressures of work, he continued his
writing, and 1893 saw the publication of Gimnazisty and a volume of
stories. He also published in the popular press several articles
arguing his case for narrow-gauge railvrays12 which led to his
resignation from the Ministry. After a further period of retirement
at Gundurovka, he returned to govermment service as a construction

engineer in 1895.
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These years were among the most creative in his lite. An array

ot stories - Val'nek-Val®novskij, Ispoved! otca, Revekka - written

in his hours ot relaxation, were published in provincial papers.
Studenty appeared in "Russkoe bogatstvo" in 1895, and in the same year
Gimnazisty was revised and a second volume oi stories published. In
1896, he became a shareholder in the newspaper "Samarskij vestnik",
enabling it to become the first legal organ for Marxist writers until
it was closed down by the Ministry oif the Interior in 189713. Mean-
while, his relations with "Russkoe bogatstvo" had undergone a change.
His ditterences witn N.K. Michajlovskij and his group were first of
all ideological: his experiences at Gundurovka had disillusioned him
of Populism, and his contact with the intellectuals of Samara had

14

introduced him to the writings ot Struve and other Marxists™ '3 the

articles which appeared in "Russkoe bogatstvo" now seemed to him far
removed from the economic realitiesl5. When, in 1897, N.K. Michaj-
lovskij declined %o publish his play Orchideja in the journal, his
break witn it became finallé.

Thus, from the mid-nineties, it is possible to trace a change
in Garin's political and ideological sympathies which, as it developed,
had an increasing influence on his work. There were changes too in
his personal litre: around 1896, he had tormed a liaison with Vera
Sadovskaja, a millionairess estranged from her husband who lived
with him as his common-law wife and bore him three children. Separat—
ing from NadeZda Valerievna, Garin remained on excellent terms with
her, and the two families were often to be found under one roof17.

In July, 1898, Michajlovskij joined a scientific expedition
to Korea, the purpose of which was to explore the northern water-

ways of that country. He served both as surveyor and folklorist,

and his collection ot folk-tales (published in 1899) remains one /
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of the most valuable single contributions to the study of Korea's
traditional literaturels. On his return to Russia, he resumed his
farming activities, and again ran into financial difficultiess he

had to sell Gundurovka in 1903. In 1901, he signed a petition against
police action at a student demonstration, and as a result was not per-
mitted to live in a university town for two yearslg. He continued his
writing, publishing stories in the Marxist journal "Zizn'" and Gor'kij's
"Znanie"zo. In 1903, he was appointed Chief Engineer of the Crimean
South-Coast Railway, and in the following year, when plans for the rail-
way were shelved on the outbreak of the Japanese war, he left for the
frontZl. He served as an engineer, drawing up ﬁlans for a railway
between Manchuria and Seoul, and also as the war-correspondent of the
Moscow newspaper "Novosti dnja'". When military setbacks made his rail-
way impracticable, he turned his attention to the problems of supply,
and undertook a government contract to provide hay for the cavalry.
Because of delays and poor harvests, he was unable to fulfil the con-
tract, and a Commission of Inquiry kept him in Manchuria until 1906.
Keenly interested in the events on the hﬁme front in 1905, he sent
money to help ths Social Democratsaz, and in a letter home in December
of that year, he announced his election to the Harbin Committee of the
SD Party>-.

On his return to St Petersburg in the autumn ot 1906, Michajlovski j
resumed his many-sided activities. He continued work on his InZenery
(begun in Manchuria), revised his plans for the Crimean railway, and
devoted much time to assisting the new Bolshevik journal "Vestnik
%izni". However, the anxieties of the past months and the exertions
of a liretime had taken their toll, and at an editorial meeting of
"Westnik zizni" on November 27, 1906, he collapsed and died24.

Michajlovskij's richly varied and full life no doubt had its

harmful effects on Garin's achievement as a writer. Hed he not also/
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been an engineer, farmer, publicist, publisher and world traveller,
Carin would have had more time to develop his gifts to their full
potential, to see through to the end all the plans and schemes that
caught his creative imaginatione. Skitalec has suggested that he wrote

25

only a fraction of what he was capable of "4 and Gor'kij wrote sadly:

BooOne, H.I'. - 0HJI DPa3HOCTODOHHE, IO-DYCCKHN
IapoBUT, U IO-DYCCKU Xe paslbpacHBalcCH
BO BCE€ CTODPOHEH,

We may regret with them that literary talents of such promise were not
more fully realised; but we must admire, as all his biographers have
done, the sheer diversity of Garin's life experience, and the vitality,

resilience, generosity and enthusiasm it reveals.

IT
THE BACKGROUND: RUSSIA 1852-1906
(1) The setting for Garin's rich and varied life was Russia at a time
ot turbulent change and flux in her history. Humiliating defeat in the
Crimean War brought home to all Russians the unpalatable fact of their
country's backwardness; for the next half-century, individuals and groups
of various persuasions struggled to overcome this backwardness, and to
transform Russian according to their various views of her future and
destiny. First of all, Alexander II tried to effect change "from above"
with the Emancipation Edict and the "velikie reformy" of the 'sixties;
but his measures were not enough to satisfy those who envisaged a more
radical transformation of Russian life and institubtions. Atfter Karakozov's
attempt on the tsar's litre (1866), the repressive measures ot Count
Murav'ev's police and Count Tolstoj's education system further alienated
the radical intelligentsia from the autocracy and contirmed theﬁ in their

desire to work for a new social and political order. In the early

'seventies, many of them were attracted to narodnidestvo and put their/
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faith in the peasant and the peasant commune, the uniquely Russian
institution that would serve as the basis for a new socialist society.
Their effort to "go to the people" in 1874 brought them into contlict
with a regime that would brook no opposition, and more than half the
participants in the "choZdenie v narod" were arrestedl.

The failure of peaceful Populism was a victory for those who
advocated a violent struggle with tsarism. A revolutionary Populist
organization, "Zemlja i volja", was active from 1876, and in 1879,
the terrorist faction of the movement (the "Narodnaja volja") broke
away Irom the "party ot permeation"2 (the "5ernyj peredel") to con-

3, which culminated in the assassination

tinue its campaign of violence
of Alexander II in 1861. The conflict between an autocracy that would
not surrender its absolute power and an intelligentsia eager for social
reform ended in the "return to unrelieved reaction"4 that was the reign
of Alexander III; Count Tolstoj became Minister ot the Interior, govern-
ment controls over the courts, universities and zemstvos were tightened,
peasant affairs were placed under the supervision of "zemskie na&al'niki"
(1839) and racial minorities were subjected to repression. The government
devoted itselt to the "maintenance of order, interpreted as the preven-
tion of movement“s, but in doing so, it only strengthened the opposition
of those wno sought fo impel the country along the path ot policital
and social progress. '

The problem of Russia's economic backwardness loomed larger as
the years passed. The couniry's economy depended entirely on her grain
exports, and her agriculture was inefficient, ill-organized and unprofit-
able. This was nowhere more evident than in the condition of the peasant,
who in most cases was only tied more closely to the land by the Emanci-

pation. The nadel was generally smaller than the land he had farmed as/
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a serfé, and the distribution of land and the redemption payments

usually favoured the landowner. The nadel and the responsibility for the
payments were vested in the commune, which in most cases controlled the
allocation of land to its members and exercised disciplinary powers over
them. It also determined the farming methods to be employed, and almost
always perpetuated wasteful traditional practices like the three-crop
rotation system and strip-cultivation. As a rule, therefore, the Russian
peasant was living otff land insuificient for his needs, paying for it on
terms unfavourable to himself, and farming it by methods which decreased
its productivity. In addition, he had to pay the communs his share of
the redemption dues and the "soul tax", as well as various indirect taxes;
too often, therefore, his life was a "desparate struggle with a desparate
situation"T. A few rich peasants bought more land through the Peasantsg!
Bank, but to improve their lot the poorer peasants could only turn to

the traditional craft industries (Kustari), sell their labour to large
landowners or seek employment in the factories of the cities; in 1897,
there were perhaps tive million ot these peasants living in Russia's
indugtrial slumsb. However, the majority of the peasants remained in
their villages, struggling on the level of bare subsistence, rising in
occasional protest against their condition; when famine came, as it did in
1891, they had no reserves to fall back on, the thousands died of starva-
tion and disease.

The poverty ot the peasants and the resulting weakness of Russian
agriculture did not escape the govermment, which sought to relieve the
situation with piecemeal measures like the abolition of the "soul tax"
and the sponsoring of migration to Siberia, and tried to solve the
general economic problem by developing the other sectors ot the economy.

In the early 'sixties, the Finance Minister Rejtern had told Alexander IT:
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0eld3 XeJIe3HHX IOpPOr ¥ MEeXaHUUECKOU mnpo-
MHIUIEHHOCTU, POoccuf HEe MOrJa CUUTaThCH
BHE OIIACHOCTM B COOCTBEHHHX €€ I'pPaBuIlax
U ee BIUAHNE HA CYIbLOH OCTANbHOW HKBPOMH
OOJIXHO MNacCTh HA CTElNeHb, HECOTJAacCHYKn C
€e BHYTDEHHUM MOTIYMECTBOM Y MCTOPHUUECKHM
3HAYEeHNeM;

but it was only in the 'eighties that Russian industry - the textile
mills ot St Petersburg, the mines of the Urals, the oil-fields of
Baku - began to develop, and the railway network to expand . Industrial
expansion found its champion in the Finance Minister Vitte, who from
1892 until 1903 encouraged Russian manufacturers by imposing high
tarrifs on cheaper imported goods. Between 1887 and 1897, the produc-
tion of Rugsian industry rose by almost 100%10, but the cost was borne
by the local consumer who paid the higher prices and higher taxes that
financed the government's huge foriegn loans. The same decade saw a
"boom" in railway constructionll, and by 1897 the state had acquired
67% of the existing railways from the private companieslz. Although
the railways continued to be unprofitable, the govermment could pride
itself on the construction during the 'nineties of the Trans-Siberian
Railway, designed to open up trade links with the Far East.

The cost of all this modernization fell ultimately on the shoulders
of the peasants, whose plight deteriorated as much-needed grain was
sold abroad to discharge the national debt. Taxes on goods such as
kerosene and matches, a series of bad harvests, and low prices caused
by the competition of American grain made the position worse. The
redemption payments were hopelessly in arrears, and in 1899, the arrears
amounted to gixteen million roubles more than the dues collected13.
Peasant unrest increased, and violent uprisings in Poltava and Kharkév
in 1902 caused the-government to set up a Commission of Inguiry. The
added tax burden ot the Japanese War brought the peasants' discontent

to a head, and local uprisings became common throughout 1905 and 1906./
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At the same time two decades of discontent among the industrial
workers moved towards their climax. Industrial expansion had come to
a halt in the depression of 1898-1901, and the costly and unpopular war
dealt the economy a2 further blow. The labour force was small - it
represented less than 2% of the population — but it was concentrated
in the industrial cities, and had long been the target of political
agitators who fanned the workers' discontent with the conditions in
which they lived and worked. Strikes became frequent after 1882, and
in 1903 a major strike was organized in the South by the Social Demo—
crats. As attempts to air economic grievances were crushed by the
government, general discontent with the regime grew, and the bloody
suppression of the Winter Palace demonstration in January 1905 sharp-
ened this discontent into action. In the following months, strikes
became widespread, and in October a rail strike developed into a
crippling general strike, and soviets of Workers' Deputies held sway
in Russia's cities.

Nicholas II had come to the throne debtermined to resist all
pressures for change, but the policies of his Finance Minister had
created conditions that made change inevitablej the Autocracy was now
faced with the opposition of a dissatisfied peasantry, a rebellious
proletariat and an intelligentsia influenced by various revolutionary
ideologies. From the exiled "éernyj peredel" had emerged the first
Russian Marxists; their ideas gained ground after 1891 when the famine
revealed the extent of the peasants' miseries, and the consequences ot
industrial expansion seemed to support Marx's theories. Throughout the
'nineties, a debate raged between the Marxists, who saw in indugtrializ-
ation znd capitalism the means that would create a revolutionary prole-
tariat and a socialist revolution, and the Populists, who denounced

industrialization and argued that the peasant commune could provide a/



direct path to socialism and save Russia.from the evils of capitalism.
Marxism gained the ascendancy, and Marxzist propaganda among the workers
produced the Moscow Working Man's Union (1894) and the St Petersburg
Union ot Struggle for the Liberation of the Working Class (1895) as the
strike movement grew. The Russian Social Democratic and Workers' Party
was founded in 1898, and despite various internal disputes (which cul-
minated in the Bolshevik-Menshevik schizm ot 1903), played a leading
role in the events of 1905. Revolutionary Populism was revived in the
Social Revolutionary Party (1900), which sought to incite peasant
uprisings, and organized a series of political assassinationsj; among
its victims were Pleve, Sipjagin and the Grand Duke Sergej Aleksandrovid.
In the popular uprising ot 1905, the revolutionaries ot both camps
saw the means to ftheir end. By now even moderate opinion was against
an Autocracy that had resisted change for too long: the former Marxist
Struve succeeded in uniting various Liberals and radicals to a Union
of Liberation (1905), which added its voice to the clamour for reform.
In.tne face of universal opposition, Nicholas was persuaded to issue
his October Manifesto and make concessions to the general demand. The
first Duma sat for T2 days before it was dissolved in July 1906; the
Stolypin solution to the agrarian problem was initiated by an act
which ended communal ownership of the land, and redemption payments were
abolished from 1907. These measures satisfied few people, but they were
enough to split the opposition into more and less radical factions, and
as tney struggled for supremacy amongst themselves, Autocracy was able
to reassert itself.
The dominant note that sounds throughout Ruésian history in the
years between Emancipation and Hevolution is one of disharmony: dis—

harmony between State and people, between tsar and intelligantsia,/
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between economic progress and a system ot government dedicated to
the "prevention of movement", disharmony between thepoverty ot the
multitude and the wealth ot the few, between the Y"resources ot the

“14. The Autocracy sought to stifle the

State and its aspirations
sounds of discord and assimilate the essential modernization ot the
country into its medieval forms of government. Its failure became
more and more manirest as the years passedj famine exposed the weak-
ness of an agriculture based on peasant misery, strikes showed the
vulnerability of an industry maintained by the ill-paid labour of
its workers. The advances made only threw into relief the back-
wardness that still remained, the disharmony between "the most
primitive beginnings and the latest European endings"ls. These
disharmonies rose in crescendo to the cacophony of 1917.
Garin-Michajlovskij reltects his age in many ways. He grew
up in the repressive atmosphere ot the late ‘'sixties, he knew at
first hand the misery of Russia's peasants and the backwardness of
her agriculture, he played his part in the technological expansion
of the 'nineties, he was involved in the political lire of the early
nineteen-hundreds; in his passion for progress and faith in the future,
he relfects the temperament of his generation. But it is his percep-
tion of the disharmony otf his age, the general disharmony between the
vision and the fact, between what might be and what is in all aspects
of Russian life — a perception reflected in all his works - that makes
him a chronicler of his time.
(i1) When Garin began his literary career at the beginning of the
‘nineties, the new developments in the social, economic and political
lire ot Russia were finding their expression in a new intensity.of
intellectual and cultural activity. Despite the repressions ot the
"Pobedonoscev period"16 and the disillusionment ot the intelligentsia,

despite the pessimism of literary critics who lamented the decline /
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ot Russian literature and denounced the false ideologies ot the time -

Tolstoyism and "malye dela"17 — the eighteen-nineties were not a period

of fin de sidcle twilight, but rather a time of turmoil in Russian

thought, art and literature, during wnich the traditions or the past
century were questioned, challenged and sometimes overthrown.

The cause of the upheaval in social and political thought was the
rise of Marxism and the polemical attacks launched against it by N.K.
Michajlovskij and the Populists. Thé debate was conducted not only on
the economic plane, by writers like Voroncov ("V.V.") and Daniel'son
("N-on") on the Populist side and Struve, Tugan-Baranovskij and Lenin
("Tulin®, "Ilin") on the Marxist side, but also on the philosophical
plane: liichajlovskij defended his "subjective method" — by which the
ideals and values of the individual were the basis ot morality -
against Plechanov (Bel'tov), who preached the primacy ot objective
economic laws over all human behaviour. To Marxism's materialism,
determinism and advocacy ot capitalism, the new Populism thus opposed a
belief in human values, a faith in the special course of Russian social-
ism, and a hostility towards the industrial society fhat was emerging
in Russia. The stability of the literary establishment was disrupted
as eachn side sought its organ of expression; the Populists acquired
and revitalised "Russkoe bogatstvo", while a series ot Marxist journals
appeared on the scene — "Samarskij vestnik" (1896), "Novoe slovo" (1897),
"Nadalo" (1897), "Zizn'" (1899-1901).

The late 'ninefties have been described as the period of the
"hegemony of Marxism“lg. The Populists, whose doctrines seemed to be
contradicted by the new economic realities, could not check the growth
of the movement, and the Social Democrats gained strength fromltneir
successes among the working class. However, Russian Marxism was soon

split in two Dy the infliuence of German "revisionism" and the changing/
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attitudes ot the "legal Marxzists" (Struve and Baranovskij). By the
turn ot the century, "ortnodox" Marxism had to compete for the
support of the intelligentsia not only with "economic" Marxism, but
also with a new revolutionary Populism (the SRs) and a reviving
Liberalism.

Although this great ideological debate found its reflection on
the literature of the time, it did not challenge those assumptions about
literature and its "civic duty" which critics and historians took for
granted. Marxists and Populists alike looked to literature for a criti-
cism of society and an expression of some socio-political "message".
Ettore LoGatto has written:

La déclins de la théorie 'populiste' & 1l'avantage d'autres

courants politico-révolutionnaires, et en - - particulier

du Marxisme, n'entraina point, on 1'a vu, 1'élimination de

1'idée dominante de la littérature russe dans la deuxiéme

moitié du XIX sidcle: servir d'instrument aux révendications

sociales, et, de toute fagon, réproduire les conditions de

la vie et tous ses provlémes. 19
However, in the 'nineties, new currents in art and literature arose to
question and reject these traditional views. Already in the 'eighties,
the poets of "pure art" — Majkov, Fet and Polonskij - had turned away
from the Nekrasov school of "civic poetry" to lyricism and aestheticismg;
they were followed by a ydung generation of poets who rejected the trad-

itions of what one of them called "napravlendeski j utilitarizm"zo

Thinkers like Vladimir Solov'ev (Religioznye osnovy Zizni, 1894) and

later Rozanov and Berdjaev, challenged the philosophical materialism

and positivism underlying entrenched literary attitudes. European
intluences —~ the ideas of Nietzscne, tne writings of Rimbaud, Baudelaire
and Wilde ~ stimulated the general reaction against the traditional
views, and were denounced by the critics of the old school. In 1893,

Dmitrij MereZkovskij's O prifinach upadka i o novych tebenijach

sovremennoj russkoj literatury articulated the growing dissatisfaction/
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with traditional criticism and its criterion of "gra%danstvennost'", and
welcomed the new tendencies in Russian literature -

MI‘ICITI'ILIBGK.OB conepxaHnue, E‘:HMBOJ’IH n

pacHnupeHne JOXeCTBeHHOHM BIIeuaT-—

JJUTEJIIbHOCTHU .

The quest for eternal values and an art to express them unites
the writers known variously as "Decadents", "Modernists" and "symbol-
ists". Their first works aroused universal hostility, but the talents
of poets like Bal'mont and Brjusov and critics like MereZlkovskij and
Volynskij gained tnem a place in the literary world. In St Petersburg,
the journal "Severnyj vestnik" became the centre of a Symbolist group,
and in Moscow Brjusov founded the publishing house "Skorpion" and the
journal "Vesy" (1904). In 1898, Djagilev began the Modernist review
"Miir iskusstva", and in 1903, Percov organized the philosophical
journal "Novyj put'". By 1905, the Symbolists were an established
part oif the literary scene.

The idological debates between Marxists and Populists, and between
the various Marxist groups, and the artistic controversies between the
new tendencies and the guardians of the literary tradition all made the
'nineties a time of ferment, and had their influence on the literature
of the time.

The new literary currents were most strongly felt in poetry.

The poems of Brjusov, Zinaida Gippius and other Symbolists won more
and more admirers, and by fhe turn ot the century, Symbolism was the
vital force in Russian poetry. In the drama too, the new currents of
the nineties made themselves felt. The plays of Ibsen, Hauptmgnn and
Maeterlinck had their influence on public taste, and the foundation of
the Moscow Arts Theatre in 1898 marked a renaissance in the performing

arts. Evolving new methods and approaches, this company performed thef
plays
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of Eechov, and, despite their "impressionism" and unconventionality,
quickly established them as modern masterpieces.

In prose fiction, however, the tradition of the past-realism and
social purpose — remained dominant. Tolstoj was still a great moral
influence, but most of his creative energy went into his didactic pamph~-

lets (e.g. Chozjain i rébotnik, 1895) and his only novel ot these years,

Voskresen'e (1899) was a disappointment. Sechov was the greatest new
talent, and throughout the decade he produced a series oi sombre povesti -
Skudnaja istorija (1889), MuZiki (1897), Ionyé (1898); but his refusal
to commit himself to any ideology or doctrine still led many critics

to condemn his bezydejnnost! and pessimism. Xorolenko was clogser to

their views of the writer's social duty, but his works of the 'nineties

were largely documentary studies or social evils (V golodnyj god , 1&93).

Among the younger generation, Maksim Gor'kij wén great popularity with his
romantic tales or social outcasts (6eika§, 1895), and Leonid Andreev shocked
many with his sensational stories ot crime and violence. But for the most
part, the novelists znd story-tellers of the 'nineties sought to depict
and comment on the realities of the society around thems in these bytop-
isateli — writers like Boborykin, Eriel, Veresaev, Mamin-Sibirjak - the
traditions of "critical realism" reasserted themselves.

The fiction of the time also reflected the developments in Russia's

political lite. In his novels (e.g. Vassa éeisznova, 1904 ), Gor'kij

emerged as the literary representative of Marxism. He became the leader
of the "Sreda" group of young writers — TeleSov, Skitalec, Kuprin, Bunin
and others — many ot whom shared his views. In 1900, he organized with
them the publishing house "Znanie", and in the works ot the "znan'evcy",
critics ot the old school came to see the triumph of realism and the
"ideja grazdanskogo dolga"zz. At the same time, a new generation of

Symbolists emerged, and more opposed to the civic and realist traditions —

Vjaceslav Ivanov, Andrej Belyj (Zoloto v lazure, 1904) and Aleksandr/
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Blok (Stichi o prekrasnoj dame, 1904). In the aftermath of the

1905 revolution, the fundamental differences between the two tendencies
in literature and thought became more pronounced. In his Mat' (1907),
Gor'kij reaffirmed his faith in revolution and the social purpose of
literature, while Symbolism was contirmed in its mysticism by a religious
revival waich turned many members of the intelligentsia (e.g. Bulgakov
and Berdjaev) against the nineteenth century traditions of atheism and
materialism.

. B .

This is the background of Garin's literary lite. Although he spent
most of his time in the provinces, he was always in touch with the intel-
lectual and literary life of the capitals, and his "idejnyj put'" was
perhaps typical of that of many ot his contemporaries. Attracted to
Populism in the 'eighties by writers like A.N. Engel‘gardt23, he was
disillusioned by his own attempt to put its theories into practics.
Although he financed the purchase of "Russkoe bogatstvo", he was never

a disciple ot Michajlovskij, and his Neskol'ko let v derevne was no

foPulist tract. As he became acquainted with Marxism, and as his own
observations convinced him that Russia's social progress depended on
the development of her industry and technology, he was drawn into the
growing group of Marxist sympathisers. Although he joined the Social
Democratic Party towards the end of his lite, it remains doubtful how
far Garin accepted or even understood all its policies - Gor'kij records

that he rejected determinism24

25

s Sanin felt that he was opposed to Marx's

main teachings™, and Onufriev argues that he had no conception of the

theory of revolution26.
Garin's literary outlook was determined by his temperament and

by his personal contacts. Practical, energetic and direct, he had no/
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affinity with the Symbolists, aesthetes. or mystics. Associated
at the beginning of his career with Michajlovskij and the Populists,
he remained distant from the cbdteries of the Symbolists. He befriended
Gor'kij in the early 'nineties, and was later a frequent visitor at the
meetings ot the "Sreda" group. But he was not ignorant of Modernist
trends; he was acquainted with the poetry of Bal'mont at leastzT, his
play Orcnideja shows the intluence of Cechov and Ibsen, and allegorical
stories like Revekka and Filosof Dan illustrate his use of Symbolist
techniques.

In most of his works , Garin is a convinced upholder of the
nineteenth-century tradition, a believer in the writer's civic duty
to depict the reality oif the ftime and comment on its problemsza. Like
many of the writers of his age, he is concerned above all with the role
of the intelligent in contemporary society, and like many of them29, he
sought to record his view of the problem in the fictional biography of
a representative hero. An astute observer ot the Russian scene, he
formed definite views on it, on the shape and direction ot the country's
future, and on the general problems of human lite reflected in it; his
view of literature convinced him it was his dutly to make these views
knovn in his works. In studying the rhetoric ot his fiction, we seek
to discover how he achieved his objective, how he communicated his views
and concerns througn his writings.

11T

In the seventy years since his death, critical interest in Garin-
llichajlovskij has centred on the ideoligical content and significance
of his works. Early reviewers and critics usually judged his stories
according to their attitude towards the contemporary issues theylsaw
reflected in theml, and since 1917, Soviet critics have concentrated on

discovering from his works the political views of the authorz. Stories,/
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plays and travel sketches have all been praised for their exposure

of the tsarist social order and their faith in the future, and the
four noveis of the Kartadev cycle have been analysed by generations
of critics anxious to elucidate their socio-political "message".

In the *nineties, Nikolaev protested that thetetralogy painted too
black a picture of Russia's youth3, and he has since been echoed by
critics like Volkev and Vorob'eva who have taken Garin to task for his
failure to portray positive revolutionary types4. The question of
Garin's Marzism has been a dominant theme in the most recent criti-
cism, and the principle argument advanced by Judina in her definitive
study5 is that, despite the reservations voiced by earlier writers,
Garin can indeed be considered a Marxist.

Only a few of Garin's critics have been at all concerned with
hig methods as a writer as welLl as with the ideas expressed in his
works - L.V. Krasnova has made a valuable study of certain teatures
of his siyle and languag36 — and the emphasis has been almost exclu-~ -
sively on the "content" rather than the "form" of his works. Garin
himself was no literary theoretician, and critics like Elpatievskij

£

and éukovskij have stressed the instinctive, intuitive nature of his
art, suggesting that any speculation on the technical ditficulties

of writing was foreign to him:

OH nucajix, KaK noeT nruama, KakK IaxHeT
IIBETOK. :

The study of Garin's works has sufrered from the "ideological" bias
of his critics in two ways; it has too often been reduced to a search
for the expression of those views the critic is concerned to applaud
or condemn, and in most cases it has tended to neglect Garin's quali~
ties - znd failings - as a craftsman.

It is paradoxical that the critics wao have sought to infer his
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jdeas from his works have so consistently failed to ask how the

9

author has given expression to these ideas in his stories”.
However, the question of how a fiction-writer might convey his beliefs
$0 his readers did not evade Garin himself. In Studenty, he has Kornev

explain to Kartadev his views on the writer's duiy:

Begbp 2TO CTpPaWHO NOAyMaTh, UEM HOJXEH OHTDH
MICATEJIb. s+ €CIIM OH HE XOUET OHTH, KOHEUHO,
6ymaroxapaTeneM. Kax MHe npepcrasiIsgeTcHd
nucaTelb—-0eJIeTPUCT. » » 3TO UEJOBEK, KOTODHI,
TaxK cKasaTh, pasobpancsa yxe B cyumOype
KUBHLI. » s OCMHCIINII ce0e BCE U CTan BHME TOJIIIH
«« JTOVL TOJIE OH OCMHCJIUBAET €€ COOCTBEHHHE
IeficTBUA B XyHNOXECTBEHHHX 00pasax..0H
rOBODAT, BOT BH KTO, ¥ BOT MOUEMY...(II, 132).

Some ten years later, speaking in his own name and making an open
declaration of his personal political views, he returned to the

question:

Mos crneuualsHOCTh: — OellIeTPUCTHXa. Kax
K3BECTHO, B 9TO# XyIOxeCTBEHHO! ob6iacTn,
UCKYyCCTBO B TOM, UTOOH rOBOPHUTE OOpas3amu,
u BcaAKoe "oT cela" ABIgeTCA TONBKO OCnalb-

JEHUEeM KapPTUHH. .. X
(K sovremennym sobytijam, V, 671)

On the one hand, Garin believes that the writer has a responsib@lity
to make known to his readers his view of the truth about their lire,
to express his own views, not just on ideologies, but on men and
their morals in general, On the other hand, he knows it is the
condition of literature that thess views be expressed obliquely, in
"images", througn the work itself, without that direct communication
which would weaken the picture of reality presented in it. The pub-
licist may speak ot sebja, but the helletrist can speak only in images;
-if he addresses the reader too directly, the artistic effect of his
work is impaired.

These two quotations lead us to ore of the fundamental problems of

the art ot fiction, and show us that Garin was aware of it: how to/
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communicate a meaning and a point of view through a fictional world.
The problem for the writer who wishes to set his opinions and beliefs
before the reader — and that is what all writers seek, consciously or
unconsciously, to do - is to find a set of "images" that will embody
and convey these opinions, engage the reader's interest and lead him
to perceive and accept the meaning thus expressed in the work. The aim
of this study is to examine Garin's solutions to this problem, to dis-
cover how he communicates with his reader through his works; such an
examination will not only give us an insight inbto his techniques as a
writer, but also illumine one ot the general problems of the cratrt of
fiction.

To define the area of our study, we turn to the traditional term
"rhetoric". For Aristotle, tnis was "the faculty of discovering in the
particular case what are the available means of persuasion“lo, and it
is in this general sense that the term can be of use in literary crit-
icism. Whatever its secondary meanings - oratory, ornate language or
empty bombast - "rhetoric" is "the art of using language to persuade
or intluence othars"ll, and imaginative literature falls well within
its scopelz. A work of fiction issomething which has been composed
to convey the author's particular vision of life in such a way that
it will influence the reader's vision; its aim is persuasion in the
widest sense.- "persuasion to attitude", in the words of Kenneth Burkeli
to persuade the reader of the values embodied in it.

The rhetoric of the fiction-writer is the manner in which he
organises his fiction to persuade his readers; the "means of persuasion"
available to him include the whole range of techniques by which he eli-—
cits =nd manipulatves the reader's responses — plot, characters, setting,
narration, language, style. BEvery element in the work is an aspsct of

the author's rhetoric, since it produces an effect on the reader and/
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shapes his attitude to the work. As Wayne C. Booth has shown, "the

art ot communicating witn readers - the rhetorical resources available
to the writer of epic, novel or short story as he tries, consciously or
unconsciously, to impose his fictional world upon the reader .... the

r"14 are essential parts of any

author's means of controlling the reade
work of fiction.

Rhetoric is concernsd primarily, not with the author's intention
or the reader's response, but rather with the complete act of literary
communication, the intention as it is embodied to influence the response,
the "idea" as it is expresed in the artistic image. The student of
rhetoric must study the work itselr, and seek to discover all the tech-
niques by which the author commuaicates his truth and convinces the
reader to accept it.

We have approached Garin's fiction, therefore, as an "artistically
structured instrument for communicanion“15; by a close study of the
devices and effects he employs in his narrative works (his plays, in
wnich other means of persuasion are at work, must remain outside our
scope), we have sought to understand and analyse his "rhetoric" -
"primarily the architecture of communication, its structure and ordon-
nance“16 —~ and to snow in their operation the means by which he has worked
to win our "sympathetic agreement"l? for the judgement of experience he
has embodied. It has been our aim, not only to consider his methods as
artist and cra:itsman, but also to illumine the intentions, beliefs and
judgements he sought to express, and thus to give a truer picture of
his concerns and achievements as a writer than emerges from the accounts
of many ot the "ideological" criticse.

In our examination of Garin's shorter narrative works in the first
part of the thesis, we have tried to show how the various elements of

the stories function as the means of persuasion by which the autnor/
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controls his reader. Chapters on the selection and arrangement of

events, the narrator, the special devices of description, lénguage and
style, and the means by which the author communicates his general judge-
ments and speciriic publicistic aims reveal the diversity of his rhetorical
devices, and a concluding chapter assesses these means of persuasion, and
the kinds of "communioﬁ" the author achieves through them. In the second
part, we have been concerned with the rhetoric of the tetralogy, and have
examined the various parts of the fiction as vehicles for the author's
voice, contributing to the expression of the central purpose of the work.
The first chapter considers the various intentions and concerns informing
the work, and the sécona how the fictional events have been structured

to show forth its significance. Succeeding chapters discuss the role of
the hero, the narrator, the secondary characters and the devices of
image, symbol and repetition in disclosing the author's purpose to the
reader, while a final chapter surveys these devices as a whole to dis-
cover the meaning that emerges from the entire work, the author's purpose;
it also evaluates the success of Garin's rhetoric in giving expression

to this purpose. The introduction is an attempt to set Garin's works in
the context of his life and of the history of his time; and the Conclusion
summarises the result of our investigations, and offers a general, and,

it is hoped, balanced view of Garin's skill as a rhetorician and success

as a writer.
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while his eldest son was still at school.
Bjalyj(Istorija russkoj literatury, vol. 10, p. 514) suggests that
Garin started university in 1869, while Mironov(Poet neterpelivozo
sozdanlaa) suggests 1870, There is na reason, however, to doubt
Judina.
Judina makes no reference to this episode in Michajlovskij's life-
which suggests a close parallel with the experiences of Kartalev
as outlined in the first versions of Studenty. It seems reason-
able to accept the account of Bykov, apparently a personal friend
of the author.
these accounts were to become, respectively, Neskol'ko let v
derevne and Variant (which his wife salvaged from the waste-paper
basket - Michajlovskaja, op.cit., p. 59)
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llDeloll
Nikolaj Konstantinovid Michajlovskij(1842- 1904), philosopher,
critic and leader of the Populist intelligentsia.
it was derived from "Garja", the pet name of Michajlovskij's
third son, Georgij.
Aleksandr Ivanovié Ivan&in-Pisarev(1846-1916), a Populist journal-
ist and publisher, recently returned from exile for his activities
in the Narodnaja volja movement of the "70's. At this time he
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was managing editor of '"Russkoe bogatstvo',.
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Gretnev's foreward to Garin's letters to Michajlovskij and
Ivantin(Iiteraturnyj archiv, 5, 9-11). These letters reflect
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peun He 6yneT." Literaturnyj archiv, 5, p. ?
on September 26 1894, we find him protesting to Ivancin about

the naivete of Rarysev s article Letnie vpelatlenija ("RB", 1894,
8), which lamented the growth of Russian capitalism. Literat-—
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iz %izni russkoj emizracii( Riga, 1931).

the most thorough account of the expedition is Zajdikov's
foreword to Iz dnevnikov krugosvetnogo putefestvija(1952).

the demonstration in Kazan Cathedral Square on March 4, 1901
had ended in the arrest of many leading intellectuals. There
were many expressions of public protest, including the petition
signed by Garin and other writers.

Dvorec Dima was published in "élan'“, 1900, No 1, Derevenskaja
drama in the Znanie sbornik for 1903,

during his brief stay in Yalta, he had become a friend of
Cechov.,

according to Gor'kij (O Garine, p.319) he donated 15 or 20
thousand roubles to the Marxists in 1905, and according to his
daughter (Judina, %izn' p.204) he sent a further 25,000 from
Manchuria. It seems likely that the money was Sadovskaja's,

who had come east with him. His wife( who had initiated divorce
proceedings, apparently at his suggestion - see Pis'ma s Dal'nego
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propaganda among the troops(op.cit., pe 71)

23, Pis'ma s Dal'nego vostoka, p. 157. In the local paper, "Novy]

24.
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25. Skitalec, op.icit. p. 411l. Among Garin's unrealized literary

26.

plans are two projected works described by Gor'kij(op. cit.,
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PART I
THE SHORTER NARRATIVE WORKS:

THE MEANS OF PZRSUASION.
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CHAPTER I

THE BASIS Of RHETORIC: SELECTION AND ARRANGEMENT

The aim of the writer oif fiction, in the most general terms, is
"to embody certain truths of human life in a series of imagined
facts"l. The "rhetoric of fiction" is the whole range of means by
which the author, in selecting, arranging and presenting his "facts"
communicates to the reader the "truths" he has perceived, and seeks
to convince him of them; it is the author's effort first to interest
and then to influence his reader.

Rhetoric begins when the author conceives of his "Idea", his
trutns, as something to be communicated to others, and at its basis
is his search for a "series of imagined facts" that will engage and
sustain the reader's interest, and at the same time convey to him
these truths. The first task of the writer is thus to find his
"facts" and arrange them into a series suitable for his purpose; as

.one scholar has observed, "the most elementary function of rhetoric
is, not to persuade, but to select and arrange"z. Qur first task as
students of rheteric is to examine how the author has selected and
arranged the facts of his narrative.

For Garin as for all.writérs, %he source ot his "imagined facts™
is his own experience oi litfe, and the range of facts encompassed in

his works reflects the scope of this experience. Kuprin remarked:

8TOT UEJIOBEK NDOBEJ ADKyW, MNeCTPyl,
OTPOMHYH XU3HBT,
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and the breadth and diversity of Garin's experience as engineer,
landowner =and traveller must surely impress all who study his lite.
He himself recognised the value of his various ventures and expedi-

tions as a literary source, writing to his wife from Kazan in 1892:

Kaxoi#l 6GoraThii MaTepuasl HAKOMIHAETCH Yy MEHM. ..
[lpeAnpuHUMas 3Ty CBOK TMOE3IKYy IO 3eMmie
DyCCKOM..# 3aOyMHBaW0 B KaKOM—HUOYIL JIEIKOM
crtune, 0e3 BCAKUX NpeTeH3u#d, onmcaTk co
BpEeMEeHEeM HOBOe MoxoxneHue UnumKoBa.

In describing what he calls Garin's "grandioznaja revizija" of the
5

Russia of his day, Kornej ﬁukovskij divides his works into three
main groups:
I. =2anuckKm HHXeHepa

2. 23alIUCKM XO03auHAa
3. 3amnucKU O ceMbe U BOCIUTAHUM.

A brief classification of some of the more important shorter works
into these general groups will clarify for us the range and nature
of Garin's interests and concerns as a writer.

As "zapiski in¥enera" we may group together those stofies
that draw on the author's experience as a railwayman — not only
Variant and Dela, concerned respectively with problems of surveying
and the difficulties of lobbying for official approval, but also
Na praktike, which recounts the experiences of a student engineer
working as a fireman, and a whole range of works like Na chodu,

KarandaSom s natury, Na nodlege and Moi skitanija which record the

observations of a railway engineer working in various regions of

Russia.. The "zapiski chozjaina" include not only Neskol'ko let v

derevne and V sutoloke provincial'noj Eizni, which are quite liter-

ally the notes of a gentleman farmer, but also all those works which

chronicle various aspects of country lite from the point of view of/
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an involved observer — Pod veder and V usad'be pome38icy JarySevoi,

wnich depict the economic ditfficulties of the landowners, Derevenskie
panoramy, which portrays the poverty ot the peasants, and Volk, whioh
exposes the evils of the commune. As "zapiski o sem'e i vospitanii®

we might regard those stories based on the experiences of the author

as husband and father and illustrating his interest in the life ot

children. To this group we might assign Radosti Zizni, describing a

blissful marriage, and Pravda, describing a wretched onej Isiorija

odnoj §kolx and Koroten'kaja zizn', describing two very ditferent

schools and their very different pupilsjy Ispoved' otca, which argues

against the corporal punishment of children, and Dvorec Dima, which
shows the misery of the illegitimate child, To extend the scope of

the "grandioznaja revizija" even further, Po Xoree, Man'Czurii i

Ligodunskomu poluostrovu and Dnevnik vo vremja vojny explore an

abundance of new material about the customs of Korea and the fortunes
of the Russian army in the Japanese war.

Like every writer, therefore, Garin draws his material from his
own experience of life, and sets down in his works the "facts" obser-
ved by him in the world around him. What distinguishes many of his
works from much narrative fiction is not only the diversity of the
material, but the specific nature of the narrative facts, their close
relation to the known facts of the author's life, and the frequency
with which they are presented as fact. Through his use of the first-
person narrative form, the author seems in many works to insist that
the experiences recounted are his own, that the "facts" of his story
are real facts. An earller student of Garin's works, F.D. Batjubkov,
wrote:

JlutrepaTypa Omja s HEro He Leilsw B cele,
a CpencTBOM COOOHUTH CBOW HUIHEHHHIT OIHT,
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The "factual" nature of many of Garin's writings seems to support
such a view, and lead to the assumption that we are dealing, not
with a writer ot fiction, but wita an autobiographer. Many critics
have made the assumption?, and several writers have turned to the
stories as a source for the writer's biographya. The question of
the "autobiographicality" of Garin's stories is clearly relevant to
our study ot his rhetoric and our appreciation ot his aims and
methodsj an examination of the relationship between fact and fiction
in his writings will reveal whether they are merely documentary
records of his experiences, or whether they are works of literature,
gelected, arranged and constructed to have an effect on the reader.
We may regard as "factual" only those works whose basis in
fact is attested by external evidence in letters, memoirs or other
sources affording direct access to the facts of the case. Many such
works are autobiographical, in that they relate real events from the
author's lire in the traditional autobiographic form of the first-
person narrative. Such, for example, are the four "diaries" -

Neskol'ko let v derevne, V sutoloke provincial'noj #izni, Po Koree...

and Dnevnik vo vremja vojny - whose accuracy as accounts of different

periods in Garin's life is well substantiated. We know from the remi-

9

niscences of his wite’, for example, how closely Neskol'ko let corres—

ponds to the author's actual experiences as a landowner in Samara from
1683 until 1886; his endeavours to improve the yield of the land and
the condition of the peasantry finally fail in the face of opposition
trom a few wealthy peasants (led in fact as in the account by éiékov)
who instigate a series of fires that force the landowner to retire
defeated. Similarly, the reminiscences of Gor'kij and Vencel'lo speak
of Garin's activities as landowner and engineer in Samara from 1886 to

1896, and thus confirm as fact the incidents described in V sutolokej
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in particular, Vencel' recalls the controversial innovations
introduced by Garin as chief engineer of the Samara-Krotovsk line,
including the "court of honour" described in the diary. From the
memoirs of Michajlovskaja, Bykov and Gor'kij, and from the official
report ot the expeditionll, we know that Garin did in fact make the
journey described in Po Koree... in 18983 and the letters to his

wite from Mukden and other Mancaurian towns in 190412 prove that he
was in the theatre of war during the period covered by the Dnevnik.
Furthermore, in the case ot the iravel notes and the war-diary, their
factuality is their raison d'€tre: the impressions ot a traveller in
a strange land and the despatches of a correspondent at the Front are
inveresting because they are Tactual accounts of actual happenings.
On occasion, the narrator himself will vouch for the factuality of

his account:

OcHOBHAF 3afauya MOero Tpyna — Io6pocoBecT-—
HOe, (€3 BCHAKUX MPEenB3ATHX COOOpaxeHUl,
OyKBaJbHOE BOCIIpoX3BeHneHMue OHBUWErO,

writes the narrator or Neskol'ko let (III,T), while the war-diarist

declares at the outset his determination to be completely truthful
(Marks VI,3), Tumanjan has observed that the diary form enabled Garin
to extend the range of his cbservation,lj and it is true that the
"autobiographer" in these works is in general more interested in
expressing his views on the realities around him than in analysing

the events of his inner lire, the traditional concern of autobiography
proper. The same is true of the shorter autobiographical works we
might term "zapiski", in wnica the narrator, always a traveller and

usually an engineer, records his opinions on the various social

phenomena encountered in his travels. We know that Karanda¥om s

natury contains Garin's impressions orf Siberian life, gathered during/
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18913 that Na chodu relates to his period as surveyor for the

Kazan-Malmy% railway in 1891, that Kartinki Volyni was occasioned

by a surveying expedition to Volynia in 1894, and Na nollege and

Moi skitanija by similar sojourns in Jaroslav and Kostroma in 1895.

Non-autobiographical factual stories are those with a verifi-
able basis in fact which are not presented ag autobiographies.
Some ot them are based on specific incidents from the author's

lite, like Variant, Dela and Dva mgnovenija. Variant tells ot an

engineer, Kol'cov, who fights otficial red tape because he believes
his new plan for a railway line is in the national interest and
wishes to see it accepted. Michajlovskaja recalls how the story

was written after her husband's long campaign to have his plans

for the Ufa-Zlatoust railway accepted in 188614. Similar in many
ways, Dela is based on the author's lengthy efforts to win Ministry
approval for a narrow-gauge railway begun in Samara in 18943 corrob-

orative evidence is provided in V_sutoloke provincial'noj Zizni,

which tells the same story in substantially the same words (VI, 473~
481, Chap. XXVI). Again according to Michajlovskaja's memoirs, Dva-
mgnovenija describes adventures that actually befell Garin near Batum
in 18803 on the first occasion he was almost drowned in a sudden sea
squall, and on the second, a few days later, he jumped into the sea
at the same place to rescue some Turks from a similar predicamentlb-
Other factual stories aré based on characters the author met.
The model for the old Jew in Starvj evrej was, as Michajlovskaja
recallsls, M. Ju. Platkov, whom Garin met in 1882, and who suffered
the fate described in the story. The latter part of Pod veber
describes the death of the peasant Fedor Elesin, and bears a strong
reseudlance to Garin's account in a letter to his wite (in 1891) ot

the deatn of the Cundurovka peasant Fedor Elesian. The factual/
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basis ot Ne ot mira sego is suggested by the dedication ot the story °

to Ja. L. Liberman; Liberman, an idealistic young writer who seeks
the advice of a distinguished man ot letters (Garin himself, we
inter), is the hero ot the story. Liberman is again mentioned in
éizn' i smert®, in part a eulogy of Dr Kolpin, the local doctor who
(according to V_sutoloke) treated the author for cholera in 1892.
Some non—autobiographical factual stories can be traced to
characters and incidents described to the author by some third
party. Genij, which tells of a poor Jew who discovers differential
equations, only to find tnéy_were discovered two centuries before,

is, according to the author's own note, based on a true occurrence

coobmenHuZ aBTopy M.H0. TonemmTEeRHOM.
damunus eBpes — IlacTepHak. ABTOp cam IIOM-—
HUT 3TOr0 eBpesd. [loOJiMHHAZ PYKOMUCH €Bped
v xoro-To B Omecce, (IV, 561

In the final pages of V sutoloke, the examining magistrate Abram—
son tells of two peasant women who murdered their husbands to marry

their lovers; the incident forms the plot oif Derevenskaja drama.

Jakov Tejtel', a friend of Garin's and the prototype oif Abramson,
contirms in his memoirs that this was an actual case be investigated

in 189618. Dopotopnoe Sudovisde is perhaps an analogous case: here

the author recounts a tale about a sea monster %told him by an old
gailor who believes he witnessed the events described.

No doubt many more of Garin's étories are directly based on
facts from his own life or facts reported to him by others; but where
there is no evidence, we may point only to the likelihood of some
factual source. Evrejskij pogrom describes a boy's experience of
anti-Semitic riots in Odessa, and may refer to an episode from Garin's

own childhood in that city; Veselye . ljudi, describing the carefree

idleness ot two student friends, may depict his own university days;/
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Na praktike, an engineer's reminiscences of his apprenticeship as a !
stoker, may as Judina suggesis refer to Garin's experiences in

Beggarabia in 187619; Iz moege dnevnika, in which a man describes a

visit to an old friend in the Crimea, may be based on a visit Garin
made in 189420. Other stories may describe people actually known
to the author: Nemal'cev, the old soldier who looks back on his hard

life, may have been a real person; Val'nek-Val'novskij may have a

prototype among the casual labourers encountered by the author in
his work, and Mamed, a dubious Tatar merchant, may indeed have been
an actual resident of Harbin during the Japanese war. But such
conjecture may continue indefinitely; we can only speculate, for
example, about the relationship between the peasants of Gundurovka

and the peasants of Derevenskie panoramye.

Similar speculation is invited by a small group oi stories that
seem to have their origin in the more intimate side of the writer's

biography. It seems more than probable that Radosti Zizni, which was

published (on September 3, 1895) shortly after Garin's sixteenth

wedding anniversary (August 22), and in which a husband and wife look
back on the eve of their anniversary over sixfteen years of happy and
fulfilling marriage, is autobiographical in content. Kartinka, which
describes little Garja's irrespressible behaviour in church, may be a
portrait ot Garin's third sony Veronika, a poetic evocation of a woman's
mood just before she gives birth to a daughter is likely to have some
connection with the birth of a daughter - also called Veronika - to

Vera Sadovskaja in 189721; Ispoved' otca, wnich so moved its first

audience in Samara in 1896, must surely relate to the early death of
the author's first son Nikolajzz. But here too, the pursuit oflfact—
ual parallels may be continued indefinitely - to Dvorec Dima, for

example, where the plight or the hero reminds us that Garin himselr/
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was the father of four illegitimate children, or to Adolka, whose
heroine bears the name of one ot the wiiter's daughters. There is
no clear line between such uncertain "facts" and fiction, between
what the author has invented and what he has taken from his own
experience.

Similarly, it is no easy matter to identify stories which have
no basis in fact, which are purely fictional. A few works are fan-
tasies or fables which can have no factual source — Kurotka Kud, the
tale of a farmyard hen who leaves home and marries a waterfowl, for

example, or the other Skazki dlja detej. Chudo¥nik, in which an

artist creates the statue of a beautiful woman but destroys it in

his passion when the gods give it life, and Novye zvuki, in which a
prince finds new tunes for his violin only by discovering the sutfer-
ings of the people, are both so evidently allegorical that we look
for no grounding in fact. Filosof Dan, which describes the crimes of
an evil circus-owner, recalls the wildly improbable plots of cheap
fiction rather than actual events. But most of the fictional stories
conform to the patterns of realistic fiction in presenting events that
might have happened, and which may have happened in the author's exp-
erience. One story tells of a father who founded a school and made

it a memorial to his dead son (Koroten'kaja #%izn'), another of a

society lady whose life-long attempt to thwart a rival is defeated

when the latter attends her funeral (Ona_pobeditel'nica!), another ot

a wealthy grandmother who seeks to save the family business by urging
her grandson's wife to turn elsewhere when her husband fails to produce
an heir (Babuska): all of these situations could have been observed

by Garin. Several stories have in common the theme of unhappy love:

Revekka, Kogda-to, Klotil'da, Staryj cholostjak might all have some

basis in facts known to the austhor, or even in the facts of his own

23

experience .
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Fact, autobiography and fiction are thus inextricably bound
together in many of Garin's stories, and any attempt to separate
them must be artificial and schematic. The number of works with
a demonstrable basis in the facts of the author's life is perhaps
unusually high, but the term "autobiographical' should be used with

care. Judina has written:

e+ o OONIBUVHCTBO NpOM3BEeNeHuit I'apuHa...
oTpaxanT 6OTaTHli XU3HEHHHH OILNT MNUCATEeNIs
= B JTOM CMHCJIE MPXHO FOBODHTSH 06 ux
aBToﬁmorpa@name.d

We must not assume that works based on facts of the writer's
biography and presented in autobiographical form are indeed
autobiographies or even "factual" records, or that "fictional"
stories have no relation to the author's own experiences. We may
attempt a broad distinction betwesn "factual" and non-factual

stories:

FACTUAL STORI&S — ae. "Mautobiographic facts"

i. autobiographical in form -
diariegs — "zapiski®

ii. non-autobiographical in form

b. Tbased on real people
cs non-autobiographic facts

NON-FACTUAL STORIES

a. basis in fact probable

b. Dbasis in fact posgsible

Ce "pure" fiction ~ tales and fablese.
Such an attempt, however, only demonstrates how difficult it is
to maintain the distinciion satisfactorily. Because our knowledge
is limited, we must include as non-factual works many stories which

might be based on fact (groups II a.) and b.). Amongst the factual

stories we must distinguish betwsen those based on autobiographical/
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facts (I a.), tnose based on people known to the author (I b.) and |
those based on what others have told him (I c.); and among the
stories of autobiographic origin we must separate those thatl are
presented as autobiography (I a. i.) from those which are not (I a.-
ii.). When we remember that in some non-factual stories fiction is
presented as fact in the form of autobiography (e.g. Klotil'da,
Kogda-to), the boundaries become even more difficult to draw.

Thus, while it may be true to say, as Garin did, that:

2
BCE B3ATO MDPAMO U3 XUIHU, 2D

in the sense that his observation and experience ot life lies at
the root of all his writing, and while we may discover factual
sources for a significant proportion ot his works, it is imposs-
ible to maintain any absolute distinction between fact and fiction
in these stories, or to assert that Garin is a "faoctual® or an
"autobiographic" writer. His works for the most part must be
regarded as syntheses of reality and invention, each one represent—
ing a selection from and arrangement of his experience of life.
Even where his matefial is }actual.anu his concern is with
actuglities, as in the "diaries" and “zapiski", Garin's aim is
never simply to give us the facts of this or that case, or let the
facts speak for themselves. Rather, he seeks to incorporate the
facts into his rhetoric, to present tnem so that they will lead
the reader to conclusions about the truths he is concerned to
convey. H.G. Leggett has written: "Not experience itself, but
the author's judgement ot his experience, is the essential material
of fiction; not what he observes, but his intuitions and specula-
tions concerning it26“. The very act of narration implies some
process ol screening, siiting and selectingj; the author chooses

to write about some facts rather than others because for him tney/
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have some special signifricance, some special contribution to make
towards the delineation or his thought, Against Garin's claim,

made in a letter to Ivandin-Pisarev, that (in Burlaki):

1 I0GPOCOBECTHO mepenal 3epKaJlo Hamel
UHTENJIUTEHTHOR XUBHM CPemu 3IeMyeBJaneilb-
es

we may set the observation made by the contemporary critic

Ne vedomskij in his review or the "Znanie" volume in waich

Derevenskaja drama was published:

/xynoxecTsQ/ He MacCCUBHO OoTpaxaeT JneiicT-
BUTEJILHOCThL: CPaBHEHUE C 3E€DKAJIOM MOXeT
OHTHL TOJIBKO MeTadopoii; auTepaTypa Bcerma
MONBONUT WUTOTU XWU3HU, DPACIOJOTAeT SABJIEHUA
®XU3HM B M3BECTHON YMHMIISHHOW, BEpHee
UyBCTBOBAHHO# cuCTeMe.2

The author's M™imagined facts", in other words, the facts of his
narrative, can only be a selection from the facts of his experi-
ence, made consciousgly or unconsciously according to his purpose.
"Factuality" can be only a relative term.

The diversity of "factual" material in Garin's writings
perhaps obséurea the process of selection that is continually at
work, For all the ground he covers, Garin does not write about
everything, but only about what he is willing and able to write
about. éukovekij's three general subject-headings indicate not
only a broadness of interest, but also a limitation of interest;
Garin writes about railways, farming, family life, peasant lite,

lite among the Jews (e.g. Icka i Davydka) or the Tatars (Burlaki),

but these are also whole areas oif liie he leaves unexamined -~ for
example, the life ot the clergy as it is chronicled by Leskov, or
"the lire ot the petty &inovniki who figure in many of Cechov's

early stories, or oif Boboykin's Moscow mercinanis or Mel'nikov's

Old Believers. Po Koree... gives Us much interesting intormation/
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about Korea and the lire ot its people, but it is in no sense a !
comprehensive study or that countryj; comparisons with contemporary
accounts (e.g. that or the missionary Galezg) show that many aspects
ot the Korean scene — the lire of the people ot the south, for example,
or the circles of government in Seoul- find no reflection in Garin's
works. His range is wide, but it is also limited, and his facts are
always selective.

Even factual "autobiographic" works do not give us‘all the facts

or leave us with the facts alone. The narrator of Neskol'ko let,for

example, tells us briefly why he resigned his engineering post:

e+ 0POCUI CNyX6Y 32 MOJHYI HECHOCOOHOCTH
CUOeTh MeXILYy LBYMSA CTYNbAMU: C ONHON
CTODOHH, MHTEPECH rOoCyIapCTBEHHHE, C
IPyTO# — JNuYHHE XO3AUCKMUE. (ITT, 18)

This is a drastic summary oif what actually happeneds; we are told
nothing about the details of the resignation, or about the ensuing
montns spent on Michajlovskaja's estate. Similarly, V sutoloke

provincial'noj Zizni purports to be a record ot the author's lire

between 1886 and 1896, but it passes the first five years of this
period over in a single sentence (IV,334) and makes no mention of
the publication of Detgivo Temy in 1892 (the work is referred to
later in the text — IV,422) or of Garin's publishing ventures.
Dnevnik vo vremja vojny gives mne account of the author's private

life - the financiai worries reported in his letters home3o, -

nor is it a blow-by-blow account of the war. It is rather a record
ol men, conversations and eye-witness accounts ending in October
1904 after the Batile of Liaoyang, a full year before the war came
to its close. Had the author intended to give a full factual

record of military movements and engagementa, it is likely that/
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the censorship would have hampered himj; but his intention was in
fact very different:
B kaxInoM u3 Hac, K&Kk B KallJIAX BCe TOTO Xe
OKeaHa, OTpa3UTCH IlepexuBaeMoe JTUM OKEaHOM.
B cBOw ouepenr, InepenaTh 3TO UYUTATEINN,

IaTh U eMy MOouyBCTBOBAaTh TO, UTO Nepe-
xuBaemb — LeNlb 3TOTO NHeBHuKa. (Marks VI,3)

The writer seeks to give his impressions, to give the feel of thingsj
selectivity and subjectivity are implicit in such a purpose, since
the author will select only the facts that have impressed him and
convey only his impression of them. In the travel sketches also,

the writer dwells only on facts that have caught his imagination, and
tries to reproduce this imaginative impact for the reader. At one
point, he feels it necessary to apologize for the preponderance of

subjective reflection over objective reportage:

Booobpaxaw, C KaKUM pasmpaxeHHUeM U He-
TeprneHneM KakoW-HuOyIb TeDIeNuB A reorpad
6ymeT YXTaTh MOW HHEBHUK, B Macce xiuama
BHYXKMBAas HYXHH I/ HEero cBeleHns. (V5237)

In Vokrug sveta, the subjective element becomes dominant, and the
traveller describes Paris not by sketching the sights of the city,
but by recalling the depressing effect on his own spirits of
Parisian life under the Third Republic. And so, in these works the
author's imagination has selected from the observed facts what it
wishes to record and rejected what seems irrelevant. The writer does
not transcribe facts, but selects and arranges and re-creates them
imaginatively, and this is true of all the works with some basis in
facts "factuality" is a rhetorical device, not an end in itselt.

As V.A. Borisova has written:
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Ianeko He BeaAKui faxT, nomamalmuil B rmosue
2pexyA I'apuHa HaAXOOUJ OTpaxeHue B ero
NpPOU3BEIEHNAX, NAJIeKO He ciyuaiHa U TPyNnu-—
DOBKa 3TUX (QaKTOB. Bce OHM, Kasanochk Ok
B3ATHE Hayraln, BHCTDPAUBAWTCA B CTPOUHYH
cUCTEeMy, OCBEmMaKWTCHd VMEHHO B Takoil mo-
CJIeNOBATESNBbHOCTN U C TOil CTOPOHH, KOTODHE
NDPEeBPAaNawT NyTeBhHe 3aMeTKM, CIyYailHywo
IHEBHUKOBYHW B&IMHUCh B XYNOXECTBEHHOE
IIpou3BeleHue, MUOCHHO HACHMEHHOe, COLNAaJIbHO
3HauUMOe, oTpaxawmee TUNUUESCKUE CTOPOHEH
pycckoit meitcTBurenpHOCTU. 31

The author's selection ot his "imagined facts" amounts to a
falsification of the real factsj; it involves adapting the raw
material of experience and remoulding it in the work. The facts
may of course be falsified outright, as when fictitious names are
used to conceal the identity of real people and placesj thus in

Neskol'ko let we find Knjazevo for Gundurovka and 8ebotaev for

éemodurov, and in V sutoloke Abramson for Tejtel' and Antonov

for A§e§0v32. Sucin cases are rare, and confined to the "diaries" -
where we also find real characters appearing under their own names
(e.g. the merchant Ju¥kov). Petr Percov in his memoirs offers an
insight into a more elusive, and perhaps more general method of
falsification. He recognises himself in the young landowner por-
trayed in Na_ chodu, and the village described as his own village

of Chotnja; but he notes too that the description is not always

faithful to the reality:

lelisax ycanbOu nepernaHd OOJIel BepPHO, HO
IoJIen ¢ K3PANHOW mpuMechkl OaHTA3UN -
LIePKOBbL, HANpUMEpP, BOBCE HEe IOXOXa Ha
NOPTHUK, OKPYXEHHH! KOPUHOCKON KOJOHHANOM.
To xe ¢ OOUTATEeNAMU YCABObLOH...' lenymka" -
moii mama Ilmarton ITlerpoBuu Ilepuos, nelicTBuU-
TEeJNbHO BCEILNAamHH XUTeNnb LepeBHU, HO
KOTOPOMY OHJIO TOTHa He IeBAHOCTO JIeT, &
JIUNb CeMbHOECHT HeBHATDb.oO

In incorporating such facts into his work, Garin alters them to

suit his purpose, and with a "primes' fantazii" creates from them/
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a new version of reality.

The author's "adaptation" of the facts takes three main forms,
which we might designate omission, contraction and rellocation.
Omission, as we have already seen, is the corollary of selectionj
in choosing what to include in his work, the author also chooses
what to exclude. Facts. are omitted even from the diaries, and
omigsion is even more extensive in other stories of autobiographic
origins the author may settle only on a few events - or even a
single event — and construct his story around them, jettisoning
everything else and isolating the chosen facts from their context,
Thug, if we compare Dva mgnovenija with Michajlovskaja's account
of the same events, we see how Garin has liifted his incidents from
the surrounding events not relevant to his purpose. His purpose is
first of all to relate two exciting happenings, and so prologue and
epilogue are dispensed with and background information is condensed
into a single paragraph; the bulk of the narrative is thus devoted
to a short and succinct recital of events. Secondly, he sseks to
draw out the contrast between the first occasion, when the narrator
was afraid for his own life, and the second, when his concern for
others overcame this fear and gave him the courage to save them.
Thus the story ends immediately after the rescue of the Turks, with
the narrator experiencing again the elation of that moment:

T -
O, ecnu 6 B TaKOM MTHOBEHUH yuepers! (IV,76)

In fact, the events had a sequal: the Turks came the next day to
thank Garin, and some weeks later his life was saved when a band
of Turkish robbers recognised him and remembered his action34;

This coda contributes nothing to the author's purpose, and so is

omitted from the story; had it been his aim to show the rewards/
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of courage rather than its virtues, these later incidents might well |
have been included.
e may observe the isolation of incidents from their context and

the omission of non-essentials in the various "zapiski inZenera" like

Na chodu, Kartinki Volyni and Moi skitanija, where each scene, charac-

ter or incident has been separated from the general body of the engin-
eer's observations; his main concerns, the technical problems he must
solve, are at most only adumbrated in the written account. In Ng
noélege, for example, the experiences of a single night spent in a
peasant izba have been removed from their context ot months of work
and travel, and of the engineer's daily routine we are told nothing.

Thus, in stories like Dela, Ne ot mira sego and Staryj evrej, we can

see how a single incident from the author's experience - a futile day
at the Ministry, an encounter in a train, a meeting with an old Jew -
has been isolated from the whole complex of surrounding facts and
become the "germ!" of a story.

"Contraction" involves the adjustment of the time-scale of
actual events as they are transformed into a sequence of narrated
events. Irrelevant or insigniticant fécts are passed over or ignored
so that the bulk of narrative time is alloted to the events most essen-
tial to the unfolding of the author's purpose. Thus, the general chron-
ology ot events is altered, and incidents which are of only secondary
importance are relegated to passages of rapid summary, or even elimin-
ated altogether; the full weight of our attention is thus directed
towards those facts that seem important to the author. In describing
his Korean travels, the narrator offers a daily record ot his experi-
ences, yet singles out for "full" description only a few notable
scenes and episodes from each day's events; the facts are edited and

reduced. Contraction is more marked in Vokrug sveta, where weeks of/
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shipboard routine in the Pacific and the Atlantic are compressed
into a few pages, while only a few incidents - a conversation, a
story told by a fellow passenger — are singled out. The war
diarist too passes over in silence the routine events of life at
the front, and reports only the experiences that stand out from
this general background.

Rellocation is the process by whicn incidents wnich have been
isolated from their original contexts are placed with other events -
factual or fictional — into new contexts and new narrative structures.
We have seen, for example, how the last part of Pod veler, describing
the death ot Fedor Elesin, follows closely a letter written by Garin
to his wife. If we analyse the story as a whole, we find that this
incident has been retold, not in isolation, but within a new context
created by the author.

Pod vecer
l. Pletnev, a landowner, his wife and sister, and Dr Lesovskij are
talking together. Lesovskij advocates modern farming methods

and criticises absentee landlords who neglect their responsibil-

ities to land and peasants. Pletnev has no faith in new methods,

and awaita for the rain to help him out of his difficulties.

2. An old peasant woman arrives and announces that her husband,
Fedor Elesin, is dying.

3e Dr Lesovskij and Pletnev set out for Elesin's, and on the way

4. they visit the peasant Kislin, who will not allow the doctor to
examine his dying daughter.

5. They arrive at Elesin's to find him in delirium. He utters one
word — "ozornicaet" — whicn disturbs Pletnev deeply.

6. As the barin and the doctor ride out of the village, they are
watched by a drunken peasant Fed'ka who shouts after them ran—
dom phrases about land and horses, while Elesina's wailing ann-
ounces Fedor's death.

By placing Elesin's death in this frame of other incidents - many of

them no doubt based on his observations at Gundurovka — Garin is able/
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to give full expression to the meaning he saw in it. This meaning

is set forth in the letter to his wife, where he ponders the signifi-
cance of Fedor's last word "ozornilajut" (this fact, we notice, has
been grammatically "adapted" in the story; the author glosses the

word as "izdevaetsja")j

lImeHHO oO3oOpHUuUaem! Bca Hama XUBHL C STOUCT-
MUHHMY NOTPeOHOCTAMM, OTOPBAHHAA OT HUX,
OCTaBJISHME UX HA IPOU3BOJI, U HauUBHAA yBEDPEH-
HOCTH HOPU BCEM TOM, UTO MH JIeJI0 [elaeM,

Hama CIOKOWHAsg COBECTH — MMEHHO BCEe 3TO
030pCcTBO!

In other words, the incident has illustrated for the author the

sense of guilt and isolation felt by the Russian intelligent when

he is confronted by the misery of the peasant, and it is just this
sense that is embodied in the context that has been built round the
event. The first part of the story depicts a typical landowner and
hié family, their domestic happiness clouded by financial worries;

Dr Lesovskij points to the futility of their traditional way of lite
and their traditional methods ot farming that bring no benefit to them
or the peasants. When Pletnev declares he would give up farming and
go to Paris if he had enough money (III,215), we see that he too is
potentially one ot the absentees the doctor has criticised. The
interval at Kislin's illustrates the stubborn ignorance of the pea-
santry, in the face of which the intelligent feels isolated and
useless. Pletnev assures the doctor that Elesin is a different kind
of peasant, a man with whom one can feel affinity and discover common
grounds hht when the dying man utters his strange word, the landowner
is made to realise that a great chasm stands between him and this

peasant:

On, Bacunuit HuxonaeBHY, CTOAN NepPen LPYyTuUM
yenoBeKoM, ®denopoM. OH, CHTHII, IOBOJBLHHA,
o6namanmuii BCEeM, CTOAJN mnepen a3aTum o6e3-
LOJIEHHHM, 3aKAHUMBAWIUM CBOX MHOTOTPYIHYI
XUBHb UEJOBEKOM. (IIL, 226)



= A7 =

He thinks of the coming famine, of how he will go to the town and
leave the peasants to their fate, and realises he can share no
common ground with %them in such circumstances. Finally, the inar-
ticulate words of Fed'ka, expressing the peasant's deepest griev-
ance against the barin, his lack of land and livestock, contribute
further to our sense of the great divide between rich and poor,
master and man. Thus, a single isolated incident has been set in
a pattern of incidents wnich expresses the signiticance the author
has observed in it and creates the context in which this meaning
becomes clear to the reader.

Since we are seldom able to compare the factual source with
the autnor's pererabotka of it, it is difficult to point to similar
cages ot rellocation, but the process operates wherever the author
has constructed a story from a few observed facts - in Genij, for
example, where a story has been fashioned from an anecdote, or in
Dvorec Dima, where (perhaps) the author's personal concern for his
own illegitimate children has been "objectified" in a series of
imagined events and rellocated in a fictional situation.

Selection and adaptation are inseparable from narration. The
writer can never "mirror" reality, or reproduce the facts, the
whole facts andlnothing but the facts. He seeks to convey his
view of the meaning behind the facts, and to this end he selects
and arranges nis incidents. He omits what is irrelevant, contracts
his material so that what is important receives its due emphasis}
and rellocates isolated events in new contexts that will clarify

their significance. He imposes a structure on the facts ot his/
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experience, and congtructs from them the series of imagined facts

that is his story.

Once the writer has selected and marshalled his facts, he must
select the form and the manner in which they are to be presented to
the reader, and arrange the structure of the narrative itself so
that the facts might convey his "truths" to the reader. To employ
the terma of Formalist oriticism, he must organise the fabula — the
facts of the story - into the gju%et, the narrative sequence that
untfolds these facts to the reader. He must decide how to tell the
tale, how to conduct the narrative, how to select and control the
techniques and methods that will best suit his purpose. In future
chapters we will consider some of the particular problems he must
solve, and some of the particular solutions that Garin's stories
offers but here we will examine what is perhaps the most fundamen-—
tal choice the author must make as he contemplates the various ways
in which the story might be told: the selection of a structure for
his story.

In constructing his narratives, Garin organises his selected
facts according to one of two general structural patterns. The
first, wahich we will term the rasskaz form, is the conventional
pattern of fictional narrative in which the given events are
ordered in a plot that moves towards its final solutionj each
event by virtue of its position in the series is related casually
and chronologically to other events and contributes towards this

resolution. It might be represented thus:

horB a8 oD wiiesen B

where A is the initial situation, E the final situation and B,

¢y D etc the intervening incidents which complicate and cnange/
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the initial situation and bring about the final outcome. The casual
links between the events are represented by the connecting arrows,
while the single arrow extending from A to E indicates the logical
movement of the rasskaz from beginning to conciusion. The second
type of structural organization, on the other hand, might be repre-

gsented thus:
A"—B"'C"-D—OOOOQ—E.

The elements of the story — which might be scenes or comments as
well as events — move in no logical progression to some outcome

and do not contribute to the unfolding of any single plots they are
simply placed together in a continuous narrative strand (represented
by the connecting dagshes) and held together by their relevance to
some general subject, and by the connective remarks oi the narrator.
This is the structure ot the zapiska, which has its origins in
journalism, and in the works of writers like Gleb Uspenskij (Iz

derevenskogo dnevnika, 1877-1880) and Korolenko (V_golodnyj god,

1894) who, like Garin, sought in their works to combine literary
methods with the concerns of publicism.

Each of these types of stirudture involves its own distinctive
rhetorical techniques. The author of the rasskaz exemplifies his
truths by depicting characters in action and involving the reader
in the plot unfolded. The zapiska form, always involving the use
ot a first-person narrator, enables the author to lay before the
reader a wide range of diverse material waich taken together will
convey his general view, and to comment through the narrator on
the social realities encompassed. Borisova has correctly remarkéd

-

that this genre
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« +OTKDHBAJ WMUDPOKNE BO3MOXHOCTU IJIA HEMNOC—
PEenNCTBEHHOTO oO0pameHus nucaTend K YuTaTelnb-
CKOil aynuTopuu, OIS JUPUYECKUX U OCOOEHHO
OyONULUCTUUECKUX OTCTYIJIEHUN OUEHBb BAXHOTLO
rna apuHa, BCcerja CTPEMUBHNETrOCH OTKINK-—
HYTbCH Ha 3100y IOHfA, NOLENUTHBCH C _UUTATEIEM
CBOUMU COOOpaXEeHMUAMU 1 BHBOIAMM.

The "diaries!" like Neskol'ko let and V sutoloke and those works

we have termed "zapiski" are all examples ot the zapiska form. In
them the author has strung together his observations and experiences
of the world as entries from a journal or traveller's log-book. The

rasskaz form is seen in all those works such as Icka i Davydka,

Variant or Na stancii - which "tell a story" about characters involved

in a plot. The diifference between the two forms is in the organisation
ot the story's component elements, not in the nature ot the material
described 6r the narrative technique employed. It is not to be con-
fused with the difference between factual and non-factual stories or
that between autobiographic and non-autobiographic stories; many stories

of the rasskaz type draw on factual material (e.g. Staryj evrej) and

employ the first-person narrative (e.g. Klotil'da, Staryj cholostijak).

Eérandaéom s natury, a record of the writer's impressions of a
journey through Western Siberia, is an example of the zapiska struec-
ture. The first chapter describes a journey by train and boat from
Perm to Tomsk; the narrator comments on the places en route — the
factories of the Urals, the public amenitties of Tobolsk and the gloom
of Tomsk - and records his conversations with other travellers, with
a local journalist, with an Ostjak tribesman. The second chapter
analyses the economic geography ot the area around Tomsk and reports
a convergation with Ivan the coachman, who describes the set-backs of
Siberian lite — the cold, the insects and the marauding bands ot run-

away convicts. The third chapter summarises a series of converations/
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with local peasants encountered by the narrator as he surveys the
banks of the River Tomi37. These diverse scenes, characters,
incidents and opinions are connected by the figure of the recording
narrator, who in relaying his own, apparently disjointed, impressions
of his travels creates for us a general "impressionistic" picture of
life in Siberia. The rasskaz, by contrast, achieves its effect by
regtricting our attention to a small group of chgracters in a limi-
ted number ot situations, and paints its picture of reality by show-
ing how fheir actions result in a certain outcome. The short story
Brodja¥ki, which also draws on the author's Siberian experiences,
shows the rasskaz form in operation although it remains unfinished.
An introductory section describes how runaway convicts roam the
taiga, surviving by whatever means they canj; then we are introduced
to such a convict, Ivan, whose story is unfolded. Resourceful and
courageous, he befriends a young man Petr and teaches him how to
cope with their impossible lite. On day, Petr is wounded by a bear,
and when Ivan tries to revive him, he discovers his friend is a
woman. Whatever the future developments of the:story, or the
author's purpose in telling it, we have been involved with the
 characters in their situation, and it is by recording their changing
fates that the author must impart his truths to usg: this is what the
form he has selected requires.

The two structural forms may be found in one work. For example,
in those works that take the form of diaries or travel-notes, the
Inarrator's comments and observations are set within the frame of
his continuing journeys; throughout the work, we follow the changes
in his situation, the objectives he fulfils, the progress he makes,
and his whole account moves toward some goal. The zapiski of his
observations are set within the rasskaz ot his experiences. Thus

as the war diarist makes his daily records ot what he sees, he/
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tells his own story also, and the Korean traveller as he records the
impressions of each new day marks a further stage in his progress
from Vladivostok to Port Arthur. In most works of this kind, the
rasskaz of the narrator and his experiences is simply the frame

and the occasion for his zapiskij but sometimes the narrator's story

may have importance for its own sake also. In Neskol'ko let, for

example, we are drawn into the story of the landowner's changing
situation, ot his eftorts to implement his plans, his eventual
failure and its effect on him, while he sets down his notes on
peasant lite, on agriculture or on his neighbours. Thus we respond
to the story both as rasskaz and as zapiska. The same is true in

V _sutoloke, where the story of the narrator's changing experience
of and attitude towards the peasants of Knjazevo is continued.

Once tris story reaches its conclusion, another rasskaz is unfolded -
that of the narrator's attempt to win approval for and build a
narrow-gauge railway. Again our interest is held on two levels, by
the narrator's remarks oh provincial life, and by the story ot his
own activities and achievements.

Thus, the processes ot selection and arrangement continue as
the author constructs a sequence ot narrative from his chosen
sequence of facts. The narrative organization of a work involves
a series ot choices dependent on and involving yet other choices.

A particular story will require a particular narrative structure,
which will require a particular narrative technique, which will
regulate the presentation of the events, characters and background
to the reader. As he fashions sjuet from fabula, and casts his
material in its final narrative form, the author must always
select from the alternatives before him, so that his tale as it

is unfolded will interest the reader, elicit the correct responses

from him and persuade him ot the truths informing the finished work.

i
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For example, he must select the right beginning for his work - l

whether to plunge the reader in medias res or to provide a passage

ot introduction and exposition. He may try to capture the reader's
interest by rousing his curiosity, or he may prefer to equip him
with the facts before beginning the story. Garin's works show a
range of variations on these two basic methods. Again, the author
must find the ending best suited to his story, since the final
impression is always important in shaping our response to the work
as a whole. The narrator of a rasskaz may end his account only when

the events have reached their conclusion — sad (as in Dvorec Dima),

happy (as in Séastlivyj den') or ambivalent (as in Babu¥ka Stepanida,

where the old woman's death takes place against a joyful background
of nature). The narrator of a zapiska may end his account where he
pleases, but his final scene will have the effect of summing up his
whole argument and attitude. The final view of the Poledduki scurry-

ing off to the factory that ends Kartinki Volyni underlines the

conclusion implicit throughout the story: backwardness must give way
to civilization. An awareness of the importance of the end of a
story in forming the reader's response led Garin to change the end-

ing ot Dikij &elovek, as a letter to Michajlovskij reveals:

[ipexpe pacckas yhnupalcss B CJeLOBATeld,
JIMI0 BTOPOCTENEeHHOS, & Temneph TPYOUT caMm
IUKuUi, ¥ BHevYaTieHue He ocnabndercs
TaKkuM 00pasoM. ©

Now the story ends with the words of Asimov himself, and our final

impression must be of his meanness, viciousness and brutality:

BynbTe NDPOKIATH B, OPIOXU HEHACHTHHE. ..
Her Bam nmener! (III,373)
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Again, the author must find the most suitable order in which
to present his events to the reader. Chronology is not usually
important in a zapiska work, where the narrator records his impres-
gions as they occur $o him. But in a rasskaz, where events have
their place in a plot untolding in time, the author must settle on
the appropriate narrative time structure. He may simply recount

events as they happen (as in Val'nekFVal'novskLi), or he may present

them in retrospect, through the memory ot a narrator (e.g. Klotil'da),
He may reach back to record events that took place before the story's
starting point, as in BabuSka he turns back to the past to describe
Fed'ka's love for Parafaj or he may withold events until some later
point in the narrative, and thus create mystery and suspense; thus,
again in Babu3ka, we do not know what happened to Parafa until
Fed'ka meets her again and discovers his grandmother removed her
from the scene.

And so, as he_composes his facts into a narrative, the writer
is at every point seeking the best way to arrange his story, trying
to select the shape and structure that will have the right effect
on the reader and control his reactions.

. : . .

The relationship between the author's raw materials and their
final shape in a narrative structure, between fabula and sjuZet,
and the manner in which this final shaping defines the signiticance
the story assumes for the reader may be illuminaed by a few further
examplss.

The story Sofel'nik v russkoj derevne describes how a traveller

enters an izba and discovers all its inhabitants suttering from
typhus. The same scene is described in V _sutoloke (Chapter VIII),

when the narrator visits the Cuval village of Paradina. A textual/
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compaiison shows the similarity ot the author's treatment or the
events in both stories. In answer to his question, the narrator

receives the same poignant reply:

KTo B ms6e? — cmnpocuin B Taxemnoili Tocke
s, OWYMHBATCH B TEM— CHPOCHI f:

HOTE. - Kto 3mecs?

- Jlogu, OaTomKa, JOOU, - Joou, OaTomkKa,

OTBETMJI BCTPEIaHHHHA oy !
MYXCKO¥ TOJIOC. :

— Socel'nik v russkoj ~ V sutoloke provincial'neci
derevne, 111,300 . Zizni, IV,350.

In their different structures and contexts, however, these similar
scenes have very different meanings and functions. Sofel'nik tells of

a traveller who, returning to his home from St Petersburg on Christmas
Eve, is anxious to discover signs of rejoicing in the villages he

passes through. He is disappointed when the womenfolk in one jizba he
visits seem preoccupied with their own and their neignhbours' misfortunes.
In another village, where he hopes to find g more festive spirit, he is
confronted with scene after scene of human misery — a father eats horse-
flesh as his childﬁen look on, a poor widow sits over the corpse of her
husband, a whole family lies ill with typhus. The sensitive traveller -
is distressed, and seeks out the starec to ask how he might help; he

is moved by the old man's words of Christian submission: and finally
overcome wnen he hears an old woman tell her grandson as they sit

over the dead body of his mother of the great festival and of Christ who

will come again to save His people:

f %W ONHUM UYBCTBOM C HEOOBATHON PyCCKOu
IepeBHel; g BMecTe c(§%% %8 KUBAI BTy
POXIOECTBEHCKY HOUb. » 303

Here the gscene in the izba is one incident in the rasskaz of the

narrator's experiences as his hopes ot discovering popular rejoicing/
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are dashed against an ever harsher reality ot poveriy and misery.
It is one step in the éducation sentimentale by which he is brought
at the end or the story to share the suftering of the people in a
truer spirit of Christmas, and marks a stage in his emotional and
moral developmente.

In V sutoloke, the scene has a ditferent Eontext. The narra-
tor is accompanying an oifficial on his tour of the surrounding region
during the famine of 1891. They arrive in the Cuvas village, enter
the first hut and discover the sad plight of its inmates. Sickened
and fearful, the narrator forces himgelf +to visit all the other
huts in the village, only to find "odno-obraznye kartiny golodnogo

tita" (IV,351). The narrator comments:

IIoTOM BHACHUIOCH, UTO 3TO OHIO ONHA U3 TeX
NiepeBeHb, KOTODHE He INOWIX Ha 3anaumKy,

! B OTHONEHUU KOTODHX 3EMCTBO MYyXECTBEHHO
BHOEDXWBANO CBON YIBTHUMATYM. (LVs 351

Set thus within the zapiska structure of the work as a whole, this
scene and its emotional ertect on the reader have been used to
express and entorce the narrator's argument about the zemstvo's
inefficient efforts at famine relief in general, and against its
decision to withhold aid from villages that will not accept communal
tillage in particular. Thus, by placing the same fact in different
narrative structures, the author has obtained different historical
eifects.

The story Volk also has a companion piece in V sutoloke, in
an anecdote told to the narrator by the peasant Archipovid (IV,
388) about a foundling who was adopted into the commune and wnosé
later efiforts to break away from it and enter the priesthood were

39

resented and defeated by his fellow-villagers®’. A comparison ot/
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story and anecdote reveals now the facts have been adapted (in Volk,
for example, the hero is not a foundling, and his father is as
anxious as the rest of the villagers to keep him in his place),
ampliried (the hero's efforts to better himself are related in full)
and supplemented (in the story, after his defeat at the hands of the
mir, the hero tries unsuccessfully to expose the evils of the insti-
tution in the press), and how the events have been organised into a
ragsskaz that embodies in the fate of the hero the idea inherent in
the anecdote — the evil of a communal system that can effectively
crush the efforts of a gitfted individual to rise above his alloted
place.

Neskol'ko let v derevne, as we have seen, is based on the facts

of Garin's own experiencej but these facts have been selected and
arranged into a structure that gives a specific direction and
rhetorical purpose to the work. For example, Michajlovskaja in her

memoirs gives a brief account of her husband's reactions when the
40

third disasterous fire breaks out « VWhen this bare summary is set

against Garin's treatment of the incident, we see how the narrative

-

has transformed the facts:

[lepsoili 3a60TOit Moeil OHIO PACHOPANUTHLCH
paccTaBaTh IO KpHMmAM JWAe ¥ TYmuTh Ham—
awnmue UCKDH...Jl TOJNBKO OGecrneuuB ycannly,
s, HAaKOHeIl, OTIPaBMICH K MECTYy [OXapa.
lToMHW, KaK CKBO3b COH, Kyuy rocrtei, 0 uem-
TO TOJIKOBABUWX ¥ IIDM MOUM IOSIBJIEHUN CMOJIK—
HYyBOAX ¥ C KaKuUM—-TO COXaJIeHMEeM OCMaTp-
NBABMUX MEHA...lIOMHK 2Ty TOJMNY MYXWUKOB,
CIIOKO{HO CTOABINMIX, HO BHP%?L 3a3n§es MeHd,
Gecroye3HO sacyeTuBmuxcs,. (Lil, 121

Arranged as the memoirs of a narrator who relives his own experiences,

set within the story of his career as a landowner - in which it marks/
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¥he turning-point, ~ reflected through the consciousness of the
narrator as these scenes make their impact on him and drive home to
him the anguish of his situation, the "facts" spring to life, recon-
stituted in a work ot imaginative fiction which involves us with the
narrator and in his experiences.

We have been concerned here with the genésis of Garin's works
and the origins of his creative processes; we have tried to discover
how a particular set of occurrences have given rise to a particular
set ot fictional events, and how these events have been arranged in
a story; and we have sought to outline the methods of selection and
arrangement by which the author first settles on his events and then
decides how to relate them. .

In all his works, Garin draws on his wide experience of lifte,
and in many of them he makes use of specific incidents in his own
lite. But he is always an imaginative writer, and always moved by
a rhetorical purpose. He does not reproduce reality, but re-creates
it, remoulding the facts to embody some judgement of litfe. The
"rhetoric ot fiction" is always at work, selecting and arranging
what is necessary for its purpose, shaping the material to its
own ends, to persuade the reader of the author's truths.

Judina has written ot Garin's works:

aBToOuOrpadusM OUEpPKOB HE ABIAETCH CaAMO-—
mOoBONEnmMUM: HA PAKTAX COOCTBEHHOW XUBHU,
T'apuH CTpeMuiIcs K300pasuTh COBPEMEHHYH
eMy ne#cTBHUTEJIBHOCTH BO BCEil ee mMUPOTEe u
r»,u-xc:n:-ooGpaamzz.i'L

— and it is true that in may of his works the author organises
the facts of his lite in order to comment on the issues ot the

day and discuss the problems of his time. But it is also true/
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in his works in general, in rasskazy and zapiski alike, he

arranged his material to embody more general truths., In

V_sutoloke he presses home his arguments for agricultural reform,

o6o6masa KHA3eBCKuit PaxT Ha BCH Poccun (IV, 352)

We might say that in all his writings, as he created his series

of imagined facts from the raw material of his observation and

experiences, he

ofobmaeT rapuHCKuil @QaKT

and makes his stories vehicles for the expression of his views

on the whole range of himan lite.
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CHAPTER II

THE NARRATOR IN THE RHETORIC OF FICTION

In selecting and arranging his "facts", the author seeks first
to win the reader's interest for his events, and then to communicate
to him the truths they exemplify. As he constructs his story, he
will seek out the means of presentation that will hold the reader's
inxérest and persuade him of these truths. The chief means of com-
munication available.to him is the narrator, the consciousness whose
view of the story we share. He stands within the work as the link
between the author and the reader who remain outside it, and his
account is the medium for that "implied dialogue"™ by which the
"implied autnor"l — the embodiment of the values inherent in the
work — makes his purpose known to the reader.- The main task facing
the author as he moulds his materials into a story is thus to find
the right teller for his tale. Upon his solution to this problem,
as Clayton Hamilton has observed, will depend his solution to the
other problems of his cratt: "Granted a given series of events to
be set forth, the structure of the plot, the means of character
delineation, the use of setting, the entire tone and tenor otr the
narrative, are all dependent directly on the answer to the question,
Who shall tell the story?"zo

We turn now to congider the narrators created by Garin in

answer to this central-QQeation of tne rhetoric of fictione
I
"Who is the teller ot the story? By what convention is he

possessed of the facts and empowered to narrate them. What may/



he tell and what may he not?"3 As this sequence of questions
suggests, the scope and substance of the narrator's account is
determined by his identity, by the position in which he stands

in relation to the facts he records. The first distinction %o

be made is between the narrator who speaks as an "I", and so
declares his identity and makes his position clear, and the
narrator who delivers his account wholly in the third person

and leaves these matters unexplained., The narrator who
"dramatizes" or identifies himself as a specific personality in
a specific narrative situation - as a participant in or observer
of the events - commits himself to the knowledge and view of that
personality. The narrator who remains "undramatized", an unspeci-
fied, disembodied consciousness, narrates from the traditional
narrative pogition of the story-teller, and does not confine his
knowladge or view of the events in any way. The identity of the
narrator will thus debtermine the reader's view of the story; it
will control the distance at which we feel ourselves from the
characters and actions described for us.

We have already observed how in many of Garin's shorter narra-
tive works the zapiska structure is used in conjunction with the
first-person narratorj this is one of the author's characteristic
genres. The narrator in such stories is a traveller, his situation
that of a man recalling his observations and experiences after some
interval of time in order to share his impressions with others.

The extent of our knowledge about the narrator may differ from work

to work. In Pereprava ¥erez Volgu and Putedestvie na lunu, for

example, we know only that he is a traveller who has (respectively)
crossed the ice-bound Volga and journsyed by sleigh from one rail-

way station to another; while in So¥el'nik v russkoj derevne we /
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discover he is a native of the South on his way to spend Christmas
with his family. In several works, the narrator is identified as

a railway engineer: in Karandasom s natury and Kartinki Volyni, he

refers to the difficulties of building bridges accross rivers (III,
4963 IV,99ff), in Na noﬁlege he tells his peasant host that he is

surveying for a new line (IV,40), and in Moi skitanija, he begins:

Tam, rme crnioumHie HeoO0o3puMie Jeca 6e3

XUIIbS YKPHJIIM 3E€MJ0 M WYMAT B HENOTOHLYy, Kak
Mope B Oypwj; TLe DHIYT B HUX BOJKH, pHCH,
nucunk, Oapcyku...rpe nporexkaeT Kepxenen,

rIe CHMJINCHL UyOHHEe CcKas3Ku [leuepcKoMy -
Kopoue, B Jiecax U neopsax KocTpoumckoit

ryGepHuy, f Helajl HeNABHO MIHCKAHUM... (IVy 242)

1

In Na chodu, the narrator is an engineer and landowner who has brought

peasants from his estate on his expedition. In Neskol'ko let v derevne,

he is an engineer who has resigned his post and become a farmer, while

in V sutoloke pravincial'noj Zizni he is landowner, engineer and author

of Negkol'ko let v derevns (IV,285). The author of Po Koree also iden—

tifies himself as a farmer and engineer — he recalls his work on the
Siberian line as he passes through Tomsk (V,22) — and a writer: he out-
lines to a fellow traveller the plot of his story Klotil'da (V,404).
Our knowledge of the narrator's situation as he writes also
varies. Some of the works — the war diary and Korean sketches — are
written as diaries, as though the record was madse as the events were
taking place and is being made public some time later. Works of the
"zapiski inZenera" type imply some editing process: the engineer has
selected mssages from his log-book that will iﬁterest the general
reader, and polished them for presentation to him. Yet other ﬁorks
have been written expressly and exclusively with the reader in view;

the narrator of Neskol'ko let addresses his reader in his preface:/
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[losHaKkoOMUBMNCE C MOell paGoToil, uuTaTensd
yBULUT, UTO, Ipecnenys 0larue HaMepeHUsd,
1 NOBONBHO OeCLEPEeMOHHO, €CIM MOXHO Tak

CKa3aTh, [OBEPHYJ XU3Hb CBOEN IEPEBHU...
(111, 17)

But whatever these minor differences, the works of this kind exemplify
one type of narrator in one type of narrative situation: the narrator
who chronicles his observations and opinions of what he has seen and
heard on his travels.

A narrator who in so many works resembles what we know ot the
author himself, and who records the experiences of the author himself
might lead us again to the assumption that in such works Garin is

simply setting down his own impressions in propria persona, that the

narrator is in fact the author., However, it must be remembered that
even where he seems to be tﬁe author himselt, the narrator is always
a narrative device, chogsen from a range of possibilities by‘jhe autinor,
" : because the author has decided it should be soj the narrator can
only be a "selection and arrangement" of aspects of the author's self,
given an identity to serve his creator's purpose. Thus the distinc-
tion between the "I" who tells the tale and the autaor who has con-
eeﬁ%édiit“is always necessary and valid. Nor is the first-person

narrator always an image of the author; inlz moego dnevnika, for

example, he is as much a diarist as the narrator of Dnevnik vo-

vremja vojny, but he bears less circumstantial regemblance to the

author. One narrator has been cast in the author's likeness, the
other has not, but both are devices created to fulfil the same
function.

In fact, there are many first-person narratives in wﬁich the
narrator bears little or no resemblance to the author, and in which
the narrative situation is somewhat different. Many stories are
more truly “autobiographical" than the "zaPiski"in that they tell

the story of the narrator's past, rather than recount his impressions/
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of the present. The narrator himself is variously characterised, but
the narrative situation is usually that of a manllooking back over the
years at his younger self, seeking to draw the moral from his own story.
In Na praktike, for example, a railway engineer recalls his days as a
locomotive fireman: he remembers the exhausting work, the fellowship

of his workmates and the gruff friendship ot Grigor'ev the driver.

In Vstrela, an ageing army doctor, dissatisfied with the routine of

his provincial life, describes a journey during which he met a friend

of his youth. In Ispoved' otca, a father recalls and condemns his

efforts to discipline a son who has since died. In Evrejskij pogrom,

a middle—aged man looks back to his schooldays in the early ‘'seventies,
when he was witness to violent anti-Jewish riots. The narrator of

Vegelye ljudi remembers his student days spent in pleasant idleness

with his friend Volod'ka; only after his graduation does he regret
the wasted time. Sablin, the narrator of Klotil'da, also looks back
to his youth:

i TOJBKO UTO KOHUYMJI TOorjga u MOJIOIEH BLKIM

cCamepHHM OJUUEpOM yexal B apuui. 3TO
6hJI0 B MOCTenHno Typelnxyo kammnanmo, (IV, 182)

He unfolds the unhappy story of his love for Clothilde and considers
the lesson the intervening years have taught him about her purity
and sincerity. In Sumerki, another story of unfultilled love, a
sculptor contemplates the grey winter's day and remembers his youth,
and the hesitationa=E;SBHMBrstandings that prevented his happiness.
In all of these works, the narrator records his own experiences for
others years after the event, when he can look back on the past with
some detachment.

Kogda-to, another unhappy love story, is an exception to the

general rulej here the narrator's position and distance form tne/
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events is obscured. He is a student who fell in love with the

lady in whose house he lodged. Despite his resoive, he is seduced
by her, and thereaiter remorse and compassion for H€X dying husband
undermine his love ior her. He moves to other lodgings, and tries

to postpone their marriage when she is at last widowed. They quarrel
over jewels sent her by another admirer, and when she returns to make
peace with him he rebuffs her against his will. He collapses and

in a state of mental turmoil wanders the town for three nights hoping
to see her again. It is now that he refers to the rqcord he has

made ot these happenings:

.+s¥ TaK CBETJIO, UTO MOKHO UNUTATHL, U

: fipue BHCTYMNAWNT HCNMCAHHHE CTPaHULH nepe-
®UTOTO, U, NPUCHYBNNCH, ONUHAKO H UUTA
UX. (Iv, 174)

This, then, is his situation as he makes his account of what ‘has
passed. But his story goes on,and ‘the stance fromwhich he records
the subsequent events is never made clear. He goes to visit the
woman, but hearing the footsteps of another man in her room, he
makes a hasty retreat, and his story concludes in the present
tense:

eeeM A OCTOPOXHO, Ha HOCKax, 4YTOOH He

CKPUNHEYI I[I0JI, TODPOIJIUBO IIPOXOXKY B IEepeIHwn,

Ho. INIOWAZKY, 4 Uepes CTYNeHBKE CIycKan
no nectHume. (IV, 175)

We have no sense of distance between these events and the making
of the account, for the narrator seems to be telling his story as
it happens. Thus our own position in relation to the story is
confused and our view of the narrator's situation is blurred. By
introducing such confusion the author may geek to eliminate our
feeling of distance from his story or reflect the mental state of

the narrator-hero; but he violates the autobiographic convention/



G e

in which the story has bsen conceived.

The difference between the two types of first-person narratives
is not so much in the identity the narrator assumesas in his interests
and concerns, and reflects the dirference between the zapiska and
rasskaz structure. The outward-looking narrator of the zapiska
chronicles his impressions of the world around him and records his
opinions ot its problems and phenomena as a journalist might. The
autobiographer who untolds the rasskaz of his own life, on the other
hand, is inward- and backward-looking, seeking to recreate and inter-
pret his own actions and his relationships with others. The first-
person, dramatized narrator has special advantages for both purposes.
He gives the author the freedom to set forth his own observations and
opinions with tha.immediacy of a personal account, and he permits him
to penetrate the consciousness of the man who analyses himgelf and
tries to make sense of his pasts the "I"-narrator can be expansive or

introspective in his view. Sometimes he may be bothj in Neskol'ko let

and V sutoloke, we find both a narrator-journalist examining the scene
arond him and a narrator—autobiographer reconstructing and recongider—
ing his past.

Not all the stories in whicia the narrator is an "I" conform to
the pattern implicit in both types of story - that of the man who
records his own experiences. In some, for example, the narrator
tells the story another person has confided to him. In Koroten'-
kaja #izn', the narrator has come on a business trip to visit a
country squire. Naturally curious, he is anxious to discover the
story behind the magnificent school his host maintains for the
village children, and attends closely when the man starts to tell

hig tale:
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A 4eJIOBeK yBJeKawmuil, ¥ B 3Ty MUHYTY,

uTO0H Y3HATH KAKYW-TO TalHCTBEHHYK

HCTOPUKW TrOTOB OHJ He TO, UTO CAyWaTh

OByMA ymamMu, HO ¥ MHOIO OTHATh 3a 3To. (III, 510)

His host tells of a pet dog, first spoiled and then neglected, who
gaved his life and convinced him of the importance of proper upbring-
ing and education. Accordingly, he evolved for his son a system of
education founded on love, truth and reason, and at the boy's sugges-
tion built a school for the children of the village. His son is now
dead, but the man is comtorted by the success of the school, which
lives on as a memorial to hime Vsirela is a similar case; within

the doctor's account of his journey is set the first-person narrative
of éernotskij, the old acquaintance he meets on the boat. The intro-
spective doctor, paintully aware oif his physical shortcomings and
dissatisfied with his barren life, looks on with resentment and
jealousy as the successful barrister flirts with a lady passenger.

At night, in their common cabin, éernotskij tells the story behind
the fagade he offers to the world. He recalls a tragic love affair
with a woman he met on such a journey; after a few days' happiness
they resolved to part for good, but went on meeting until her preg-
nancy was discovered. Unwilling to leave his wite and suspicious of
his mistress, éernotskij brought the affair to an end, and when he
returned to see her some years later, he found the woman had died.

He describes his motives in discloging all this to the doctor:

Mie yx OUEHb XOUEeTCHA BHTDABUTH B BAC TY
NO3y yBaXeHUd, KOTOPYW,6 BH MOXETE IO—
UYBCTBOBATH KO MHE... (IVy635);

his narrative is a contession, an attempt to expose himselt to that
condemnation he feels he deserves. The doctor listens patiently, inter-
vening only to ask the occasional question or to remostrate when his

friend attempts to moralise about society's attitudes to women —
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f1 He BHTEepHnejy, W MNPOKamjIfgBHUCH, OPOCUT -

Kro nmpomnosemyer? (IV, 635)
6ernotskij ends his story, and the men go to sleep; in the morning
the doctor awakes to find his companion has gone. As he resumes
the story of his journey, the primary narrative situation — in
which the "IM™ makes his account directly to us - is restored.

Staryj cholostijak is another such narrative-within-a—narrative,

although at first sight it seems a simple autobiographic memoir.

An old bachelor recalls how fate twice intervened to destroy his
chance of happiness wita the woman he loved. On the first occasion,
in his youth, he meant to propose to the lady, but found himself
proposing instead on behalt of his friend, who also loved her.

On the second occasion, only a year ago, when he again had the
chance to declare his love, he found himself unable to speak; and
now he can look back on the past without regrets. The old man is
telling his story, not to the reader, as at first appears, but to

some adumbrated listener he addresses from time to time;

...MoxeTr OHTB, BH Mepexunu, a HET, IHepe-
- KUBETEe 3TO NepsOe UYYBCTBO, KOTHOa He
3Haemwhb, KOTO Oonbme JINOUNE — €€ WJIM TOT
cien, KOTODHI OCTABIAET ee MaJIeHbKAas HOXKA. IV,47)
«++fl COXPaHUI TOT PYyIAL, 6€3 KOTODOIO, KTO
3HaeT, YyBCTBOBaJ O A B cele Ty rap-—
MOHUW, O KOTODO# BH TOBODUIM... (IV, 51)

It is this listener wno is the "primary" narrator of the story, who
records for us what the secondary narrator has contided in him.

Dopotopnoe Sudovi$de is another secondary narrative, told to the

narrator by an old sailor, as is Dva mgnovenijashere however, the

man's story is relayed to us, not by another "IM, but by the

undramatized narrator who begins the story:
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damesi pa3rosop O TOM, CTpamWHO MIN HET
yuepeTs., UeJIOBEK CPEeIHUX JIeT, C dHepr-
WUYHHM JIUIIOM, YMHEMMW TIJa3aMU, BarOBopmn.(IV,75)

The short story Eizn' i smert' ditfers from other first-person works

in the narrative situation it implies., It is not an album of travel-
ler's impressions nor an autobiographic récit, but a sermon delivered
to an audience. The "I" is an orator, who speaks to the reader in the

here and now and seeks to unfold his argument to him.

4 is thus

The dramatized narrator as he appears in Garin's works
always a limiting and a limited consciousness. He writes only ot what
he himselt has seen, heard, felt, known or thought - although in con-
veying to us the narratives of others he may also make known their
thoughts and feelings. He always speaks as a witness - at first or
second hand - to the events he describes; he is always involved,
wither in the events themselves or with the secondary narrator who re-
lates them. In chosing to confine himself to the vision of such a
narrator, the author gains a personal point of view within the story
itself, and tells it with the conviction and authority of one who
speaks from his own experience, or who reports what others have

confided in him. As he reads, the reader identifies with this

spectator of the events set before him.

IT
The undramatized narrator is always unlimited in his knowledge
and vision, and empowered to know and tell all the facts of the case.
His narrative pogition is that ot the author who creates the events
and people he gets before usj; his authority is absolute. Uncharac—
terized and uninvolved in the story, he is not tied down to the
retrospective view ot the remembering "I", and can look down on his

characters witn the defached omniscience of a gode.
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The aloot, impersonal and dispassionate narrator is to be found,:

for example, in Ona pobeditel'nica! He begins his story with a long

view of the subject before him -

Ona ymupasna. OHa 6Hja CBEeTCKAasd XeHNUHA
xopomero TOHA, U TaKOil ocTajlach OO KOHIA

(llarks VIII, 229);

and then embarks on a general discussion of the type here represented.
He describes the lite-cycle of the society woman, her youth devoted to
gsocial pleasures, her young married life spent in romantic adventures,
her middle years given to charitable works, her old age devoted to
the defence of her social position from all her rivals. Our atﬁention
is then fixed on an example of the type, Aleksandra. Petrovna Agi¥deva,
now in the last stage of her lire and determined above all things to
thwart her rival Mme N. With calm objectivity the all-seeing narrator
chronicles Agiséeva's illness and death:

Yac ee mpumenx, npuuiao 3TO HEM3GERHOE U

cTpamHOe, ¥ Cpas3y BHPBAJO0 U3 HAJNAXKEHHOU

00CTAHOBKY ¥ BJIACTHO IOCTABUIO MNEpPEn
co6oit — ¥ TOJNBKO mepen co60i — CBOW

KePTBYe (parks VIII, 233)

The whole town assembles to pay homage to the dead woman, and the
absence ot Mme N. is criticised. The tables are turned, however,
when she appears at the church, and everyone Praises her tact in
paying her respects without visiting the house the dead woman denied
her entry to. One cynical young man, seeing that Mme N, has scored

the final victory, remarks: "Ona pobeditel'nical"™ We share his sar-

donic view and laugh at the customs and codes of "society" as they
are reflected in the conduct of Agiffeva and her friends because we
look at the story from an objective and detached vantage-point.

The narrator holds us at a superior distance from the évenﬁs, and/



-'72 -

we can regard AgiSdeva's story as an ironic comment on social mores,
and AgiSdeva herself as a social type rather than as an individual,
as he regards them.

However, the omniscient narrator seldom maintains such an
objective and detached attitude towards his characters; it will
more often be his intention to involve the reader in the story and
its characters than to distance him from them, and to this end he
will find some other vantage-point from which to relate some of
the events. He will choose, on occasion, to exchange his omnisci-
ent view for the limited view of one or other of the characters,
without sacrificing his agbilisy to know everything. Because he is
omniscient, he is able to describe what any character is thinking
at any given moment, and whenever he does so, that character
becomes the seeing-eye or "reflector" whose vision of the event
becomes the reader's own. Thus, the narrative in Pod ve¥er is in
general conducted from the detached, omniscient viewpoint of the
narrator who can with equal ease describe the conversation of
Pletnev and his family, the visit of Pletnev and Lesovskij to
Kislin and the drunken words ot Fed'ka as the doctor and the
barin iridéiaway(see Chap,I}. . But at one point the narrator
abandons this commanding position and identifies his view with
that of Pletnev as he considers Elesin's deathbed words. It is
because the narrative is filtered through Pletnev's thoughts and
our own view identified with his that we come to recognize the
gsigniticance otf these words for him. In most stories told by an
omniscient narrator we will find such "reflectors" used to define
our view of individual events and give us an "inside view" of the

story. The question we must always ask is thus "Is the narrator/
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writing at a given moment with the attention on the incidents of
his tale, or is he regarding primarily the form and colour they
assume in somebody's tnought?"s.

The omniscient narrator may use one or several reflectors,
and make varying use of the potential mobility of his narrative

perspective. In Val'nek-Val'novskij, for example, he creates

comedy by shifting between his omniscient view and the view of
Val'nek himself, From the beginning ot the story, we are aware

ot Val'nek as he is — a shabby, seedy character fallen on hard
times — and of Val'nek as he sees himgelf, an ill-used vietim of
fate reduced to having to work for his living. The discrepancy
between the two views is always kept before usj lazy and penniless,
Val'nek assumes a lordly air and tries to pass himself off as a
senior engineer; ignorant of and caring nothing for his trade, he
tries to convince hissuperiors of his skill and so receive more
money. From Val'nek's point of view, we regard his vicissitudes
as the trials of one whose sole reasonable desire is to maintain
a certain standard of life; from the narrator's point of view, we
must condemn his idleness, deceitfulness, profligacy and pretension;
It is because he is able to convey this dual vision to us that the
narrator can express the final irony and tragedy of Val'nek's
gituation. As he sleeps on the steamer taking him back to town,
-gxﬁaming ot the hungry children waiting for him at home and of
their joy when he returns to them with his earnings, a fellow
traveller, impressed by his airs and graces, steals his purse

from around his neck. We can thus contrast the dream with the
reality, and set Val'nek's rosy vision ot the fubture with what

actually awaits him when he wakes up.
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Often the narrator will reflect different parts of his tale
through the minds of several characters in order to expand our
knowledge of events and people. In Na stancii, we look at the
story at different times through the eyes of Kobrjan, the officious

young stationmaster, the telegrafisika who eventually marries him,

his father, who planned a grandermatch for his son, and the tele-
graph clerk, who envies Kobrjan's goodfortune and happiness. First
we watch from Kobrjan's point of view as he strives to assert his

new authority and reprimands the disobedient telegrafistkas we vew

this scene also with old Kobrjan, who approves of such firmness.

We follow Kobrjan's thoughts as the picture of the tearful girl

haunts him for the rest of the day; and then we enter the mind of

the clerk as he sits in the moonlight and ponders his own financial
problems, and wonders at Kobrjan's behaviour. Now the girl becomes
our angle of vision as she tninks angrily of Kobrjan and looks up

to find he has come to her. Finally, we are back with the clerk,

as he looks back on the Kobrjans' wedding day and considers how he
might eke out his inadequate salary. As our perspective is widened,
so our response to the story is expanded, and our knowledge of each
of the characters deepened. Thus, too, Burlaki is at ditferent

times narrated from different points of view - those of the detached
narrator, the hero Gamid, his wife Mjalmure and his father 0ld Amzja.
Through Gamid's eyes we learn of his love for Mjalmure and of his
despair when he is tricked into selling the labour of his friends to
the wily Finogeni&; through Mjalmure's eyes we learn of her unhappiness
in marriage and her love for the young barinj through the thoughts of
0ld Amzja we learn ot his modest ambitions and his unhappiness when he
learns of his son's murders; and as he lies dying, we see with him all

the tribulations of his life. The omniscient narrator untolds the/
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events and describes the scenej by adopting the views of these
reflectors from time to time he highlights the action and brings
their experience of it to the fore. So too in Babufka, where we
share the view now of the old woman, now of her grandson and now
of the actor Sil'vin, each inside view, set within the account of
the ubiquitous narrator, focusses our attention on the character
who is our reflector and shapes our attitude towards him. Where-
ever we are made aware, however briefly, oif what one of the charac-—
ters is thinking, we look with his eyes, and the "firm and colour"
the scene assumes in his thought influences our reaction to the
story as a whole.

In V usad'be pomesdicy Jary3evoj, all of the main characters

function as reflectors. The story begins wiih a sweeping survey

of a southern bazaar, but our attention is soon fixed on the steward
Kirill Archipovié, unable to pay the price asked by the Tatar reapers.
Following his thoughts, we learn ol the financial worries facing his
employer Jary3eva, and of the bargain he strikes with the elder or

a neighbouring village to find reapers for her harvest. The second

part of the story also begins with an omniscient coup d' oceil which

describes for us the estate and homestead and introduces the old
lady, her grand-daughter, her grandson and his nurse at their various
activities. We look on from the narrator's vantage-point as the old
lady interviews her steward and enterains local officials at her
birthday party; as Kirill Arcnipovil and the elder, hearing that

the Tatars' prices have been forced down, persuade the villagers

to do the reaping for nothings; as Jaryéeva, accompanied by her
grand-daughter rides out to thank them. From tais point, muchn of

the narrative is filtered througn the tnoughts of various oharacters/
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in turn. We share in the contemplations or the grand-daughter as
she pours over her books and wonders how she might learn to work
for the common goodj; of the old lady herselt as she lies in bed
pondering her immsdiate financial problems — and the larger,
eternal problems her thoughts turn toj ot the governess, who,
having put Pet'ka to bed, remembers the shame or her past — her
seduction by a former employer; and of Kirill Archipovid again,
as he writes to his wayward son in the city. At the end ot the

story, we are looking quite literally through Kirill's eyes:

Konuumi, HakoHelu, u Kupmian ApxumoBuu cBOE
MUChMO, ¥ CMOTDPUT TYINO, YHHJIO IOBEPX

CBOMX TpPOMAIHHX OUKOB B OKHO, B IIyCTOI
OXBAUEHHH{ CHOM pacCCBETa, HEIOIBUXHIIM

IIBOD ycanbOH CTapoi MOMEmULH ApHmeBoit. » o (IIT,551)

Thus, the shape and colour of the characters' thoughts become as
important as the events described, and the story ot JarydJeva's
estate becomes the sftory of the bthoughts and feelings of the
people wiho live there.

In many stories the narrative perspective is shared betwesen
the narrator's omniscience and the limited consciousness of a
single charaéter who is the calef protagonist in the events
described and with wnom it is the author's concern to identify
the reader. Sometimes, the narrator will step between us and
the hero to distance us from him, as when in Variant he comments
ironically on Kolfcov's dreams ot having his views on railways

officially accepted:

ropauaa QaHTas3ug Kojnpuosa yHecna €ro B
TAKyK® 3200N8UHyKW Iajib, UTO HaM C BaMU,
uuTaTenb, ClenoBaTh 3a HUM He crour. (III, 176)



i

Much of Dvorec Dima is seen from the child's-eye view of Dim.
himself, who cannot understand wny his father pretends to be
his uncle or why he cannot play with his brothers and sisters.
In the first fragment ot Zajac, the schoolboy Petja's thoughts
on his squalid home environment colour our view of the events
related; while in the second fragment our vision is entirely
contined to that oi Lieutenant aernyéev (apparently the grown-
up Petja) wao in his Manchurian mess-room overhears the conver—
sation ot his rebellious soldiers and considers the corruptness
ot his seniors ana his own unfitness for his job. Nemal'cev
begins with a panoramic view of a country estate at night, but
our view is soon focussed on the old watchman whose memories of
the past form the bulk of the work. Withhim we remember his
experiences as a soldier, recruited on his wedding-day to fight
at Sevastopol, sent to fight in Poland and discharged only
twenty-five years later to find his wife has died. Only once
do we look with eyes other than his, when the nafrator describes
for us the thoughts of Nemal'cev's sergeant, left to die on the

field of battle:
e ool THAAUT CTernaH IIeTpOoBUU BCIEI
TOBADUMANMKA] HE CIHNXaTh YX UX...TOIBKO

TeMHad HOUb, NOCJeIHAR, CTPANHAA HOUL
€ro Ha 3emse, CMOTDUT Ha HEro OTOBCOAY (IIT,566)

In Staryj evrej, once the narrator has set the scene, the narrative

is given over entirely to the thoughts ot the old Jew as he surveys
the bleak fields and reviews his troubled lire. In Veronika, we
listen to the music the heroine plays and through it enter her.
thoughts as she convemplates her coming continement and the eternal

life-renewing process ot nature.
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In a few stories, the narrator hands over the narrative itselil
to the hero, so that he becomes not only a reflector, but a secondary
narrator in his own right. In Revekka, for example, the heroine's
letter to her friend Lija summarises the five years that have passed
since her marriage to Antonij:

g moTepAna CHHH, rojoc, Mmyxa (IV, 103)

and expresses the lesson these years have taught her:

O JIua, Kax TAXEJO CO3HABaTh, YeM MOrina
631 OHTL EM3Hb, W KAK HUUTOXHO OHa& MIpPO-
XOOUT y Jomeil (TV, 104)

Pravda begins with an objective narrator's description ot an event —

the suicide of a young woman in a city park - then shiits the perspec-
tive to an "inside view" of the husband as he hears the news and finally
enters the thoughts of the woman herseli, set out in the letter she has
left for her husband: thus we see from her own point of view the misery

and déspair that drove her to shoot herselt. In Dva mgnovenija, as we

have seen, an omniscient, impersonal narrator gives the floor to a
middle—aged man who tells his own story in his own words.

Thus we find that the omniscient narrator, the objective and aloot
chronicler of the events he sets before us, seeks voluntarily to eftface
the impression ot his objectivity and aloofness. Realizing that the
god-like mode of narration, the bird's-eye view of the narrator out-
side the story, calls attention to his detachment from it and imposes
a distance between the reader and the characters, he will seek to
modify his detachment by finding an angle of vision within the story,

a reflector wno is involved in it. Sometimes he may try to eliminate

himself altogetner; thus in V oblasti billionov i trillionov, Radosti

%izni and Mamed he simply records the words of characters in conversation,/
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intervening only to set the scene - to tell us, 1or example, that the
conversation in Mamed takes place in the main street ot Harbiny or to

insert a stage direction, as for example in V oblastise.:

CofecenuuK NpeHeGpexuTeNbHO MaxHyn pyxoif(III, 471)

But in most stories hg will alternate between the two views, the
omniscient and the limited, the detached and the involved, narrating
from his all-seeing height but taking advantage of his omniscience
to look at the events with one ot the heroes, manipulating the dis-
tance at which the reader feels himself from the story, standing
back from time to time to give the reader the sense of being a direct
witness to the events.

The author may therefore cnoose between the dramatized narrator=
ana the undramatized narrator, between a subjective and limited anglé
of vision and an impersonal but unlimited one. Perhaps in the Dereven-

skie panoramy cycle, however, Garin has found a third alternative that

combines unrestricted knowledge with a personal, involved and involv-
ing viewpoint. Here the various scenes and characters from village
life are chronicled by a recording consciousness who possesses full
knowledge of them and is always in full control of the narrative.
Within individual tales, he makes uée of reflectors as internal angles
of vision, revealing their inmost thoughts to us. For example, when
Akulina (in the story ot that name) is forced to sell her horse, we

witness the effect of this on her state of mind:

Bce MHCIM €€ DAaCMoNI3NMCch W3 TOJIOBH, BCE
HUTU CBOUX COOOpaxeHuil pacTepana OHA M
Temeph KAk B KaKOM—TO TyMaHe, B KaKO#-TO
GeCKOHEeUHO# MyCTHHE CHUIeJia U HUUEero He
morna coo6pasurs (IIL, 343)
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When the blacksmith Vokodav (in Matreniny den'gi) poisons Alena,

believing her to be a witch, we see the superstitious terror that
fills his mind. When Andrjusa courts Parasa in the same story,
we catch a glimpse of the secret hopes and thoughts of the young
girl who dreams of another way of life and another suitor (III,
435). Other reflectors include the good church-elder Michajlo
Filippyé in Na sele, whose religious cqntemplations are described
in the last part of that story, old Asimov in Dikij ¥elovsk,
through whose memories of the past we learn of the affection he
once had for his sons, the examining magistrate who looks on as
Asimov is led away o prison, and even the horse Burko in Akulina,
who seems to understand and share the thoughts of his mistress
(II1;. 322).

Because the stories are "panoramic" in their scope — Na sele
depicts village life at its two extremes of wealth and poverty,

while Matreniny den'gi traces the repercussions ot the loss of ths

money for several houssholds and individuals - the narrator has =z
wideness of knowledge and point of view beyond the reach of any

single character. In Dikij ¥elovek, he can describe the thoughts

of Asimov as he realizes he has killed his son, and the thoughts
of the magistrate as he watches the villagers plead with Asimov to

reveal where his money is hidden; in Matreniny den'gi he can des-

cribe what is happening all over the village as fire sweeps through
it; in Akulina he can penetrate the secret feelings of Akulina and
those of her stepson with equal ease. From time to time, however,
this omniscient consciousness speaks directly to us, not as some
distant story-teller, nor as a detached observer of peasant life

(as the narrator of Neskol'ko let is), but as one who knows the

life he describes at first hand. InDikij delovek, for example,/
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in the manner of one recalling a personal acquaintance, he tells of one
village worthy who once met his death in the pond wnere Pim'ka's body

was found:

Iana Bnac, NOKOWHHE, BeceiHil OHII MyXUK,
IO BOIKM RajHHil, naxan ee, OHBaJIO, C yTpa
IO Beuepa, a neno Ben u xuja O, ecjuu OH
He oHa e gsasena ero B npyme (III, 365)

In the opening section of Na sele, he speaks as though he too is one

of the villagers, and has shared in all their hardships:

TMpuexan TYT onuH rocmopgud - OTUYEro Mmjioxo
wxuBeTe? Mo eMmMy, Kak NyTHOMY, IO IaablaMm

MEPEeCUNTANM ... M IPEX U CMEX...lMH, TO,

MYXUKU, ¥ TO Pasobpanuch, TH Y& YUBHHIA,

MOSTY TBOM Npu Tebe... (III, 375)

In sucah cases the narrator assumes an identifiable but unidentified
personality, that of a peasant viewing peasant lite. This "implied
narrator", both omniscient and involved, undramatized but personal-
ized, opens to the author a new pefspective on events: he may reflect
their shape and colour through a mind whose knowledge of them is
unlimited, and find a vantage-point within the story that imposes

no restriction on his view, It is then perhaps that Garin comes
nearest to achieving the aim enjoined on the hero of Ne ot mira sego

by the writer he meets:

IIumeTe T2k, YTOOH M He IOralanuchb, UYTO '
3TO BH, OODa30BAHHHI 3BTOD, nmmere,(IIT, 605)

IIT
The narrator, oif whatever type, has been created by the author
to perform the function of narration: to tell the story to us and

make it carry conviction for us. His narrative situation, his position/
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within the story as an "I" or outside it as some omniscient being,
the scope of knowledge and vision he commands will all determine the
character and qualities of his account.

The primary task of the narrator is to set forth the events of the
story in languagej he must put the narrative structure into a structure
of words and sentences. The devices available to the narrator are
always the same, for it is part of the convention of the narrator that
he can always find the right words for his .story. The first-person
narrator is as able as his undramatized counterpart to choose words
and images and construct sentences, for the author will ensure he is
equal to the task assigned him. As he narrates, the narrator will
always emphasise those parts of the tale that seem important to him,
and diminish the signiticance of those whioch are less so, dramatizing
certain scenes and summarising others, adjusting the pace of the
narrative so that it reflects the relative significance of the events.
While his identity and situation will determine the content of his
tale and the breadth of his vision, therefore, they will not affect
the narrator®s methods and abilities qua narrator. His view of the
event will always be the reader's, and his effort to convey his view
will give the narrative its style, and set the tone and tenor that
will detérmine the reader's response.

A secondary function of the narrator is to describe the baclk—
ground against which the events take place, to convey necessary
information about the physical and natural surroundings. The "I"

who narrates Kartinki Volyni or Moi skitanija and the omniscient

story-teller ot V_usad'be pomeS§éicy Jarysevoj both describe the

natural setting. The dramatized narrator who recalls particular
scenes he has known may add an expressive dimension %o his descrip-
tions by conveying their effect on his senses; thus, in Na chodu,

the traveller remembers the calm and stillness evoked by a sleepy/
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Tatar village:

Ha uncroil nyxailike MeueTh, PA3OUTOE CTEKIO

B BHCOKOM OKHE MeueTH, CTPOIHHA MUHapeT

C TOHKUM OCTpPYUEM U IOJIyMEeCHLEM HaBEepXY.

Bce 3acCTHJIO ¥ CNUT B HEMOLBUKXHOM BO3AYXE,

U caM He TO CINNmb, He TO 3aMepu Oouymaems
NPeNCTOAMY0 HEMONBUKHOCTh BeuHocTu, (III, 246)

The undramatized narrator may achieve the same effect by reflecting

his description of g scene through the consciousness of a character_

who observes it; a moonlit night moved Kol'cov to philosophy and
fantasy (Variant), while the spectacle of a garden at sunset evokes

in the heroine of Veronika a special mood of tranquility and expec—
tancy, Because of his position outside and, as it were, above the
story, the omniscient narrator can offer wide panoramic views of the
landscapes around his characters, and in a number of stories (Nemal'cev,

V usad'be pomeXdicy JarySevoi, Sdastlivyj den') he moves from a general

description of the wider scene to fix our attention on that one aspect
of it - the old porter, the thoughtful steward, the sad old couple -
which is his subject. However, the first-person narrator who looks
back on what he has seen may also take a panoramic view, and the nar—

ators of Moi skitanija and Kartinki Volyni both attempt a wide survey

of the cﬁuntrysiae around them. Because he is aloof and omniscient,
the undramatized narrator may contrast and compare his characters and
their settings, and so make his background serve a symbolic as well
as a decorative function. Thus, in Veronika, when the child is born

as the sun rises, or in Ona pobeditel'nical!, where the old woman dies

as the sun sets, our view of the event is influenced by our view of
the scene around it. But the dramatized narrator too is able to note
illuminating parallels between the people he describes and their

natural surroundings; in Zizn' i smert' and Na chodu, for example/
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our view of Dr Kolpin and the old Moslem woman is defined by the
narrator's description of the scene around them (see below, Chapter
Iv).

The difference between the two kinds of narrator becomes evident,
however, in the third function they must both perform: the presentation
of character. The all-knowing narrator and the narrator who has been
an involved witness of his events can both describe the outward aspect
of their characters equally well, and both can record their words and
report their conversations — althougn the "I" narrator may report only
what he has heard or been told. But where it is necessary to record
the inner lives of the characters, their thoughts and feelings, only
the omniscience of the undramatized narrator is equal to the task.

He may examine the minds and hearts of his characters at will, but a
dramatized limited M"I" is restricted to "realistic vision and inference“8
about the unspoken thoughts of other characters (unless, like Eernotskij
in Vstrefa, they choose to confide in him); he may know only what it is
feasible for a single consciousness to know. And so, the narrator of

Neskol'ko let may describe anything about his neighbours — their

appearance, history and character - except their thoughts, while the

narrator of Derevenskie panoramy is privy to the most secret thoughts

of the peasants, The first-person narrator may offer a profound in—
gight into his own mental and emotional state - as does the doctor

in Vstreda or the old man in Staryj cholostajak — but he can never

lead us into the other experiencing minds of the story, or make us see
it with eyes other than his own.

By penetrating the thoughts of his characters and revealing their
minds to us, the omniscient narrator can achieve a number ot important
effects. He can evoke moods and emotions, as in Veronika, where the

heroine's thoughts mingle with the music whe is playing and the natural/
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(1IV,565), or in V usad'be pomedéicy JarysSevoj, where the thoughts of

each character in turn contribute to the evocation of the mood ot the

whole piece. He can create comedy, as in Icka i Davydka, when we see

that despite his fawning and self-debasing words to the Police Chief,

Davydka is in fact curaing the gentile who has just dined on pork -

IaBHgKa BCIOMHM!I OKOPOK M B €ro TOJIOBE

npoHeciach MHCIbL: xal Te6e ¢ TBOUM CTOJIOM.
(111, 206)-

He can also achieve the "paradoksal'ny] jumor"? of Babudka, where we
see the unspoken understanding that exists between Silfvin and the
old lady beneath his fine words and her direct questions: she is
looking for a sire to produce an heir, he is looking for money, and
in their apparently innocent conversation the bargain is struck, (IV,
602ff). Both the dramatized and undramatized narrator offer the
author depth of narrative perspective in allowing him to penetrate
the thoughts of a character involved in the action, but only the
disembodied, omniscient narrator can aiford him an insight into
several minds at once, and make such effects possible.

Finally, the narrator's duty, as well as telling his story,
describing the scene and presenting the characters, is to comment
on what he narrates. As he presents incidents and characters, he
expresses his opinion of them - both implicitly in the words he
uses to describe them, and explicitly, in passages of analysts and
evaluation. All narrators comment, and their commentary is one of
the chief means by which the reader's judgement is formed. The
dirference between the two kinds of narrator here is in the author-
ity their comments can command. The first person narrator comments

only on the basis of his opinion as a limited being, whereas the/
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omniscient narrator may pass judgement with the authority of a god.
For example, when the narrator of V _sutoloke remarks ot his fellow-

passengers on the surburban train:

IIx ®uU3HB BHINJACH B HeJocATraeMyw Oiud

MHOTUX ¥ HEUHTEDEeCcHYyl IIf BceX, KpoMe ux

CaMiX, CKYUYHYH Mo MYy YCTaHOBIJIEHHOTIO

OTHKETA. .. (LVs
we accept this only as his personal opinion. When the omniscient
narrator of Dela describes the passengers of the same train in the
same words (IV,78-9), we accept it as a statement ot fact. The
effect, however, is the same: we accept the view expressed as our
owne.

In all the functions he has been created to fulfil, the narrator's
purpose is rhetorical; he must win and hold the reader's interest, he
must communicate the matter of the tale and guide the reader's response
to it. His range and his abilities will depend upon his identity and
his position, but his purpose will always be the same, and he will
always be the chief means of persuasion by which the author induces us
"to follow imaginatively a iale, or undergo sympathetically an experi-
ence"s.

In his effort to engage and hold the reader's interest, therefore,
Garin created a variety of personae to present his stories to us. In
many works, he turns to a common figure in Populist publicistic fiction,

the intelligent narrator-diarist who records his observations and impre-

sgions of the world around him. In him, he can dramatize himself and
his own experiences, and present his own view directly to the reader.
But like any device, this narrator has his limitations: he restricts

the author to the zapiska form and the witness's view. The other drama-

tized narrator used by Garim {the autobiographer, otffers an intimate/
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personal inside view into the story, but again restricts the author
to a single and confining view. In order to overcome these limita-
tions, the author tells many of his stories through an undramatized
and impersonalized narrator who gives him unrestricted knowledge and
vision, but also the ability to change his view, the freedom to res-
trict himselt. "The narrator sparingly omniscient, telling us only
what we must know, letting, as far as possible, speech and action
reveal the thoughts and relations of his characters“9, conducting the
narrative at times through the consciousnesses of these characters -

even (in Derevenskie panoramy) assuming their identity — can view the

events both objectively and subjectively, can distance us from them
and involve us in tnem as it suits his purpose, can vary and manipu-
late our response.

The first duty of the narrator is to make the story carry
conviction for us. The dramatized narrator wmnvinces us because he
writes as a witness, the undramatized narrator because he is omni-
cient; both of them are the means of persuasion by which the author
convinces us ot his work, It is througa the narrator, the principal
device and chief medium of rhetoric, that the author employs and
manipulates the other "means of persuasion" that shape and determine

the reader's response, and to which we now turn our attention.

NOTES

1. the terms are Booth's: The Rhetoric of Fiction, p. 155

2., Hamilton, laterials and Methods of Fiction p. 117

3. Grabo, Technigues of the Novel, p. 33

4. this is not to suggest, of course, that Garin exhausted all
the possibilities of the "I'"-narrator.

5. Lubbock, The Craft of Fiction, p.Tl
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7. Iunalarskij, Kriti8eskie etjud.(1925), p. 379
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CHAPTER III

TECHNIQUES OF NARRATION, DESCRIPTION AND STYLE

The fiction is a "means of interaction betwesen the author and
his audience“l; it is the version of experience through which the author
seeks to communicate his judgement of experience. His aim is to convince
us of his truths by involving us imaginatively in the fictional world he
presents; and tbus, as he unfolds his story in the words ot his narrator,
he will employ the special techniques of narration, description and style
in order that it might have its due impact and effect on us, and engage

our interest, involvement and understanding.

I

As he puts his story into the words of his narrator, the author
makes his choice from the various alternative modes of conducting the
narrative. His aim is always to control the reader's view as he reads,
and to this end he selects the ways of telling the story. Like any
writer, Garin arranges not only the events otf his tale, but their
manner of narration, in order to direct the response of the reader.

Part of the narrator's function, as we have already suggested, is
to conve& the significance of the events he records by dramatizing
some and summarizing others. By the dispesition of the narrative
between the two narrative modes of scene and summary, he will order
the emphasis on the happenings he recbrda and shape our response to
them. "Scene" dramatizes an incident, singlas it out from the course
of the narrative, and, as one critic has observed "gives the reader.a

feeling of participating in the action very intensely, for he is/



- 88 =

hearing about it contemporaneously, exactly as it occurs and at the
moment it has occurred"z. "Summary", on the other hand, incorporates

the event into the narrative, tells it in oratio obliqua after it has

happened and reduces it to précis; it imposes a retrospective view on
the reader. All narrative alternates between the two modes, varying
the pace of the account and the immediacy ot its impact on the reader.
Thus, where the narrator describes exciting events, he can have
the reader share the excitment by painting a scene. In Dva mgnoveni ja,
for example, the narrator-hero recalls his adventures as scenes, drama-
tizing his actions and thoughts so that we relive the incidents with

him. In Pereprava Zerez Volgu, the traveller dramatizes the river-

crossing so that we share the excitment of the moment as his cratt
makes its way through the ice:

1 cuxXy B CcBOell rpomamHO mybe U mepe-
XUBAK TPEBOXHOE U CTPAHHOE OWYUIEHUE;

aTa JUMHAS KapTuUHA, JOIKA U [NBaNUATH
NsTh TPamgycOB MOpPO3da, M 3T4 UKa, UTO
OIHBET Teneph NPAMO Ha Hac C KaKuM-TO
BHTAHYTHM, Y3KuUM XoGoToM! Ckropeil, ckopeii!
[loka He 3aropomuo. IIPOXON, & TO 3aTPeT
HaC UKOH! III,%55-)

On the other hand, where he wishes to inform the reader of events with-
out involving him in them, he employs summary; so the narrator ot

Neskol'ko let reduces his earlier history to a few lines.

In general, the use of scene or summary emphasises or diminishes
the significance the event assumes Tor us. In a story of the rasskaz
type, the most important incidents in the development of the plot and
the characters are presented as scenes, while lesser events, descrip-
tions and the passage of time are all summarised. Thus, we might ana-

lyse Babufka roughly into passages of' summary and scene:



Babuska

SUMMARY SCENE

1. Introduction: the grandmother 2. she describes to the old
seeks an heir. nurse the bride she has

found for Fed'ka

3. Fed'ka's early love for Parada 4. the lovers' last meetings
Fed'ka's letters

5. the wedding; followed by three 6. the grandmother confides

years of cnildless marriage her secret to Matrena and
shows her where her duty
lies
7. description of the Volga 8. conversation between grand-—
steamer and its passengers mother and Sil'vin
9. +the voyage 10. Fed'ka meets Parada

11. the party at SapoZkov's;
Sil'vin pays court to

Matrena
12. night passes 13. Sil'vin and his companion
leave
14. months passs Fed'ka and 15. a son is born
Matrena return. Months pass
16. twelve years pass 17. the death of the old woman

18. Matrena's discovery.

In a story ot the zapiska type, the scenss are usually dramatizéd
conversations, highlighted because they illustrate some memorable or
signiricant aspect ot the narrator's experience; the rest ot the
narrative looks back and reflects on events, people and places as a

whole. Kartinki Volyni, for example, consists of dramatized conver—

sations set within the framework of the narrator's observations:

Kartinki Volyni

OBSERVATIONS CONVERSATIONS

1. description of Volynian estates 2. conversation with a working
nobleman
3 thoughts on the nobleman

4. description of the countryside 5. conversation with the
innkeeper /...
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contd...

6. conversations with villagers

Tia conversation with an old pea-
sant woman

8. thoughts on technical problems G. conversation with a peasant
who acts as a guide

10. account of progress at the

Slud

1i. description oi the inn and 12.  the drunken soldier's conver—
its inhabitants sation

13. reflections on Vladek 14. Vladek's conversation

15. reflections on the Polesduki

Scene and summary are intermingled in all narrative, and the
transitions from one mode to the other subtly influence our reactions
as we read. In Po Koree, for example, the dramatized scenes of con-
versation sharpen our vision and heighten our interest in the summar—

ized account of the narrator's travels. In Ona pobeditel'nical, the

summarised account ot Agi3ceva's life increases the detachment with
which we look on her; when her death is presented as a scene, we are
for the moment more clogely involved in her fate. The war diarist
sugstaing our interest by punctuating his account with eye-witness
accounts (like that of the otficer Kostylcev which ends the work)
which depict scenes of battle at first hand. In distributing his
narrative time unevenly among the parts of his story, the narrator
can organize the story according to his purposa. Iﬁ Revekka, for
example, the five years of the heroine's marriage are summarized in
a single sentence in her letter to her friend. Our attention is
thug directed, not at these years of happiness, but at the contfast
between the heroine's past joy and present misery. In general, scene
highlights important events while summary fills in the background of

less significant events; the nature of marrative itselt demands tha/
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combination of the two modes and requires that the writer vary his
reader's perspective and response in this way.

The instrument of scenic presentation is dialogue, the recrea-
tion of the characters' conversations. In some stories -CGenij and

ChudoZnik, for example — the role of dialogue is minimal, while in

others (Mamed, Radosti Eizni) it occupies almost the whole of the

narrative; in Koroten'kaja #izn' and Vsireda, the central part of

the narrative is in fact a conversation between the secondary narrator
and the primary narrator who records his story for us. In most of
Garin's stories, dialogue is one ot the chief narrative means by which
the guthor sets his work before us. Throqgh dialogue, he can present
his story dynamically and dramatically; by making dialogue as lite-
like as possible, he can increase our illusion of reality and con-
vince us of the people he describes. An esgential part ot Garin's
effort to persuade ug of his story and characters is thus his attempt
to reproduce those phonetic and lexical features which will convince
ug his characters are real people in real situations. A schoolboy
will lispz

TaTbka Mo Tak TnecuHer Tebs (Istorija odnoj ¥koly,
III, 233)

and a Jewish tailor will affect the self-deprecating third-person in

his effort to ingratiate himself with his client:

Uro Jasupxa? ¥ JaBHIOKM CBET 3aKPHTHI,.
HaBHLOKa B3HaeT CBOe [eJyio, NOKaMecT 3a
HOTU He MOoTamaT HAa KIALOUME... (Icka i Davydka, ITI,

200)

Railway engineers will communicate in the jargon of their trade -

Bi npo6uBaeTe HAMEUEHHYW IO IUIAHY JUHUDO,
a A celluac HaBHAUY NPOGUIS. ... TH OyHEUb
UX BaTEpNaCUTh... (Variant, IIT, 152
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and in general conversations will abound with the idioms, proverbs
and angcolutha that distinguish ordinary speech.

The most notable aspect of Garin's effort to give the speech of
his characters the ring of truth is perhaps his concern to reproduce
accurately the dialect of the peasants who people many of his stories.
The travelling narrator-chronicler is always attentive to the local
forms and usages he hears, noting (in Po Kores) that Siberian peasants

refer to their womenfolk as "Zenskoe", or that in Vologoda and Kostroma

o0UTATEN KaK—TO MEHMAKNT CJIOBa JI TOBOPSAT:
nelnKa, BMECTO IeuYKa, XOTUTE, BMECTO

XOTUTE, MeTelew (Jjoi skitanija, IV, 248)

In other stories of peasant lite too, particularly the Derevengkie-
anoramy, we find numerous colloquialisms and dialect words used to
give the speech of the characters colour and authenticity. The pea-

santg, and occagsionally the narrator slso, employ terms from the
specialised vocabulary of peasant liifej; in Akulina, for example, we
encounter a number of words relating to marriage customs: kladka
(I11,329), the bride's dowry; smotriny (III,329), the pre-nuptial
inspection of the bride by her prospective family; poe¥anin (III,
331), one who attends the bride on her way to church. In Pod-
razdnik, the narrator refers to meiduparka (IV, 526), apparentliy

the peasant word for the period immediately after the spring sowing

(cf. meZdupar'e in the Academy Dictionary). In Babufka Stepanida,

the verb obmirat'/obmeret! is used, not in its general meaning (to

faint), but in a special peasant meaning, to denote a kind of coma
during which the sutterer is privileged to visit the world to come
(III,363; according to Dal' another name for the devil) naﬁigat;

(in the sense "to deceive", III,69); and grammatical and morphologi-~

cal curiosities such as the genitive plural delov (ILI,136) and the/
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ugse of malen'ko as an adverb of quantity - "malen'ko sol'ju", III,
48). 1In the Panoramy we find a number of "corruptions" which in the
peasant dialict do service for words from a more gophisticated vocab-

ulary — e.g. achter, dochtura and natomit® (III, 362, 306, 365) for

akter, doktora and anatomirovat! respectively. And the author repro-

duces too the proverbs, pleonasms and phraseologisms which are such a
distinctive part of peasant speech, Among numerous aphorisms expres-

sive of peasant wit and wisdom are the following:

JIOKTH BhHIIe I'0OJIOBH HE pacTyT III, 280
HOMHTKM He WyTKMW, CIPOC He Genma - IIT, 75
BceM OH NpPOCT, Ia JUCHA XBOCT III, 35
MUD — BOJIK, UTO B MacThb IIOIAJ0,

TO IPOIAJIO v, 556
mHo6pas ciaBa JNeXuT, a Xyhas BlIepenu

Te6s KaTUT III, 329

As L.V. Krasnova has suggested3, many of Garin's peasants create their

own proverbs, and several of their obiter dicta are marked by the

antithetical construction, the rhythm and assonance characterigtic of

folk sayings. Thus, one peasant in Na chodu philosophises:
Ceituac, uTo sarou, To saxon (III, 271)

and another in Neskol'ko let:

6apuHy XyLO — MYXRUKY XOpOmO (III, 13)

After detailed consultation of the Opyt oblastonogo Velikorusskogo-

slovarja ot 1852, Krasnova has concluded that most ot Garin's dialectisms
4

come from the PovoloZ'e region'; in Neskol'ko let, Derevenskie panoramy

and other stories of the peasant byt, Garin has drawn on the language of

the peasants he knew. He reproduces their traits ot speech and employs

5

local variants of forms and meanings®. Despite Nikolaev's condemnation

of the

BapBapCKuii, BHAYMAHHH{ N BHYUEHHHH s1ank®
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ot Dikij ¥elovek, therefore, there is every reason to believe that

Garin has in his stories captured something ot the language spoken
by peasants, and has thus enhanced the authenticity and "realism"
ot the pictures he presents. By making the words ot his characters
rinz true for us, he convinces us of themj believing in them, we
are more closely involved in their story.

By presenting large parts of his narrative as dialogue, the
author is able to give the reader the feeling ot participating in
the action. Where he is able to present his story through the
thoughts or his characters, as internal monologue, the author may
achieve the game effect. The selectively omniscient narrator who
adopts the view of an involved character may reflect his narrative
through the shape and colour of his thoughts and tell the story as

though in his unspoken words. When the old Jew in Staryj evrej

contemplates his past, we hear the words he speaks to himself, and

our view is identitied with his:

BHJIO XyOO — IOyMaJ - He XyXe MOXeT OHTb,

1 CcTajio coBceM XyIo. M Korma crtano? Korma
6pocuIl maxe Ha TPOLSHTH NEHBTU JaABATb...

IJeTy HacTOANuU - YUEHHE NeTu — Xo0-xo! -
TOBODPAT, 9TO HENOBKO. Hy, Kynunl semnn..{IV,507)

Witnesses to Asimov's thoughts (in Dikij &elovek) as he realises

he has murdered his son Pimka, we share his sense of horror and

panic:

Heyxenu sapymun?! 3apymun! Tocmomu, ma
rorma xe?! Cepnue OTBECTU TOJBKO XOTeEIll,
cxan pyxamm., Ox, OGoxe MOH, UTO Xe& ?TO
6ymer?! (III, 357)

In such cases, as Krasnova has observed,

aBTOpPCKasa INIOBECTBORBATEIIBHAEA PEUDb
ciausBaeTcHd C HH&HOFHQGCKO& BHYTpPEHHECU
Peunid TepocB.
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The narrative not only adopts the language ot the character concerned,
but even assumes the cast of his thought; our horizons are temporarily
limited to his so that we share more completely his experience. For
example, in Akulina, we find the scope of our vision restricted to the
narrow range of interests of the heroine as she considers how she will
arrange her atfairs to make ends meet in the coming year (III,321).

In S8astlivyj den', the very similes seem a part of the mentality of

the old fisherman whose view we share; he is struck by the eyes of a

woman he meets on the road:

rinasa, Kak DPHOKUN Ha MOy HNPHTawT, U
6BHNTCA ¥ 3aMUPAWT B CTPAWHOU uctome.(IV, 148)

In Nemal'cev, we look back with the old soldier to his first da}s in
the army, and share his bewilderment when he finds himself on the
battletield for the first timej objects he takes for jackdaws turn
out to be bombs, whila what he thinks is a heap of sacks is in fact
the fortifications he is gupposed to defend (III, 562-3). By thus
contining us to the thoughts ot the hero, the author leads us to
view things through his unaccustomed eyes — a device Vikbtor

= . .8 :
§klovskij has called "ostranenie" . In Derevenskie panoramy, our

sengse ot sharing in the misfortune of the peasants is deepened when
the narrator not only speaks, but seems to think as one ot them.
(See Chapter IV, below).

The narrative techniques or scene, dialogue and interior mono-
logue thus enable the author to dramatize his events - to dramatize
actions as they occur, to dramatize conversations as they take place,
to dramatize the reactions of the characters as events reverberate
in their thoughts. The narrative is arrested as the drama of the

moment acts itselt outj the scene, the conversation, the train or/
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thought is singled out, and its impact on the reader is assured.
The techniques used by Garin are those available to any writerj; but
his application of them in each story is always distinctive, because

it is always dictated by his purpose in the given case.

II

One of the narrator's tasks, as we have seen, is to describe
characters and their background, and the impact of the work on the
reader will depend upon the vividness oif the picture he presents..
As he describes, the author will govern his narrator's use of a
variety oif descriptive techniquesin order to achieve his effects.

The presentation of characters will always involve some account
ot their physical appearance, since we relate only to characters we
have some visual image otf. Garin creates this imsge for us in a
variety of ways. Very rarely, he will provide a lengthy and compre-
hensive description of a particular character — for example, that of

Klotil'da in the story of that name:

9To OHJIA CPefHero pocTa, Mojonas, Hau-

VHaBHAA UYTL-UYTh NOJHETHh XKEHUUHA C
CJIENUTENIBHO OEJIkM TeJioM: OOHaXEeHHHe NJIeun,

PYKM TaK U CBEpKalIM CBeXecTbl, KDPacCOTOil,
6enusHoO#. Tak xe Kpacusoe, MOJIOLOE,
NMPaBUIbHOE JIHIO €€ ¢ OOJBMUMY, JIaCKOBHMU

U MATKUMM, OYEHb KpacushMu rjiasamu (Iv, 519)

Sometimes the description becomes simply a list of attributes, with-
out even the grammatical frame of a sentence. Thus, we read of a

journalist in Siberia:

Io6psle, roinyoue riaasa, rojsadg ues, I0-—
pHXaJe canoru, Menroe nuuo (Karandafom s natury,

III, 475)

or ot Jarydeva's granddaughter:
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MOJIOOE XyIOWaBOe MNPUATHOE JUI0, BOJIOCH
pycie B OOHYy KOCy, rjasa cepie, GOIbuue
BEKO JIEBOTO ,[Jlasa cJlerKa OMyWeHO (Ty, 532)

or of Volod'ka in Veselye ljudi:

TOJICTHI, OoJbpmoilt, MnyxJjoe, DPYMAHOE IUIO,

MaJIeHBKH!I HOC KBepXy, ILyOH KpacHhe,

0y TOHUUKOM, TIJa3a Takue, TOUYHO XIOYT

yero-HuGyLb BeceneHpkoro  (IV, 121)
A few selected details of features, stature or colouring are thus
get together to give us an image of the character concerned. Of
all physical features, it is most often the eyes which attract

the attention or the narrator and figure in his description.

Among the epithets used to describe them, we find:

BHDABUTEIHHHE Storofenko, Variant, IIIL,182
yMHHE, BHDABUTEIbLHHNE duakov; Jeskol ko lek, 111,85
IIPEeKDPacHHe, BIPA3UTENbHHE Alenka's son, Matreniny den'gi, -
IIT,422

KDACUBHE Pavlov, V sutoloke, IV,311
Kapse Vojcech, Marks VIII,9O
yepHHE, GONbmue Denisov, V _sutoloke IV,307
ropruse KObrjan! Na S'bancii, Marks -

| VII,63
yTHEeTEeHHHEe Asja, Nata"sa, IV,524
'}loﬁpﬂe, HeHCKUe Abramson, \'J SutOIOke, IV,313
GeccubClIeHHbNE, MYTHHE the father in Zajac I,IV,671
}KHBHG, I'Opﬁqﬁe, l'IpOCF{IIIHe Klotll'da, IV,186

By describing the characters' eyes, the narrator can convey to us
not only their appearance, but also of their qualities of mind and
spirit; physical description becomes a means, not only ot conveying
a visual image, but of characterization.

Similarly, in describing the physical milieu of his characters,
the narrator most often constructs his image from a few chosen
details. Occasionally, he describes interiors like Jaryseva's draw-
ing room, with its sceﬁt of muchrooms and berries, or the squalid
dining room in the first part of Zajaci but most oiten it is the
natural setting the narrator describes. The details he selects are

not normally those of specific places — the bay in Klotil'da, witn/
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its view of Burgas and the monastery is an exception (IV,189) -
but those ot colours, sounds and smells. The image he creates is
that of earth and sky and air. Many stories, tor example, depict

the greenness and fresaness of spring; Dva mgnovenija and Kogda-to

both contain passages describing the young leaves, the fresh air and

the cloudless sky (IV,73,3 IV,63), and in Kartinki Volyni the frag-

rances, sounds and hues of the season are lyrically evoked:

BeTepoK JackaeT, U apoMaT CUDEHU, JIaHOHmAa
Y MUJIJIVOHOB HEU3BECTHHX I[BETOB HEXHO MEKO-
YyeT HO3IOPHU...MHEORECTBO IITUL] OTJIANSNIT
BO3OYyX CBOuM mebeTaHueM, UYUPUKAHUEM, BCKPUK—
UBaHUEM. . . ADOMAT BO3Oyxa — HET BO3MOXHOCTH
nepenaTh: Miewomuii, OH OpocaeT B JUIO TO
HeXHHI Banax @uajlox, TO TpPaBH, TO MIOTHHET
COCHO, JAHINMEH...30eCh BOJHHA BO BcCeli
cBOeil Kpace, B BEHKE U3 MaJCKUX 1BETOB -
KpacHe, XenTiHe, JUIOBHEe, Oejikle, DPaABHO-
nseTHuit xosep (IV, 91-2)

In other stories, it is the sights and sounds of dawn and dusk

that the narrator seeks to evoke. In Karandajom s natury, for

example, he describes the colour of the sky and the scent of the air
at sunrise:

BoT Hauaijo BOCXOﬂa...MH IINHBEM TOUHO B
cany, CKBO3b DeIKMue naepeBa CIOBHO 38—
INMUIach BOga, CJIerka pososad, Npoa3pauHad,
BOT—-BOT LOTOBAaA BCHOHXHYTh IIOXKAPOM BOC-—
xoma. Crano CGenbx Jnelefell BCHOPXHYIO B
9TOM PO30OBOM (HOHE paccsBeTa, Cpenu apoMaTa
yepemyxa (III, 482-3?

In Klotil'da he describes the sounds and scenes of sunseb:

B yumenssix IO cKalam Jec, U B JIECY MHO—
XecTBO CepH, ($alaHOB, ANKNX KalaHOB, HO
6onbue maxkayioB., OHU yXxe HAUUHAKWT CBOI
HOUHOW KOHIEDPT...0T KaKuxX IIBETOB B3TOT
apoMaT HelnepenaBaeMo HEeXHHW, KQTOPH
HeceT ¢ co6o# mpoxmama moux? (IV, 191)
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In Vstrela and BabuSka, almost exactly the same words are used to

describe twilight on the river, with the dying daylight giving way
to the dark velvet ot the night sky (IV,6185 607).

The aim ot such descriptions is to paint not so much a picture
as an impression ot a picture; from the details of colour and scent
and contour the reader can form his own mental picture of the scene
and respond imaginatively to it. It is in particular by using details
of colour that the narrator leads us to this response. The following
descriptions of sunset from Po Koree are sutficient to illustrate the
narrator's effort to pin down and convey the most elusive tones of

colour:

Torpma CcHexHas Iallb OTJIUBEET BCEMU I BeTaMmu
panyru: TaM OHa HEeXHO-JujIoBas, 3IOeCh 3eJIeH-
oBaTasd, rIe BHCTYNaRT XHUBA — OKDACKa 30—
oTa. K cesepy NOTAHYNUCH XOJOLHHE roxyso-
BATHE TOHH U CTAJIBHHMM [epeauBaMy Ha TOpPl-
30HTE HAIOMUHAWT Yxe 0e30pexXHYK [OBEPXHOCTH
KaKoro-TO OJleneHeBmero Mopa. K samamgy eme
goraye KpackKu, erne fgpue NONUEePKNBAKT Kpa-—
coTy HelOa u semin. HeGo kKaxeTcsa Biue,

U BECh KYNOJ €ro, BHIMTHH U3 Nasypu, Ha-
NIOJIHEH MNCKOPKaMU APKOTrO CBETa - 3OJIOT—
UCTHMM, OUDPHWIOBHMU, HEXHO-IIPO3PAUHHMU (v, 14)
« s sOKpPacCKa rop- BONUIEOHAS IIaHOpPaMa BCEX
IBeTOB, B 3TOM NOBODOTEe 6apxaTHAS Nalb
OTJ/MBAET APKUMU NyDPNyDOM, TaM BEJUKO-
AenHHY $UONEeTOBHH HaneT, a HA 3amane, B
6nenHolit mMO30JI0TEe Heba, Kak Boanqume,

CTOHT UB3YODPEHHHE IDPYIHH I'ODess 179)

N

Frequently, the narrator will try to suggest subtle and unusual
nuances of colour by using compound adjectives, each element of

which modifies and defines the other. Such adjectives are applied

to the sky:
3€JIeHOBATO—-30JIOTUCTOR (rr1, 107)
Teuno-guonerosas /Tyua/ (111, 215)
3e71eHOBATO-0KPO30BOE (v, 576)

and to plants:

KEeJITO-30JIOTUCTHE JNUCTESA (v, 281)
U3yMpyLOHO-CEepie, TEeMHO-KDPacCHHEe, HeXHO-
JMUJIOBHE, 3ATKAHHHE CEPHM U OCJIHM HOeM-—
uyrou /uxu/ _ V.2093
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and to water:

- HEeXHO-MAJIMHOBHN LBET (111, 482)
TemHO—-CcUBHi ¢ @uonerossm oriusoM  (III, 483)
CepOo—pHKUA (Marks VII, 236)
N3YMPYIHO-IIYDIYPHHM, CEPeOPUCTO—3EIICHHM
pocHopom Iv, 200)

and to mist:

$UOJISTOBO—30JIOTUCTOR IHMKOMI EV,312)
CUIHEe—-OTHEHHO~OHMUaTas CTEeHAa v, 112)

and even to a mountain:
Npo3pauHo-Geno—3enenosaro—monounnit (V, 200)

There are dangers in such a technigue, however, for it may give way
to repetitive and merely gratuitous decoration. In the last example,

the inclusion of prozrafno-belo and molognxj in the one compound is

tautological, and contributes little to the definition of the colour
"the author seeks to convey. It does not therefore serve the general
purpose ot all of these special devices of description: to enhance
our perception oif the author's image.

In his effort to describe convincingly and stimulate the reader's
imaginative response, Garin also makes use of the devices or simile and
metaphor, creating his images by comparisons. The novelty of a compari-
son, the digsimilarity or theobjects compared may impress the author's
perception of his subject on us; thus, a forest is compared to a miser's
larder (IV,243; the reference is to its untapped natural resources), a
star to a dew-drop (IV,172), hills to the zig-zag traced by a pencil on
paper (Eg;ﬁg VI,104), a train to convicts lumbering along in their chains
(Ibid 198); desolate fields look as frail and sickly as a man with a

high fever (V, 8), and wild flowers are like:

6anoBaHHHE [EeTU HexHOM, In6uMoil MATEDIU,
B 06BATUAX OceHHoro mus (larks VIII, 296
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When Kol'cov in Variant speaks of the old railway line as a witch,

and thinks of the new:

- A pasiCcKaJl MOW KpacaBUILy B 3TOil Ge3nHEe..
BHPBAJN ee y Npupomin, Kaxk PycnaH BHpBan
y UYepromopa cBow Jhomuunny (III, 174)

his image evokes not only the magical gleam of the rails in the moon-
light, but also the fantasy and idealism that characterize his atti-
tude to his work. Sometimes, a simile draws our attention to some
similarity between a character and the scene around him, and defines
our view of both. Elaldin in Burlaki frowns like the clouds creeping
over the sun above him (III,SSO), while Klotil'da is as beautiful,
dark and uncertain as the southern night (IV,198).

Garin's similes, however, do not always have the impact of
novelty. kany of his comparisons are common in literature — a stormy
sea is likened to a boiling cauldron (IV,225), a river's roar %o a
shot from a cannon (IV,535), spring foliage to a spider's web (see
above), a long train to a winding snake (Egggg VI, 198). Frequently
he resorts to the stock comparisons of the spoken language, using

such similes as:

6emxi‘za KaK caBaH V _sutoloke, IV, 334, 352
XenTHi, BaK BOCK Akuling IIT, 338

Tuxas, Kak rpo6, KomHaTa Akulina III, 337

300pOB, KaK OHK Na. chodu III, 250

HeM, Kak puba Icka i Davydka III, 194
uepHie, KaK yrojib, Triasa Natasa IV, 552

TonCcTafg, Kaxk Oouxa, Oaba Volk IV, 540

DPOBHaH, KaxK J200HB, MECT- Dnevnik vo vremja vojny, llarks
HOCTB I, 17; Po Koree V, 11; Kar-

cHenaHHas HeHa uonHueldl mpo- Mnki Volyni IV, 92
HecJyiach 10 0asapy Burlaki ITII, 595

K2K MaCJI0 B OTOHb JIMIUCH BCE

9TH peum B Oymy Bouxoxmasa latreniny den'gi III, 424
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Such comparisons often have'the virtue of economy - the reader will
absorb them almost without noticing - and occasionally they are in
keeping with the colloquial tone of the narrative, especially in
those stories which describe peasant lifej; but their banality often
fails to convey any vivid picture, and thus defeats the purpose of
simile.

%hen a comparison is sustained or compounded, it becomes a meta-
phor, and its ability to describe and define is expanded. As he

surveys his burning barn, the narrator of Neskol'ko let feels his

ties wita the peasants have broken "like a rotten string" (III,122);
when his mood changes, his new faith in them is underlined by the

continued analogy:

T0, UTO TPEACTABIRIOCEH THIIHM KAHATOM
[IOKa3aJI0ch MHe Temnepsh crambn (IIL, 123

The contrast between the joy of youth and the sorrow of war observed

by the war-diarist in the face of a young otfficer is highlighted by an

extended natural comparison:

Tak BEeCHO¥ uHOTJA OOPITCHA €me Becele Jiyulu

¢ HAIOBUTAKOUMK TydaMu, HO HOBHE ¥ HOBHE

pAOH X BHIION338WT M3—3a TOPUBOHTAR, U TeMHAA

cUHAA OesdHa TaM yxe 34KpPHIa PamoCTHYN

nanb (llaxks VI, 291
The spring countryside of Volynia is likened to a "temple of nature",
and the comparison is continued:

MmeT smech TopmecTsexHas ciuyxa (IV, 92)
An emaciated coachman has the appearance of a corpse, and his deathly
aspect is reflected in the devastated fields around him; thus the
desolation ot famine is conveyed in Na chodu (III,283).

A special kind of metaphor, by which phenomena of the natural

world are described in terms usually applied to human beings is one/
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of the ways in which Garin gives life to his scenic descriptions.
Many examples in the stories are commonplaces of literature -
clouds run across the sky (III,43T), the wind chases the clouds
(Iv,647), a forest weeps in the rain (IV,226), the day goes to its
rest tired out by hard work (IV,190). Occasionally, however, tne
image created is more original. The sun's rays are seen to do

battle with the clouds:

BoT u conHUe, TO U _Tyuu, u OOopercd
¢ umuu conHne (IV,

or with shadows (III,583); the sun caresses the earth (IV,92) and
a wave leaps up to look into a boat (IV,63 IV,74). Often, natural

objects are seen to be talking:

Ioxnp JIBET U JILET, paccKassBasg 3JIyl
CKa3Ky XO039€eBaM BCEeX 3TUX CKUID (Iv, 586)
/nooxns/ mOGUII MOHOTOHHO, Kak GyLTO
rosopun: JIsw um 6yny JNUTh, IOK3 HE CNOD
BCE 3JI0 B3HSWHUX MECT h@&@.VI,2425
Tuxuit oceHuit meus cioBHO menueT /6uzemnn/
BONmEGHIE CKasky oTneTenmero neta (LIL, 369)
lemueT KpacaBUila 3eMIIT CBOEMYy BOB3JOGIEH-
HOMY COJIHILy, cOOupanmeMycs NajeKO-IaJleKo
yiiTu OoT cpoelt Muinoii., Bce MOJMT erqQ THXO,
noxopuo: Ocrta"ncsa! Iv, 209

Metaphors and similes not only describe, but also interpret
and evaluate objects and persons for us. The narrator of Koroten'-
kaja Zizn' employs a variety of comparisons to convey his own
thoughts and feelings about what he describes. A new acquaintance
is like a new book, which is to be studied with care (III,505); the
friendly but distant smile of his host reminds him of an autumn
landscape glimpsed through the window of aspeeding train (III,505-6),
and their relationship seems likely to remain at this level of fleet—
ing superficiality. The man's manner as he conducts him around his
school recalls the nervousness of a young author who has been asked
to read his work aloud (III,SOG); and when he observes how his

questions have disiressed his host, he feels like an unskilled/
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musician who has plucked a wrong string on a delicately-tuned
instrument (III,509, 517). In Dela, the faces of the commuters are

" likened to thread-bare overcoats (IV,?T), and the comparison implies
the author's judgement of their lives. By his use ot imagery, there-—
fore, the author may not only define our visual image of his subject,
but lead us to judge it, and convey his impression of its quality amd

signiticance.

III

The narrator's medium is the arrangement ot words in sentences,
and in his constant effort to communicate with the reader he is con-
fined to words, to the grammatical and syntactical structures of the
language. In general, the language of Garin's stories conforms to the
norms of the literary language, and more particularly, as Krasnova has
suggested, to the pattern of

xopomuit IMy6nuucTUYECKMi CTUNE . D

Simple sentence constructions, free from inversions of word order and
elaborate parentheses — "detkaja struktura", as Krasnova calls it -
characterize these works. But because the prevailing pattern is such,
the author may achieve special emphasis and effect by departing from
"good publicistic style". Sometimes, of course, he violates its
norms in error, and one tortuous sentence in Variant, where misrelated
dependent clauses proliterate to obscure the meaning, shows the syn-

tactical confusion that can result:

ToponuThCA HALO OHJIO JAJIZ TOTLO, UTOGH
yCHETH MPOBECTM U YTBEPAUTEH BAPUSHT IO
TOProB, U 9THUM BIIOCHEICTBUEM U30aABUTHCH

OT TMpPEeTEeH3ull MOIPANUYMKOB HA TeMy, 4YTO HUX
NONBEN, UTO OHM NOHEecCHM yOHTKU BCIIEn-
CcTBUE YMEHBHEHUA DadoT, U PEe3yNbTaATOM
TaKUX NpEeTeH3uil Owyia Ox Heu3O0exHad Ipu-
naaTa NOgPANUMKAM Ka3HH IBanuaThb “?%EF“%E&
c6epexeHHOl NPOTUB MNOAPAILOB CYMMH 9 =4
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— although it should be remembered that Garin destroyed the draft
of this story. But departures from usual patterns of words and
sentences and prevalent syntactic and stylistic norms may be
intentional and calculated for some special effect. Thus, when in
his descriptions of nature the narrator dwells on details ot colour
and tries to paint word-pictures, his straightforward "publicistic"
style is infused witn lyricism. Where he attempts "fine writing"
in order to describe emotional scenes in suitably emotive language,
he asgpires to the language of poetry; thus he describes the effect

on Antonij ot Revekka's beautiful aria:

TeaTp 3aMep, OCHIIAHHHI CTPACTHHM KaCKamIoM
cepelpaHHHX HelepenaBaeMHX 3BYKOB CTpal-—
aumit, B IPYyAb AHTOHMA NPOHUKIM TOHKUE
KPOUYBA JTUX CTDANAHNI U DBANM MYyUUTEIHHO
n cnanko ero cepmue (IV, 58)

The search for "poetic" language, however, sometimes leads Garin no
further than the cliches of romantic fiction:

C BOIIJIEM TOCKM ¥ OTUYAAHMA DPBAHYICH

AuTonufi kK kumHxamy (IV, 61

/OH/ OCHIAJ ee CTPACTHHMU MOLEJyaMI ?Uh 65)
gHA OCHMAJNa MOE€ N0 IOLeNysMIH IV, 229)

Somatimes; departures from the literary norms of vocabulary and
.syntax in the direction of the spoken language give the narrative
a conversational, colloquial tone. In the vocabulary of wvarious
narrators, for example, we find colloquialisms like nadryvat'sja

(III,4445 1V,303), fevyrjat'sja (III,306,355), zaraportovat'sia

(II1,150), nasobadit'sja and pridirit'sja (both items from student

slang in Veselye ljudi, (IV,130,133); and such idioms as

p monry, kax B memky (III, 96)
He OTKJanHBag Lejo B nonrmﬁ'ﬂmnm(lvy547)

It is often part ot the narrator's technique, as we have seen, to

cast his narrative in the thoughts and in the language ot his/
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characters, and so in many of the stories of peasant lite the
narrative itself abounds in idioms and expressions reminiscent of

peasant speech — rhyming phrases like
nunu, enu, Mneau RIIT, 352
axanu ¥ Ooxaim, HO Hejly He NOMOTIM (III, 528)
or proverbs like

de poxuch 6oraTeHu, HE POLUCH KDPACHUBLIM, &
POOKCE CUACTIUBHM (111, 591)

Very orten, departure from the normal patterns of word order
and sentence-gstructure takes the form ot repitition. The repitition

of individual words and phrases can create emphasis:

I'pomamHas pycckas Teinera, rpoMamHas
nomanb, TPOMAIHHI XO3AWUH (11T, 497)

or suggest monotony:

[lo cTopoHaMm NOnd, [0 M IOnNA (ITI, 473%)
Bl nuiu, CHajl COPOXK JneT, eJ,Nuil, CIal
TIATOECATE JeT (1v, 623)

The repetition of sounds produces various acoustic effects. Occas-—

sionally vowel and consonant sounds are repeated to produce rhyme:

BCe Te Xe TOopucTHe, NOpuUcThe mneca (V, 43)
TycTh OyIET XOJIOH, NyCTh OyHeT TONOMee (III, 377)

More otten, the repetition of consonant sounds is exploited for
alliterative effects:

omymaenb IPenCcTOoANYH HEIIOOBUXHOCTB

BEUHOCTHU (111,246)
HexHOe Heb0, Heccd CO CTenm 3anax
CBEXEero ceHa (x11, 576)

. « UNHHO BXOLUBUMX, YMHHO KPECTUBUUXCSH,
KIaHABMUXCS YU PpaccaxuBaABHUXCH IO
JIaBKAM CTapHuKOB (I1I, 325)

The succession ot $¢, §, & and 2 sounds in the first example causes

us to dwell on the tranquility of the scene, waile the series ot/
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genitive plurals in —véichgsja) in the third example produces a
comic efiect. Thus the very sounds of the words are used to
contribute to our response, to enrich the expressive power ol the
narrative.

Repetition also creates rhythm. The repetition of a single

word may suggest the rhythm of peasant speech:

agopoBa AKynuHa, 3H0pPOBa ¥ B padore (III, 311)
OTHHXANMA JINOW, CKOT OTMHHXAJ (1v, 526)

-

or the rhythm of poetry:

GexuUT B apomaTe OoxOd, B apomaTe
KT YUYUX BOCIOMUHAHUN (1T, 315)

The repetition of the same sentence - or phrase-patterns in successive
sentences can produce a rhythm that underlines the meaning of the sen-
tence. Thus the repeated adjective + i + adjective pattern in the

following sentences throws emphasis onto the adjectives and the quali-

ties they describe:

crTapuii eBpeit — Taxenwit u Gonpwoi,

TPASHHE U CTapHi (v, 506)

ee ®U3HL, ONHOOOpasHag ¥ XKeCTOKasg, He-

BKyCcHaA U cyxas, Omjia IOXOxa Ha ee camoe
(IIr, 303)

The repetition of a sentence pattern may underline a contrast ”

Uuka OHJI MEmMKOBAT U HeyKIhx, a JlaBHIKa
6bJI NDOBOPEH M CJIOXeH 0e3yKOPU3HEeHHO (ITI, 197)

establish a pattern of events -

6uJI 60TAT = TOUTH HUYETrO He OCTallOCh.
JIMEJI KEHY.. U €€ yXe MOXODOHMI (111, 285-6)

or enforce the narrator's point -

Yro penanT ¢ NOIbBMM, KaK MEHANT HUX
GnaropomHbil Tpym, uCTUHHAA nens (Marks VI, 240)

— here two inverted (verb—complement—subject) and parallel constructions
express parallel and mutually-enforcing meanings. Of such application

of rhythmic repetitions to the expression ot the author's meaning, /
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Krasnova has written:

YTo6H 32IIeuaTiIeTh B IIEUaTHOM CJOBe
MEJIONN® YCTHOH peuw, I'apuH CTPEeMHIICH Bi-—
padoTaTs 0co0yw apx ITEKTOHUKY NPemJIONeHN’I,
rpe HeJOCTHOCTHL MHCHN coueTanach G5l c
PUTMUUSCKOX 3a&oauﬂHHO0Tbm BHPAXEHUA,

A characteristic feature of Garin's "architectonics", of his
effort to interrelate rhythm and meaning in the construction of

his sentences is the phenomenon Krasnova has called

TATOTEHNE K TPOLU'ICTBGTIHOMX IIOBTODPEHI .
onpenenemﬁﬁ, CTOAMMNX B KOHIES NDenJIOXCHUH
1 3aMHKARIUIX ero UYeTKMM BHBOINOM, IOJXKCH=—
CTBYWRIMM OCTaThCH B INaMATH UUTATCIA.

Among the many examples of this technique in operation are the

following

LOJIVHA, ., .IPUTHUXNAA, HENONBUXKHAA I MPO3pauHasa ITT,432
NLa KCIHTHE, XyNOHEe, XeJTHe I1T1,587
HOUb THXas, CHPAA U TCYyJIKadg . V,43
TIa3 OTKDHTHZ, HeIOyMeBADHUIl, COHHHN MarksVI,
Such adjectival sequences are also found preceding the nouns 121
they qualify, and following the verb-copula:

THxXas, HexHas, JeTKas My3HKa 115,212

rpyOuit, InuKu# u cyesepHo Tpycnusnii Bonkomas  IIL,422
BEHCOKU, WWPOKOIJIeuuil, XOpomo CcJIOXeHHHH xoxom IV, 188
JIeTOM IepPees3Xd.. 0 O ﬁﬂCTp, npusaTeH m gemesn - IIT,450
OHIIO LWHWUYHO, I'DYOO0 U OTBPATUTEIIHHO v, 183

Such repetitions may sometimes seem tautological:

accueTnMBa, SKOHOMHA, Oepeximsa (III, 529)
H ]

and occasionally, where more than one sequence occurs in one sent-—

ence, their use may seem excessive:
I B IJa3aX BeceshX, He(OnbmuX, T[OJYOHX
CBETHTCS U OTJIWBAET HA MO, Ha TyOH
HeG6Oonbmue, KDACHHE, COUHHE.., (IIL, 311)
The principle of threefold repetition for emphasis and expres—
siveness is also applied to other parts of speech - for example to

adverbs:

JIACKOBO, HCIPUHYXICHHO U IIPUBETINIEBO
CMOTDeEJI8. Ha MEeHH (I".r, 375)
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and to verbs in the future, present and past tenses, in infinitive

and gerundal forms:

g Oyny. MepexusaTh UX TaM, BOCIPUHUMATH

YyBCTBOBATH Marks VI,iii
BeTep BOET, PBET U TOHUT IIT, 404
AxynuHa ero ysaxana u 6osiachk U J0OUIA 11T, 311
et XoTenoch cMeAThCHA, TCOBOPUTH, MNPHTATh Iv, 521

Triadic series of nouns are found as subject oi the verb, object of
the verb, as complements of prepositions or nouns, or as the agent

in passive constructions:

3aBucTh, HEYINOBIETBODEHMUE, OLOPDUEHUE HA

BCeX JIHIAax IT1, 105
cos3Haemb BCK OOMAHUUMBOCTBH, BCI NIPU3PAUYHOCTE,

BCEe KOBapCTBO 9TO# OO6CTAHOBKU Marks VI, 108
IIOPHB K OpPaTCTBY, JNWOBY, COCTPaLAHUIO v, 357
COBEpLEeHHO pas36uUTHI ¥ yCTalOCThl, U

KOMapaMyu ¥ HPaBCTBEHHHM INOTPSCEHUEM v, 30

Sometimes whole sentences seem to consist of threefold repetitions:

Mlappa AnexcaHIPOBHA IIPOIOJIXaJ8 CMEAThCHA
6O/BWMMY TJa3aMHI,

KDACUBHMU, SCHHMUI, CHOKOWHHNMM
¢ TeM BHpaxXeHWeM MATKOH cuib 1 Oe3MATEeXHON
TUWWHN, KOTOPHE

TaK MaHgT K cele

TaK He3aMeTHO BTATUBAKT B CREDY
CBOEr0 YyIOOBIETBOPEHUA

Tax NOOPOBOJIEHO MONUUHANT cele
MATKON CcujIoid niodBU (11T, 211)

Repetition in its various forms permits the author to exploit
the natural rhythms and means of emphasis of the language, to depart
from "normal" and neutral structures and make his words and sentences
not simply an adequate but passive medium, but an active vehicle for
the communication of meaning.

With all these variations and repetitions, the characteristic
manner ot Garin's presentation remains direct and to the pointj short
clauses and sentences, often elliptical constructions, the high fre-
quency of brief sentences with a single verb-copula, the tendency to

describe in lists rather than sentences - all contribuite to what

Tumanjan has called:
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JI&I{OHTJUIHOCTI:_¥ CHaTOCTE TI'a@pPUHCKOTIO
MNPCOJIOKEHIIA,. 12

A few random examples must suffice to illustrate this distinctive

lakonilnost!:

TlonoBuHA NATOro. TeMHO eme. 3a NalaTKOR

y KOCTpa LBa CTOPOXEBHE Kopelila pasrosap-
nBawT. OHM rOBOPAT MO OOHUAKW CPOMKO,

OHCTPO, C B2KCIpeccneii, HO rojoca MUPHO
HautaxeHHNe., ONHOOOPA3HHI, MUDPHHI myM BOmH. Vs149
TocnenHu#d NeHbs 1O BOJre,..3aBTpa yTPOM yxe
Camapa. Pexa umupe. 3eIeHHMU OCTPOBAMHU pPac-—
KUHYJIUCH 1O BCEMy TOPM3OHTY Jjeca, pouu.
JOTHO TNPUNTUINCE K HUM OONUHKA, UM UIUNIUEN
BEET OT HUX. Marks VI, 5

Tenepsr OHJIa BUIOHA ee Xypoba. Ha momymxax
jlexano uTo-TO TeMHOe, I'Pa3HOe, MAaJIeHbKOS,
cUHUE MNATHA, MNOLTeKH, pacuyxuue, Bce B

paHax TyOKHU, UEDPHHES KYLPU BAKDHTHX Triazg. LV,180

Such concife brevity sharpens the impression presented, enlivens
the narrative, and often suggests the "telegrafijnaja bystrota"l3
at whicn the author wrote.

Through his terse, compressed siyle the author may draw the
reader closer to his story; short sentences, exclamations and
questions may convey excitment and suspense. The Korean traveller,

for example, recreates his own fear and panic when Chinese robbers

attack by breaking into breathless exclamatory questions:

Xyuxysn?! I'me pyxpe?! I'me xyuxysun?! B
aH3e yxe mepepesanu BCEX, U TONBKO #
noueMy—-To eme Xus? CTDENANT B QyMARHHE
nsepu, croa nepen Hamu? (V,

The narrator of Ne ot mira sego reflects the reeling thoughts of

his hero as he is seized by a consumptive fit in urgent, disjointed

phrases:

Tonna MmeueTcdA..UHe-TO B OHPABOM KapuaHe
2JI5TO 3aCTPAJIA MOCJHENHAA TPEeXPYOJIEBKE..
Heyxenu mnoTepsn? Ax, BoT oHa!..Cropei
6unneT..HOo HECTEPNUMHl CYMODPOXHHII IIDHUILB
Kalnsa 3axXBaTU TaK XecToko..KTo-To rpy6o
TOJIKHYJ «.OHNATH TONKHYNU..HET, HaLo
npucecTh.. (III, 607)
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In such cases, as Tumajan has observed, tne autnor's short, laconic
sentences create an emotional intensity which mirrors the characters!
statel4.

Thus the language of the narrative, the arrangement of its words
and sentences, the patterns of sound and rhythm they form, are all used
by the author to create immediacy and clarity of effect, to have the
reader respond more fully to the tale. This is the common end to
which all the devices of narration, description and style contribute.
The author arranges his story so that in the telling of it the events
are not merely described, but defined and dramatized; the reader is led
to participate as he reads, to follow imaginatively the tale, to undergo
sympathaticallﬁ the experience, to contribute to the picture the narrator
has tried to convey.

. . .

What qualities result from these devices of narration, description

and style? Many critics have noted the general simplicity and sincerity

15

of tone in Garin's stories™, the "immediacy and liveliness" of narra-

16 17

tive  , the dynamism and pace resulting from the distinctive lakonicnost'™,

the poetry and lyricism of natural descriptions — and in genersl the

freshness and immediacy of impact}B'Kornej éukovskij wrote of Garin:

O saxuraer, ONOTOMYy UYTO rOPUT €ro TBOD-
YecTBO SMOLIUOHANBHO, CE%KHﬁHO, HaWBHO U
OETCKU—O0ECXUTPOCTHO . o o

» s s KAXKIAA €r0 BemMb — KaK ITHEBHUK TOJBKO
YTO NPOUCHMEeOmUX COOCHTURX - paxe s3a0HBaEHb
[MOOAyMaTh, KAKUMM JNUTEPATYPHHMU CpPEICTBaMu
INOCTUTaeTCsa 9TO BOJHEHHUE,

Fresnness, vigour, vividness, poetry, warmth are all qualities which
distinguish Garin's work, and which, taken together, give his writing
the most important quality ot all: the ability to convince the reader

of the story and involve him in it.
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The characteristic feature underlying all of Garin's techniques
is perhaps what some writers have called his “impresaionism"zl. For
a few early critics, this was nothing more than a convenient label
with which to condemn the author's imagined indifference to contem—

porary controversies -

9TO MMIDPECCHOHUCT uyucTelme# BOmH. BHIIO
0b HAIIPACHO UCKATh y HEro KaKuUX—iuoo
ONMpEeNeNeHHNX OGHUX IIPUHNUIIOB e

But for others it was an attempt to characterize his methods of
narration and description:

He ocTaHasaumBasgch Ha NOOpPOGHOCTAX, HE
OTHeNHBafA MeJoueil, IBYyMS-TPeMs ADKUMU
Pe3KUMU, Kak O HeOpexHO OpOMEeHHHMU
MTPUXAMU, T'.l'aDVH OUEDUMBAET KAXNOE JIUILO..23

One of Garin's most recent critics, V.M. Kolos, has also noted this

yMeHNEe HUBOMUCATH U WNUPOKMMU OPOCKUMU
Ma3KaMu, OTOpacHBAsg BCE BTODPOCTEIEHHOE,oW

25 — that is the

"To depict the exact visual impression of a moment
end to wnich all of Garin's techniques are ultimately directed. He
dramatises his narrative as scene, dialogueor monologue in order

that we might feel ourselves witnesses to the moments; he constructs

his descriptions of people and places from a few selected details, and
illumines his descriptions with comparisons and.similes that we might
share the "exact visual impression" - and the exact mental impression -
he seeks to conveys he manipulates words, sentences and rhythms in

order that the impression of the moment might be more fully depicted.
Garin's tecnniques are the techniques of any writer of prose fiction;
what distinguishes him in the "impressionistic" effect to which together

they contiribute; as the author himself observed:

Mosi MaHepa mucaTh Ma3KaMM: MA3KM U OIUKU
IAaNT KapTUHy,20
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Much has been made by criticg like Elpatievskij and éukevakij
of the instinctive, spontaneous nature of Garin's art, and of the
hurried, impulsive nature of his composition. And it is true that
his writing is sometimes marked by the faults as well as the virtues
of spontaneity - carelessness, superficiality, the tendency to repro-
duce convenient cliches or to overwork favourite devices%/ However,

the critic "A.B." pointed out in 1895 that what may seem to ba care-

lessness is of'ten the distinctive method of an original artistaa.

Whatever his faults, Garin remains an artist, seeking to arrange
the methods and materials of his craft to convey to his reader his
vision of experience, to convince him that the vision is reality,
and that the judgement of it is truth; his aim is always to produce

the right effect on the reader:

CrunucTryeckue mpueMs I'apuHa Bcerna Ha-—
IIDABJIEHH K NOCTUXEHUKW eINUHON Lelu— Kak
MOXHO OOJIee NOJIHOMY DaKpHTHIO COMEDNaHUT,
AKIeHTUDPOBAHUKN B HEM HamboJiee BaXHOTO C
TOUKM 3DEHUS TNUCATeINd,
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CHAPTER IV

TECHNIQUES OF CONVEYING JUDGEMENT

The author communicates his judgement of life by leading the
reader to make judgements about the version of experience he presents.
The means of persuasion by which he inftluences the reader's attitude
towards the people and events oif his story are therefore an essential
part of Garin's rhetoric, and ot his effort to disclose his truths o
the reader.

I

The author's desire to control our atititudes to his story finds
its expression in his efforts to colour our judgement of the charac-
ters he presents. He may communicate his own view of them — and seek
to impose this on us -~ in several ways. Most explicitly and directly,
he may speak through the commentary ot the narrator. Ditferent narra-
tors, as we have seen, command different degrees of authority.. An
undramatized and omniscient story-teller comments with gbsolute
authority, juaging the protaéonists with impartial omnisciencej thus
the narrator of Dela describes the passengers ot the train (see above),

and thus the narrator of Icka i Davydka analyses and evaluates his two

heroes and their relationship:

llnxa OHJI TBEepHO YOEeXIHoH, uTO 6e3 [aBHOKHA

oH OH COBCEeM momajnx, XOTd U3 cTpaxa BO3MOX-
HOTO 3JI0YyNOTpeONIeHua M CKPHBaJ THMaTENbLHO

OT Ipyra 3TO yOexIeHue TNOJI HEeIPOHUIIAEeMBIM
MOKPOBOM CBOEro MonuaHug. Ho JaBHuka u 06e3
WKy MoHMMAaJ 3HAUSHUEe CBOell APYXOH U He—
penxo 3anyckan OecClepeMOHHYW DPYKYy TO B
TnKuHy TabfakepKky, TO B IIKUH KapuMaH 3a OBYMA
xonefixaMu 3a CBEUKY.... (III, 194).
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A dramatized narrator who is recalling events in which he himself

was involved may speak witn the authority of personal knowledge and
experience, bhasing his remarks on his own iﬁpressions ot the charac—
ter, otten the result of long periods of observation. Thus the nar-
rebor of Na chodu reveals in his description of the peasants who
accompany him that he ‘has given much thought to their personalities:
Avdej has the air of a poet (III,249), while Filipp is "prose personi-
fied" (III,250) and Timofej, striking a balance between the two, has
the outlook of an historian (ILI,250). So too the narrator of

Neskol'ko let comments on his neighbours; Belov is like a man buried

alive (III,51), Sinicyn is unbalanced and unpleasant, but pitiful in
his loneliness (III,57); Leroi, shrewd and dishonest, leads an
"impossible way of lite" (III,55), and the honourable debotaev is
marked by his aversion to any kind of risk (III,59). The narrator
who looks back on personal acquaintances can sometimes compare and
modify his own views of them as his knowledge of them deepens.
Sablin in Klotil'da revises his opinion oi Bortov as time reveals
to him the integrity and kindness that lie beneath the disturbing
manner and cynicism of his superior. The narrator of Iz moege
dnevnika, on the other hand, is able to compare his earlier opinion
of his friend with his impressions on this present counter, and see

it confirmed -

O!..moif cTpax, UTO 3TO GYKBOEICTBO CHejiaeT
CBOe yxacHOe IeJ0 B MOeM KOIJa-TO MUJIOM
MHE 3aKOHHUKE, omaaa¥03 TaK YXacHO
OCHOBATEIbHHM » 10). '

In his comments, the narrator may condemn or admirej in Burlaki
he intervenss to declare that Ajla is a rogue (III,589), while in
Pod veder his remarks on Pletneva's cheerful goodwill are warmly

approving (IV,212). In Ona pobeditel'nica! he evaluates the heroine/
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as a representative of a social type (see above). In Val'nek-Val'-

novskij his comment softens any hasty judgement of the engineer who
dismisses the hero by offering some excuse for his conduct:

NuxeHep He OHJ UENOBEKOM 3JHM. JTO OHJIO

IpPOCTO BIWOGJIEHHHA B cefe, B CBOWN axkkypaT-

HOCTh, B CBOK TOUHOCTH UEJIOBEK, BUIANUI

TOJNBKO ceba, OUEeHb UYTKuii K BCEMY TOMY,

YTO MOI'JIO OCKOPOUTH UM 33aILEeTh €ro

HeHacuTHOe "A". (IV, 22).
In Burlaki, his comment modifies any admiration we may feel for the
young barin who lends Gamid the money to get married; we are reminded
that two hundred roubles — which will moreover be paid back in full -
are nothing at all to the rich man. (IV,582). Whatever the tenor of
his remarks or the authority behind them, the narrator in his commen-
tary is continnally passing judgement on the characters, and communi-
cating this judgement to us.

Less directly, the author may give voice to his judgement of

characters through the conversations of other characters, relayed
to us by the narrator. To show that these remarks represent his
own view, the author will usually substantiate them in a variety of
ways. Sometimes the narrator himself may endorse the opinion expressed
by one of the characters; in Na chodu, for example, the coachman
remarks of a local landowner:

Ia, aTakoifi OH - TOYHO He B clope,

pa3BanbpHHI Kakoir -To (III, 261).
He is later echoed by the narrator when he meets this amiable but
inefiectual young man -

fi CMOTpPW B €ro rjasa, U B HUX, KaK B

sepxaje, BeCh OH, HecoGpammuil (III, 263).

Sometimes the Jjudgement ot one character finds support in that

expressed by anotherj in Filosof Dan, the acrobat Jacques and /
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Luzina agree in their opinion of their employer; for one he is an
egoist, for the other a tyrannical madman (Marks III,272,277).

Most often, the events ot the story will provide justification for
the character's remarks; thus, Dan's subsequent actions show him to

be an unbalanced tyrant. In Val'nek-Val'novskij, the young engineer's

comment that Val'nek is incompetent and irresponsible is borne out by
the hero's own conduct; In Burlaki, the old steward's condemnation of
Finogeni& is endorsed by our own when the latter tries to bribe Gamid
into betraying the interests of his own people (III,591). Occasionally,
the events of the story will not support the characters in their judge-

ments, and thus we will be led to reject them. In Istorija odnoj Zkoly,

the factory manager and the new schoolmaster are agreed that the dead
teacher was a hopeless idealist (IV,236); but because we have witnessed
the selflesg dedication of this idealist, we cannot share this condes-
cending verdicte.

There are other, less explicit ways in which the author may com=
municate his view of his characters to us. Individual adjectives and
adverbs may point to his judgements; thus in Na chodu a Polish workman
and a parish priest are described as "simpatidnye" (III,254,270), while

in V usad'be pomesdicy JarySevoij, the continued application ot the

adverb "lenivo" to the daughter's actions suggest a less favourable
authorial judgement:
OTLJIAHYJIA JIEHUBO CTOJl....JICHIBO IIOTAHYIACH
1 TMOIeJloBajla NOoNOomenuyld O0aCYMKY .«..B
ORUpaHuy Kode mnpucea ¥ JEHMBO INepeNuCcTHBala
KaKylo-To KHury (III, 532-3).
Descriptions, comparisons and images may evaluate characters as they

depict them for us. When Val'nek's past is likened to a heap ot

rubbish (IV,13), or when Fed'ka (in Babulka) is said to be

xenTHil, KaKk TecTOo, U TAaKOil e CHpO
uenoBek (IV, 592), ;



- 120 -

the comparison determines our attitude to these characters. A
cheerful crowd pillaging the Jewish quarfter of Odessa is described

by the narrator ot Evrejskij_pqg;nm in reptilian terms that arouse

our horror and disgust for this monstrous outburst of prejudice:

TOYHO NOJI3 KaKOi—-TO OTBPATHTENBHHIl, THCHAYE-
TOJIOBHY rajn, CKpHBag TaM rIe-TO C3anu CBOE
Tynosume. I Tax NpOTUBHO BCEMY €CTECTBY
OHJIO 3TO UYNOBHUIE, TAK HATrJO OHO OHIO C
HaIuTHMU TIJIa3aMU, OTKDHTOX MacThbw, U3
KOTODO#l Heccsd BOil, CTPAmHHNI BOY{ amoKpuUd-
MUECKOTO 3Beps, HNOPBABNErQ CBOKW IEeNnb U
HOUyABIETO yXe KpoBb (IV, 642).

In Pravda, the comparison of the dead heroine to a small child
deprived of a favourite toy (IV,511—2) stirs our compassion for
her and our condemnation for her tormentors. In Kogda-to, the
narrator repeatedly employs images of death to describe his mis-
tress's husband; he imagines his long fingernails laid across his
breast in the grave (IV,153); seeing himself, the wife and the
husband reflected in the mirror, he is struck by the contrast
between the lovers =nd the cuckold, between life and death (IV,
155). When the lovers return after spending their first night

together, he is there to meet them:

KaK OyZATO OH yXe U3 MOTMNIN HPUMEeN YTOOH
NpUBETCTBOBATEL Hac, HOBOGpaummx (IV, 167).

The effect of this sustained deathly parallel is to win our sym-
pathy for the husband thus foréed to endure the mortifications of
jealousy, but also to remind us of the image in the mirror; the
husband is identified with death, and we must sympathise with lite,
and with the young lovers. 5ernotskij in Vstreda likens himselr
to a corpse, conveying his sense of his emotional sterility; the
doctor in whom he contides underlines this impression by comparing

his voice to the notes of an old broken piano (IV,639).
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The tone of the narrative as well as its metaphors and similes
may influence our opinion of the characters. ¥When we laugh at the
foolish pretensions of Val'nek-Val'novskij or the idleness of the young

student in Veselye 1judi, we are sharing the narrator's ironic attitude

towards them. Our view of Sil'vin in Babudka is coloured by the mocking
attitude implicit in the terms used to describe his conduct. Anxious
to ingratiate himselt with the rich old woman, he strikes up a conver—
sation,

cCeB Ha Kpecno, Kakx aKTepH CcungdAdT Ha CIEHEe,

Kormoa HBOGP&E&ET BOCIIITAHHHX U3 OOmecTBa

momeir (Iv, 601).

In the presence of her gradson's wife he declaims and assumes elegant
poses to impress her (IV,608). This undercurrent ot irony also deter—
mines our judgement of Sil'vin and the grandmother when they reach
their unspoken agreement; aware ot this, we can appreciate the ironic
aptness ot his compliment to her:

OTKPOBEHHO BaM CKaxy, 4YTO B NEepPBHiA pas

BUEY TAKOM THUII +.2..9 TAKOU THIO YECIOBEHKA

crapux ycToes (IV, 604);
her actions to ensure the future of her family are indeed governed
by a primitive moralit&.

The words of the narrative, its similes, metaphors and tone

thus constitute a sustained, indirect - though not always subtle —
commentary on the persons of the story and express for us the
judgements of the implied author. "The very adjectives and adverbé,
the very nouns betray him"l. Directly or indirectly, in the words
of the narrator or the other characters or in the style ot the narra-
tive, the author colours our view ot his characters; and the dis-

covery of his judgements is always part ot our response as we read.
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I

The judgement communicated by the author in his work is more
than a set of opinions about individual characterss it is a judge-
ment of life, an evaluation of some aspect of human experience,
expressed in the attitude of the implied author — the abstract
embodiment oi the author's norms — to the imagined events. The
reader is led to interpret and jﬁdge the story, and gso to discover
the views and values implicit in it; in guiding the reader's judge-
ment, the author gives expression to his own.

In making his views on the story known to us, as in conveying
his opinions ot the characters, the author may be direct or indi-
rect, explicit or implicit. The commentary or the narrator is
again his most explicit and direct means of communication with
the readersy in it, he may state in so many words the issue concern-

ing him or the conclusion he has reached. In Moi skitanija,

the narrator, in describing the remote villages ot Kostroma, out-

lines for us the subject he wishes to discuass:

/nepeBHu/ OHAW NMOUCTUHE B UOEANBHHX
JCIOBUSAX ONDPOmMEHUs, U LA KHCCISHOBaTENd
KanuTalbHOTO BOMNPOCS HammMX JHEH: uTO Gojbme
pasBpamaeT uYejloBeuecTBO, KYyJIbTypa UM He-
KynbTypa, NDPEnoCTaBIANN GOTAaTHIL M%E?Pgﬁﬁ

’ H

in Ne ot mira sego, he addresses the reader at the end of the

story to state his moral support for the hero:

XpucTOoc BOckKpec! Muimii umrartensn, u na
30PAaBCTBYET CBATOE IEJ0, KOTOPOMY CIYXHI
IO mocljenHero MrHOBEHUS GOXDHI, XelaBmuil
TONBKO NOUTH M pabdoTaTh AJg BCeX fKOB
JeBoBuu JlIuGepmau! (III, 608).

Where the narrator is an "I", or where — as in Ne ot mira sego -

direct address establishes some personal relationship between him

and the reader, he is able to lay the author's judgements directly/



= 105~

before him, as his own judgements. All diaries and zapiska works
feature such a narrator, always ready and able to share his opinion

on any topic with the reader, and thus always able to serve as spokes-
man for the author's views. The danger with so direct a device is that
it may be discovered; it may become transparent, and we may see through
the narrator to the author speaking througn him - and, in Garin's words,

BcaAkoe "or ceGa" aABIgeTCH TOJIBKO
ocna6nenuem kapruas (V, 671).

Thus the author will often attempt to disguise himself, to give the
narrator a personality and experience of his own that give him credibil-
ity and persuade us that his comments are more than the ill-disguised
interpolations of the author himself.

The character ot the railway surveyor assumed by the narrator in

stories like Moi skitanija and Na noclege thus adds weight to the

commentary he otffers, for we accept him as a practical, intelligent

man whose views merit serious attention. In Koroten'kaja Zizn', we

respect the opinion of the narrator because he shows himself to be a
man ot feeling and conscience: he is moved by the story told by his
host, and shares his view that the educated class has. a duty to
educate those less fortunate than themselves (IIL,516). Thus we
accept his view of the worth ot the school that has become a memorial
to the short life of the man's son. If Garin's frequent use of the
zapigka form and the first person narrator points to his desire to
communicate his views as directly as possible, it often bears witness
too to his concern to avoid the unconcealed authorial statement; for
in creating an identity and a personality for his narrator, and in
employing a form that creates intimacy between narrator and reader,
he is often able to conceal himselt in the narrator's account and

speak through his commentary without "weakening the picture".
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The autobiographer-narrator is another aspect ot the author's
attempt to conceal himselt, to dramatize his own judgements in the
comments of narrating persona. The aim of the autobiographer is to
discover the lesson ot his own past and pass judgement on it -

although he may sometimes deny such an aim, like the narrator of

Neskol'ko let:

[lycTts cynsaT npyrue (III, 17).

Looking back over the years, he seeks to interpret and evaluate his
owvn conduct to himself, and his comments carry the weight of personal

conviction for us. Thus the old man in Staryj cholostak, now recon-

ciled to his lot, looks back on the strange force that prevented him
from declaring his love for his friend's wife, and wishes that in the
same c¢ircumstances, he might again act

KaK MOMMMO MeHsa nocTynuina Mos Hatypa(IV, 52).

-— he sees in his involuntary action the triumph of conscience over

wills, The man who remembers the events described in Dva mgnovenija

realizes now that they were the finest moments of his life, when
courage triumphed over seli and he became the equal of herces.

In several stories, the autobiographer is concerned with an
unhappy love aifair, and seeks to probe his soul, analyse his feel-
ings and rediscover the woman he loved. In Kogda-to, he tries to
pin down the elusive character of his mistress and his strangely
contradictory feelings for her. A%t tirst he worships her in secret,
lest his passion be defiled by any physical relationshipj she seems
distant and enigmatic, like an elusive vision (IV,153). Torn between
his passion and his desire to suppress all carnal thoughts, he sufters
agonies ot temptation and doubt, fearing when he ties her shoe-lace,

or blushes at her mention ot the word "love" (IV,158) that she will/
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discover himj; but she remains impassive. She contides in him that
she no longer loves her husband, and that she has already had a
lover; he thinks her cold and unteeling, but is more attracted to
her than ever. He begins to think of her as two separate person-
alities:

HeXEaHd, H&GKOB&E, K¥BOE HIMIO: UIMN XOJIOOHAaA,

cauya He 3Hawmadg, 4Yero oHa xoueT, roromas,

KaKk InepyaTKu, MEHATh TexX, KOro Jnoéur. A,

MOxeT OHTB, OPOCTO IycTad, JETrKOMHCIIEHHAad

u maxe mopoumasg (IV, 161).
His doubts increase after she has seduced him. Disturbed by her
frequent references to her former lover (e.g. IV,IGT), and tormented
by the knowledge ot his own false position, he moves to new lodgings,
and feels a distance grow between them (IV,169). When her husband
dies, he insists on a decent interval before their marriages and when
she refuses to refurn the jewels sent her by another admirer, he ends
the affair. At a later meeting, although he knows he loves her and
means to apologize, he rejects her offer of reconciliation; and when
he tries to return to her, he finds another has taken his place.
Thus he is left in misery, the victim of an enigmatic personality,
and of the emotional conilict that divides his soul.

The narrator of Klotil'da also looks back on a past love and

tries to explain it to himselr. He is at once attracted by the

beautirul Clothilde, but repelled by the lire she leads in the seedy

surroundings of the café-chantant. She seems to him a

pasBpaTHad XEeHNUHA, C MACKO}X B TO Xe

BpEMHA UUCTOTH U nesnunoctn (IV, 187);
but is drawn to her more than he admits, and his first action on
arriving at his new worh—Camﬁ is to seek out her hotel with his
binoculars (IV,189). The double vision of Clothilde soon dominates
his thoughts, and he decides that altnough the ﬁallen woman must

always be beneath him, he will devote himselt to the vision of

Clothilde as she might have been, the ideal being who will go witn/
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him through lite, the Beatrice to his Dante (IV,198). Drunk and
excited, he makes a public declaration of his love for her, but then
brutally rejects her invitation:

C Takoii...He noigy (IV, 221).

The next ﬁorning, he goes to apologise, but finds her engaged with
a cavalry oificer; the sordid reality eclipses. the vision, and he
determines to forget her. Butthis is beyond his power, and when she
crosses the stormy sea to visit him, he greets her rapturously:
f1 DepxalJl B CBOUX OOBATUAX MOKW KioTunsmmy,
OUBHHY o0pas moel mymm (IV, 227);

ideal and reality seem one at last, and they become lovers. But as
she tells him more and more of her past, she only reminds him that
she is not the ideal he adores, and he realizes this prostitute can
never be his wite. She returns to town, and he imagines her returning
to her singing and her otficers; he concludes sne is incapable of true
feeling, faithless as the night she resembles (IV,231). He is relieved
when she leaves the town, and presents her with a purseful of money in
farewell, When she rejects this, he wonders whether he has been mis-
taken, whether she really does love him (Iv,233). Soon he is convinced
of her love, and writes her a letter of proposalj she refuses, seeing
that her past would prevent their happiness. And so, only when it is
too late does Sablin see the folly of his double vision, and realises
that the saloon-girl and the saintly creature otf his dreams are one and
the samej as he looks back over the years, the "pure image" ot Clothilde
burns ever more brightly before him. (IV,241).

In exploring their past and searching out the causes of their
unhappiness, such narrators subject +themselves, tneir actions and
the people they knew to a continuous assessment. Sharing in their
experiences and their emotions as they recreate them, we share their

judgement, and the author thus gives expression to hig view of the

story through them, without obtruding into the story.
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Less directly, but still explicitly, the author may use the
words of his characters to give expression to his judgement oif tne
story. Very rarely, one of the characters is able to take stock
ot events as the autobiographer does, and to reflect on their signi-
ficance. In Revekka, for instance, the heroine as she lies dying can
review the events leading up to her situation and blame her unhappiness
on the weakness that led her to marry Antonij (IV,63-4). In Pravda,
the heroine reviews her lite from beyond the grave in her suicide
note, in wnich she condemns the hypocrisy and tyranny ot the husband
who has reduced her to this desperate actf We share her judgement
all the more because we observe his reactioné as he reads the letter,
and see he is indeed an unteeling, seli-deluding tyrant.

But most otten, the characters are not sufficiently detached
from events to oifer a considered judgement of them, and give voice
to the author's view of the story in their immediate thoughts and
reactions. Our own view of events is thus enlarged to include theirs,
and our judgement is intluenced by the shape and celour of the thoughts
thus revealed to us. In Kogda-to, we become aware of the heroine's
view for the first time when she rejects her lover's demand that she
return the jewels she has been sent. She condemns his priggishness
and his idealistic notion of love, blaming them for their unhappiness:

I'mynaa~, ruycHas BeuHasa nw60Bb! /I3-3a Hee

MOXHO OCKOPOMNTH 0e3HAKA3aHHO, NpPEeBpaulaTh

B g HacTodAmee M CauMOoMy IPeBPaATUTLCSA B

KOHII€& KOHILIOB B OTBPATUTEINBHYHW KYKIYy M3

‘Myses ¢ 6a0ymKHHO{ MPONUCHO B PyKax:

Yro craxyT. (IV, 171).
Our final judgement of the story must now take into account the view
she has expressed, and thus the author has used her words, as well
as those of the narrator, to initluence the conclusion we draw.

Even chance remarks from inconsequential characters may be used

by the autnor as vehicles of communication. The apparently incompre—/
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hensible "ozornifaet" of Fedor Elesin assumes unexpected significance
in the story of Pletnev when it is seen to overturn his assumptions
and reveal to him the realities of social injustice and his own hypoc—
risy. The random words of the peasant woman in Na chodu -

Cyera GeckopHcTHas Bcs Hama pacora (IV, 144),

echoed, it seems, by the antique loom she works at, expresses for the
narrator (and for us) the hopelessness of her position, and her resig-

nation to it. In Evrejskij pogrom, the horror and irony ot the riots

find their expression in the words of an old peasant woman overheard
by the narrator:

Botr u Ilacxa: M3 XMIOOB IIyX, & N3 PYCCKUX

nyx (IV, 645).
In Pod prazdnik, the author communicates his meaning almost entirely
through the apparently meaningless remarks otf the "holy fool" Ilju%ka.
He cringes at the word "barin", he rails against the priest for his
excessive fees, he rejects the merchant's money, delcaring it to be
stolen, These seem like the disconnected thoughts of a feseble mind
until we perceive the vein of reason in the madness; in his denuncia-
tion of barin, priest and merchant, IljuSka becomes the spokesman for
the author's social views, the mouthpiece through which he criticises
those who weigh mﬁst heaﬁily on the poor, oppressed peasants.

The words uttered by his narrator and his characters thus offer
the author a variety of possibilities for communicating his views to
the reader directly and in so many words, without necessarily reveal-
ing himself in the narrative. The discovery of convincing intermediaries
and spokesmen is a prominent aspect of his effort to convey his judge-

ment to the reader.
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IIT

The author need not only seek the means to make his judgements
explicit in the narrative; he may find less direct modes of communi-
cation, and make his judgements implicit in his text. One recent
student of rhetoric has observed that, as he writes, the author has
at his disposal "a host of stylistic, rhetorical and structural
elements which can be summed up in the phrase 'devices of disclosure'“fz
These devices disclose to the reader, obliquely, as he reads, the
conclusions the author would have him draw; aéting on these clues to
the author's judgement, the reader discovers it for himseif, and
makes his own contribution to its expression.

Any device of style, any tecnnigue of narration or description
may serve not only to define our view of the event in hand, but also to
shape our judgement of it and disclose the author's attitude. The
natural background in a story, for exzample, may be used to draw out
by contrast or similarity the significance of its incidents. In ZLEEL
i smert', Dr Kolpin dies just when the air around him seems full of the
life and joy of spring:

O yMmpan, a Hajg er0 OKHOM C 3Hepruei
BECHH BeceJjio, 03a60oueHHO mebdeTanu BOPOOHRU,
uyprKaNa JacTOodKa, KaxKafg-TO MNTHUUKA 3BOHKO
¥ HEeXHO, KaK BHpaXeHUe OJIaXeHCTBa, B_TOH
BCEeMY , JUKYHIMeuMy, orJjamall BO3OyX CBOEn
KOPOTKO#, cTpacTHO# Tpenew (IV, 69).
Set against this joyful natural background, the man's death loses any
suggestion of despondency or despair; the story stresses, not death,

but the value of such lives as Kolpin's, dedicated to the service of

humanity. In Ona pobeditel'nical!, the contrast between death and

nature moves us to quite another conclusion. Agifdeva dies as the
last ray of the setting sun dances gaily accross her face (Marks WII,
233); nature is inditferent to her passing, and her lite of selt-—

indulgence is seen to be insignificant. More than once the war/
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diarist contrasts the beautiful serenity of nature with the ugliness
and brutality of battle in order to underline his condemnation ot war
(e.gs Marks VI,}B). In Veronika, the birth of the child coincides
with the dawning oi the first day of spring, and this harmony between
man and nature makes the child a symbol for the new litfe the season
brings.

Comparisons and images may alab disclose the author's judgement
of parts of his story. Just as our attitude to a character will be
int'luenced by the siﬁiles applied to him, so our view of some incident
or fact in the story may be similarly coloured. When the doctor in
Vstreda likens his provincial'life to a hook on which he has hung like
a smoked ham (IV,623), the pejorative nature of the comparison evaluates
for us his whole way of lite, with its petty, materialist concerns.
Comparisons may be extended so that they not only judge happenings and
objects but also serve as images or symbols for the significance the

author sees in them. In Radosti Zizni, the wife sums up the philosophy

that has guided her husband and herself in sixteen years of married lite:

TonbKO CO3HaHUE, UTO KaXIH# NLEeHBb HAIO
OAHTE [Oajblle M manbme, M C KaxOHM IHEeM
3Ta Oalbk Pa3BEepPTHBAeT BCE HOBHE U HOBIE
TOPH30HTH, BHACHAET HOBHE TOUKMN OPUIIOXK—
exug (III, 612);
her words are echoed in the narrator's description of their steamer
as it sails through the night:

B HOUHOWl NnaHOpaMe JyHHO# HOUZM BCE HOBHE
U HOBHe 0epera BHIBUTANUCEH HABCTPEUY U
yxomunm Tuxo, Geasmyuno Hasan (L1, 612).

The boat thus becomes a symbol for their fusture lite together, their
serene and confident progress towards the goals they have set them-—
selves.

The narrator of Iz moego dnevnika is fascinated by a group of

rocks in the sea, taking them at first for the sails of a flotilla/
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of yachts. Accbrding to legend, he learns, they are a fleet of
ships arrested in full sail by the angry gods, and in this story
ot progress frozen forever into immobility, the narrator sees a
symbol of the human predicament -

B 9TOM Oeccuimu yiiTu, B 3TOM O€CCMIUU

BOBBPATHTHECE — BECh TPATMKOMMU3M Hamel
susan  (IV, 9).

It is also the predicament of his friend, now imprisoned forever
by the futile concerns and petty cares of lite, and és he sails
away, the traveller passes the rocks again, their immobility
emphasiged by the lively sea around them, and thinks once again
of the legendary snips and his friend:
TOT Xx€ [ODPHB BHEpel U yrpomMHas MNOKOPHOCTDH
momuoit cune (IV, 12).
At the end of Kogda-to, the heroine oifers her lover a red rose

as a peace-offering -

ADKY, KDACHYW D03y, KaK pyMAHEI CBEXero
HexHoOro nuna moeit Hartauwu (Iv, 173).

L]

Unable to control himself, he throws it out of the window, and when
he later recovers it, it is dried and withered. The flower thus
becomes a symbol for the love he has so finally rejected, and for
the woman herself — one of the conventional symbols of romantic
fiction. Earlier in the story, however, another rose appears with
another symbolic meaning. At the woman's insistance, her lover buys
her a red rose, althougn he knows the flower will die in the winter
frost. ©She promises to keep it warm, but later he observes that she
has let it die (IV,163). Here the woman is associated, not with the
rose, but with the cold that kills itj; her coldness is emphasiséd by

her cry of delight on touching the flower:

Kak oxa xomomuasa! (Iv, 162)
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— which in turn echoes the narrator's own comment on her:

f mymMan: TH XONOmHAA (Iv, 160).

Thus the one symbol is used to express two contradictory concepts, the
woman's coldness and her love, and the image confuses rather than
clarifies the judgement the author seeks to convey.

Sometimes it is the mood or atmosphere the story evokes that
serves to express the author's view.. In Veronika, all the elements
of the story — the heroine's pregnancy and delivery, the music she
plays (Grieg's romantic songs), the story she improvises from Grieg's
The Swan — in which two swans become symbols for eternal love - create
the atmosphere of beauty and love in which the birth oif the child takes
on its poetic, symbolic significance. In the "poem in prose" Osen', a
few aspects of the scene — the rainswept fields, the forlorn sky, the
puppies sheltering by their mother's corpse ~ are set together to
convey not only a view of autumn, but to suggest the mood and tone ot the

seagon. In the final pages of Vugad'be ipomesticy JarySevoji, the author

evokes the mood ot the estate. The plaintive song ot the groom as he
thinks of his distant home (III,550) sets the tone for the governess's
unhappy memories of the past; the mood is one of melancholy, of sorrow
underlying apparent serenity. The same mood is called up when Jaryleva
ponders her imminent death, and when her granddaughter reveals the
self-doubts and dissatisfaction concealed by her languid surface.

The. atmosphere thus evoked colours our judgement of the homestead
described for usj; we recognise the uneasiness and unhappiness bensath
its calm and ﬁlacid exterior. In Pod veler, Pletnev is continually
tapping his barometer or examining the sky, waiting impatienﬁly for
the rain that will ensure a good harvest. The mood of urgent expec—

tancy — shared by the peasants at the end of the story - influances/
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our view of events; we t00feel the need for some impending change
in the atmosphere, and look forward like Lesovskij to an inevitable
disruption of the order oi things in the Russian countryside.
Isolated actions and remarks, in contributing to the mood ot the
story function to disclose the meaning the author has made implicit
in it.

The author's use of these "devices of disclosure" is extensive
and variously successful; but his most common technique of conveying
his judgement remains — as it does for most fiction writers - the
"structural elements" in his story - the events themselves and the
sequence into which they are ordered. It is always by attending to
the happenings of a story that we discover the author's purpose,
whether the events are consecutive incidents in the unfolding plot
of a rasskaz or illustrative scenes within the general commentary

of the narrator of a zapiska work. In a story like Staryj cholostjak,

the structure of cause and effect leads us to draw our conclusion -
and the author's — from the story: the man acted correctly in reject-
ing his chance of happiness because he can now respect himself tor
the decision he took despite himself. In a discursive work like

Moi skitanija, it is the structure of argument and example that

leads us to judgement: the narrator's implied argument that backward-—
negs corrupts people more than progress is illustrated by the behaviour
of his peasant host, who spares no effort to exploit his guests. The
structure of a story reveals its significance. In order to make the
significance plainer, or its impact more torceful, the author may

structure his story in a special way. Istorija odnoj skoly, for

example, is constructed on the broad plan: hypothesis - example -
conclusion, so that the thesis it presents might be more conclusively
proved. First of all, the narrative sets out the factory schoolteacher's

views on education:
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sajava WMKOJH [ATh NPOUSBONKTENIBHOTO PadoT-
HUKa...JaTh €My TOT [OABEM IyXa, IpHI
KOTODOM SBUTCH y HEro CO3HATENbHHII MHTEepec
K IpOM3BOOMTeNbHO! padore (III, 231).

Then it presents the story of Van'ka Kain as a negative illustration

of this view. Van'ka is brought up by another schoolteacher who seeks
to discipline rather than educatej his impulses for good are neglected -
he receives no praise for withstanding the temptations ot truancy -

and his vices develop freely: he becomes a thief and a murderer. The
conclusion is voiced by a statistician who comes to the factory to
investigate the dishonesty of a generation of workmen trained in the

same schoolj; he speaks ot the need for another kind of school:

mKOJIa TBOpUECcKas, cOos3ujmaTenbHasg, IyMawomas
O TOM, UTO 063 YyMHHX TaJaHTIUBHX DPaGOTHUKOB

— IeNo0 CTaHEeT...KaKk OHO U C¢Tajlo...HpaBCcTBEH- 3
HOe pacTieHue gBugeTca mpemmeir 3a cucTemy (III, 245).

Natada too is structured to set cause against effect, example against
conclusion. The first section of the story introduces us to the bank
clerk Molotov, who describes his efforts to run a shelter ror poor
children, and the lack of support his work receives even in a "town

ot millionaires" (IV,520). In the second part of the story, we follow
one of thess poor children, Nata%a, home from Molotov's shelter. As
she sits sharing the crusts she has hoarded with her brothers znd
gisters, word- comes that her father has collapsed on the street and
failed to deliver a telegramme to a msrchant, who has lost thousands

of roubles as a result. Eventually, the efforts ot the mother and the
recovery of the father save the family from complete destitution, but
Nata%a dies from diphtheria. In the final part of the story, we return
to Molotov's shelter and see him continue his attempt to teed and clothe
an increasing number of children. The story ot Nata%a and her family

is thus seen to be an example of the poverty Molotov is fighting against — /
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an example too of the indifferences ot the rich (the merchant) to
the misery ot the poor that dooms his efforts to failurej it shows
how much is to be done, and how little Molotov can do.

In thus organizing his stories to prove his point, the author
again runs the risk ot stating his meaning too clearly, of "weaken-
ing the picture" by reducinghis story too neatly to an illustrative
parable. In some stories, he avoids this danger by frankly adopting
the methods and materials of the allegorist, by renouncing any attempt
to depict reality and devoting himself to the fictional representation
in fantastic, fairy-tale events of some truth. ChudoZnik, for example,
describes a sculptor who at last managed to embody his vision of the
ideal in the statue ot a beautiful woman, but who was possessed by a
selfish, destructive passion for her when the gods gave it lite.

They punish him by destiroying the work, and he dies without ever being
able to recreate it. The moral of his story is expressed in the motto
inscribed by his friends on his tombstone:

I He ycTyunmn O YEJIOBEK aHrelam, U mnepen

CMEPTBI0 HE CKIOHMJICH, eQiHu 65 He OHJO Y
Hero cna6aa soua (IV, 561).

Novye zvuki is a fable about the duty ot the artist to share and reflect
the sufferings of humanity: the story describes a young prince who can—
not will the love of a poor flowergirl because he cannot play on his

violin the only sounds she understands -

ciess, CTOHH, ngespeﬂbe, HEHABUCTH,
npoxnarse (IV, 118).

He pursues her when she runs away from the palance, and wandering
through the city in search of her, discovers the realities ot poverty
and misery he has never known. When he finds the girl; she dies, but
in his grief he learns to play the notes she wished to hear:

eMy Hanuch STU HOBHE 3BYKH INOTOMYy, YTO

caM OH MHOTO BiHCTpamal, MHOTO Iepe-
yyscrBoBan (IV, 120)
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Several of the Skazki dlja detej are also fables designed to

inculcate simple moral messages: Knizka s8ast'ija, for instance,

telling of a small boy who bravely sets out to rescue an enchanted
pricess from a wicked ogre and bring happiness to all the world,
spaéka of the virtue ot courage and selt-sacrifice. However, the
author's fables are not always successful, and his events do not
always bear out the allegorical significance imposed on them.
Kuroéka Kud tells of a hen who runs away from her sheltered farm-
yard to find happiness in the wider world; the moral indicated is
that we must never accept our lot or limit our horizons — or as

Kud's husband says:

Bcerma pmansme, Kym (V, 593).

But Kud's story ends in disaster when, for simple biological feasons,
she is unable to fly south with -her husband and dies in the winter
snow. The ending of the story - which illustrates the folly of try-
ing to overcome one's limitations -~ stands ﬁs a contradiction to its
moral, Sometimes, the moral itself fails to convince us: Novye zvuki
offers a view of art that is at best ons—;idsd, but which is presented
as the final truth. But on the whole, the author's use of fantasy and
fable to give us "a fictional example of the truth of a'statement"4
meets with success, and his didactic purpose is achieved.

In other stories, however, Garin turns to a sequence of "realistic!"
events to exemplify his truth, and seeks to combine allegory and ordin-
ar rasskaz, and in doing so he may confuse our view of the story as a
whole. Filosor Dan is at once an absurd melodrama and a philosophical

fable. The events are clearly organized to discredit Dan and the views

he represents — those ot the self-styled superman who recognises no/
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law but that ot "blagorazumie" (p.276); he shrugs otf his responsibility
for Betty's death and watches unperturbed as the mother of his child is
taken to be hanged for his crime, believing that the crowd must never
know the truth. The sensational nature of the events, the improbability
of the story's happenings and coincidences tend rather to obscure its
argument, and its philosophical statement is submerged in these irrele-
5

vancies of the plot.

In Revekka and Vojcech, the author has used conventionally romantic

love stories as moral parables. Revekka refuses Antonij because she
cannot marry him without betraying her Jewish faith and losing her
self-respect. At last he changes her mind and she becomes his wife,
but she lives to regret it. After five unhappy years she writes to
her friend Lija, condemning the passion that led her to sacrifice her
self-respect (IV,64). Her bitter experience has taught her that integ-
rity and strength of purpose alone can bring happiness; and she echoes
the insoription of the artist in ChudoZnik, contemplating the sad dis—
crepancy of what life could be, and what people make ot it, (IV,64).
Vojcech deals with a similar theme. It is the old priest, pointing
out a shooting star to his young friend, who first directs the hero's
thoughts to the higher life accessible to hiﬁ it he has the courage
1o pursuelit=

Tak Boiinex —..u 3TO Oyma UejoBeuvecKas,

YTO HEe XOuUeT CBA3HBATHLCH C TeM, UTO TJIEHHO

I0a T'PA3HO: BHCOKO MNMOJHUMaeTCHA X, XOTh

ynageT, XOTh He HOJIETUT, Ja& CBETOM CBOUM
NOTHAHET K cefe POIHY IOYNY...UYeIOoBEeK, ecnu

He JIETUT, OH XyXe UepBAKa (Marks VITI, 295).
But Vojcech6 is more interested in the beautiful Marianna, and at
length they elope to live together in the city. Marianna opens
up to her lover a new world of knowledge, and helps him to educate
himselt'; but their happiness is ended when he discovers her infi-

delity. Parting from her, Vojcech tells Marianna that she has/
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enabled him to reach for the higher lite the old priest spoke of
and he hopes that she too may one day discover the love for all
mankind he found through loving her -

Jln60oBbh KO BCEeM BHIE OXNHON I0OBU
(lMarks VIII, 302).

Both stories illustrate a moral judgement: Revekka shows how
passion can destroy the human spirit, Vojcech how the spirit may
rise above passion. Both are allegories and love stories, but
because they are allegories, they can never be convincing as love
stories, for their moral significance must always take precedence
over their portrayal of people and relationships. And because they
are inadequate as love stories, they can never be wholly convincing
as parables. They illustrate the danger facing the author as he
tries to organize his events to illustrate his judgementsj; where
the judgement is too plainly expressed in the structure, the events
lose their power to convince us of it.

And so, the author communicates with his readers not only
througn the words uttered by the narrator or the characters, but in
the words of the narrative itselt, in the shape and structure ot
the events it relates., He seeks to embody his values in the work
as a wnole and through all its parts, and the work as a whole is
always his chief means of disclosure. Although we may hear him
speaking in his own voice, or detect him through the screen of his
devices, his effort is to speak to us only in his images, and these
images, and the picture which together they compose, give expression
to his judgement.

Iv

Throughout the fiction, the author seeks to control our view

of his characters. His explicit and implicit comments on them and

on the significance ot their actions, his descriptions of them, his/
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manner of telling their story, all have the effect of involving

us with them, and, under his guidance, we respond to them as

people. In his sustained effort to bring the reader {o perceive and
share his judgements, the author will finally make use of this res-
ponse; in controlling our sense of emotional involvement and sympathy
with his heroes, the author will lead us to judge them for ourselves,

so that our reactions to them will disclose his judgement.

Our response to the characters is based on the scale of values
we bring to the work. As Wayne C. Booth has observed, "Any charac-
teristic, mental, physical or moral, which in real life will make -
me love or hate other men will work the same effect in fiction."T
Our reaction to a character, his personality, appearance or behaviour
will become a moral response oi sympathy or judgement, since it will
narrow or widen the distance at which we feel ourselves from him;
and as we read our attitude will be guided by our "practical interest“B
in seeing virtue rewarded and vice punished, our friends prosper and
their enemies confounded. Thus we naturally find ourselves on the
side of sutfering children like Dim or Adofka or Natada, because their
situation stirs our compassioni and our sympathy for them will lead
us to condemn those responsible for their sufferings — the society
that refuses to care for NataSa, the social attitudes that cause
Dim's misery. When éernotskij's mistress in Vetreta tells him of
her past - she was forced to marry her mother's lover and forced by
him into virtual prostitution for his own ends - we are moved to
sympathise with this helpless victim, and tooensure all those -
éernotskij included — who have taken advantage of her. When the

hero of Volk tells his fellow villagers:
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IIg TMONb3H Bameil cOrJIaceH U CMepPTh
npuHats (IV, 544),

he wins our approval for such noble self-sacrifice, and we will
therefore blame the commune that defeats his efforts with system—
atic hostility.

When a character is patently a villain or a victim, our natural
emotional response will give expression to the author's implied judge-
ment. Thus our abhorrence of Dan's actions will lead us to judge him
as the immoral rogue he is, and our compassion for the hero of Staryj
evrej will bring us to condemn the unjust laws that force him to
abandon his hard-earned prosperity. In both stories, the narrative
technique of interior monologue, giving us direct access to the hero's
thoughts, enables us to judge them at once, and we need no other devices
ot disclogure to asgist us. 2

But the author's judgement is not always one of outright sympathy
or condemnation, and he is not always content to express it only through
the reader's natural responses, Sometimes he will seek to modify this
response and lead the reader to some new judgement of the case. In Icka
:_i Davydka, for example, our impulse to sympathise with the heros is
held in tension with our impulse to judge them. The two downtrodden
Jews exploited by the police official seem immediate candidates for our
compassion, but at the same time certain traits of character they exnhibit
alienate our sympathy. Davydka is smug and self-satisfied, and takes
advantage of his friend; he is cuhning and hypocritical in his self-
abasement berore his clients, and untruthful when he boasts to his
family of his meeting with the pristav (III,208).

Throughout the story, Icka is spiritless and morose, convinced of
his own inferiority. Both of them are pusillanimous and cowardly, and

even Davydka cannot maintzin his swagger in the face ot the pristav's /



w Y -

dog (III,207). These failings, which show them in a critical light,
contrast with the pathos of their situation as victims of racial
prejudice (apparent when Icka's son is almost blinded by a stone
thrown by a hostile stranger); our attitude towards them is ambivalent,
and thus the author avoids sentimentality. We view his heroesnot only
as poor oppressed Jews, but as individuals with the foibles of universal
human types. In a similar way, the author leads us to an ambivalent view
of Val'nek-Val'novskij, tempering our condemnation oi his pretension with
sympathy for him in his impossible situation.

Thus the author may arouse our sympathy and our judgement for his
characters, and fashion irom our immediate response a wider view of them

and their actions. In V usad'be pomesticy Jarysevoij, we will condemn

the dishonesty of the steward when he lies to the village elder about

the price demanded by the Tatar labourers (III,525). But as the narra-
tive progresses — much ot it passing through his thoughts — we come to
understand his own standards, and judge him by them. His aim is to serve
his employer's interests, to persuade the villagers to work for her at a
price lower than they would otherwise have done. Similarly, we become
aware of the motives governing the old lady's own conduct: her aim is

to pass on the estate intact to her grandson, and so she is unable to
help the peasants in their poverty, or build the school her granddaughter
wants. Our judgement of the steward and the old woman is thus suspended
while we learn of the code of values they obey; once we have gained this
knowledge, we are able to compare this code ot selif-interest with our
own values, and reach a more damning judgement not only of them, but ot
the way ot lite they represent. In Babuska, we are presented again and
again with evidence of the old woman's immorality. She removeé PaSa

and her family from the scene, =znd arranges Fed'ka's marriage to a

wealthy heiress; she obliquely urges Matrena to look outside the family/
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for the heir Fed'ka cannot producej considering Sil'vin's potential

as a progenitor, she contrives to make her wishes known to him, and
later sees he is rewarded. Nowhere does the aubhor judge the matriarca
explicitly, for he can rely on the reader to judge her., But at the same
time, because we see much of the story through the eyes of the grand-
mother herselt, we come to feel sympathy with herj as she is dying, we
even identify with her, hoping that she will live to see her memorial
bell hung and rung. We see that she acts by her own code, in which
everything is sacrifieed to the prosperity of the family, and that she
has no idea of any other morality. Because our condemnation is temp-
ered by this understanding, and because we see she has no inkling of
the enormity of her actions, we are brought to a more thorough condem—
nation or the code underlying her behaviour.

Sympathy and judgement may thus interact — and even contlict with
each other — to form our judgement of characters and story, and reveal
to us the scale of vélues the author would communicate. In Derevenskie
panoramy case atter case of peasant superstition, greed and brutality
must lead us to condemn the characters presented to us. O0ld Stephanida
believes doctors to be poisoners, Vokodav kills Alena because he thinks
she is a witch, Asimov kills his son to protect his property, Ivan
Vagil'evié cheats the whole village for his own profit, Akulina's step-
son beats his young wite. All this is proof enough of the conclusion
expressed in the epigraph to Matreniny den'gi:

B HEKYNbTYDHHX YCJOBUAX OLMHAKO IUUAIT:
U uYelOBEeK M XUBOTHOE m pacTenme (III, 411).

Yet in the presentation oi his narrative, the author moves us to pity
his characters as we condemn their chortcomings. Frequently the story
is reflected tarougn the minds of the peasants and put in their words,

and we lose sight of any objective narrator, and any objective stannard/
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ot judgement. Sometimes the narrator himsell seems to be a peasant;
his narrative, with its homely images and expressions, its sentence
rhythms and its natural parallels -

MTuns K OCEeHM 3a Mops M 3a ropx, a Iluuxa

K OTILy Ha maposoit xnel (III, 352) -
sounds like a folk-epic, and he himself seems to share the views of
the peasants, their narrow horizons -

G6es 6alH, KOHEUHO, HeNb3d IO XOBHUCTBY (III, 347) -

their superstitions -
CJIOBHO B NPOXONax KAKMUX TUXO U XyTKO,

TOUYHO KTO-TO XOINUT 0€33BYUYHO IO HUM, HUIEeT
KOT0=TO. JIBEBOJI-TO XOOUT - I[MMKHHY IOyumy

meT (III, 356) -

even their experience itselts in the first part of Na sele, as we
have seen, he speaks as one who has known their struggle for survival
at first hand. Again our view is identified with that of the peasants,
and we feel with them the weight of poverty and ignorance. Our judge-
ment ot them is thus turned to a judgement oif the conditions which make
them as they are. |

And so the author is able to disclose to the reader his conclusions
about the work by manipulating his responses to the characters; through
his sympathies and antipathies he is led to discover for himself the
meaning of the story and the worth of its characters. Dvorec Dima,
perhaps more than any other short story, shows us how Garin conveys
his views and values by controlling the emotional response of his readsr,
and how the various elements of the tale are arranged to direct this
response and turn it into judgement. Dim, the sick little boy, is
naturally a characier with whom we will sympathise, and the poignancy
ot his situation is underlined when he is compared %o a bent old man
(Iv,262), or when one of his seizures is described. Our sense of
identity with him is intensified when parts of the narrative are

filtered througn his thoughts:
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Ax, kaxk Bce xopomo. I/ nyume Bcero To, UuTO
nAnsa ¢ HuM. AX, KakKoi cexpeT sHaeT JuM.

Ho ou ero Hukorpa He ckaxeT pane. OH, Kak
CKpaAra, npAYeT ero B cBoeil nyme. Erop emy
€ro CcKasall: OH MOXOX Ha nanw. Heyxennu

IOXOX, M OyHeT TakKod xe, KaK OANfA, C TyCTHMHU
BOJIOCaMU, MAJEHBbKO! OOPOAKOi, GONBHMMUMUA
3anyMUMBHMU riaasaMu? Kakoe cuacThbe, UTO OH
IIOXO0X Kak pas3 Ha TOro, Koro 0onbme BCeX
apéur (IV, 264).

Without any authorial exposition, Dim's circumstances are thus made
clear to us: he is illegitimate. The sad consequences of ths fact,
wnich is of course quite beyond his comprehension, are also seen
througn Dim's eyes. He is delighted but puzzled when Egor tells him
his uncle is really his Papa, and that he has brothers and sisters,
and his childish logic draws its own conclusion from this situation:
if he cannot play with these brothers and sisters now, he will meet
them all when he is dead, in the palace in the sky he dreams of.
This view is conrirmed when his friend Natada is forbidden by her
mother to play with him. Deprived of friends and siblings, Dim
looks forward to his death, and his dying wish reveals his faith in

the happiness that then awaits him:

[lana, KOrpma g yMpy, OyCTh OPUOYT IIOCMOTPETH
Ha MEeHd MOM OpaTUKM U CECTPUUYKM, a TO He
Y3HAWNT MEeHs OHU TaM B nBopue(IV,284L

The story is saved from mere sentimentality because the reader
is constantly forced to compare his own view and knowledge of the
world with the world as it seems to Dimj he must recognise that Dim
suffers because of the laws and attitudes prevailing in the adult
world, and his compassion for the child lends him to condemn them.
Criticism of corrupt adult values is implicit not oniy in Dim's
interpretation o the world around him, but also in the behaviour
of NataSa, wnose conversations reflect the attitudes ot her parents;

she is scornful of peasant children (IV,267), and threatens to beat/
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her doll tor disobedience — just as her mother punishes her. These
unsympathetic aspects of her coﬁduct lead us to condemn the upbring-—
ing responsible for them.

The author's judgement thus emerges from our reactions to Dim and
his friend, from the sympatny we feel for him. It is also revealed in
certain signiticant events and remarks which within the context of the
story disclose its meaning to us. In church with Egor, Dim stands
beside an ikon which depicts Christ with the children and bears the
lengend:

He memaeTe IeTAM NDUXORUTH KO MHe (IV, 268).

This Biblical reference in a Christmas story9 is an oblique comment
on a hypocritical society that denies Dim the happiness of childhood.
Deprived of Nata¥a's company, Dim transters his affection to an old
blackbird, and is saddened when one day it disappears. Later he finds
it dead in the garden, and his reaction reflects his bitter experience
of the adult world:

HaBepHO, BOpPOHA mI6uiIa ero, HO eil Toxe

He IO03BOJIANM UIrpaTh C HUM, U OH&a& CKyUala

un yumepna (IV, 281).
When Egor explains %o him that the law is the reason he cannot play

with his brothers and sisters, the child asks:

3aKoH cTpamHHii, Brop? (IV, 271);

his notion or the law as some terrible monster is ironically apt in
the context of his story.

The author has no spokesman for his views among the characters
of the story except Egor the servant. Lazy, drunken and insen;itive
to0 the distress he causes Dim by his revelations, Egor is far from
being a paragon, yet he volces the values held in common by the reader

and the author. He contrasts the behaviour of Dim's Tather with the /



devotion a dog shows its puppies (IV,284). At the end ot the story,
the narrator himself steps forward to elaborate this view, by quot-

ing the inscription above the gates of Dim's imaginary palace:

OrBepuTe OT celbf JIOXb, U NpaBla CBeTlad,
unucTag, MCTOUHMK Bameil cujk IOPUBEJAEeT Bac
cwga. /I Huxe: Ho He BOUINYT M HEe IPUKOC—
HYTCH K UMCTHM OymaM XeTell IHXaHUa JIXUBHX
U 3J06CTBYHONUX, JNUIEMEPOB M CYETHHX,
najaueir, OYKBOWl yueHuUs Kajgeuamue, I
youBawmue nymu xusse (IV, 285).

Sentiment and irony, the narrative technique ot the "child's eye
view", direct authorial address and the comments of authorial spokes—
men are all used as devices ot disclosure to engage our compassion
for Dim and our condemnation of the society that causes his unhappiness.

. . .

The means of persuasion by which Garin communicates his views on
his story and its characters to us thus range from the explicit to
the implicit, from the direct to the subtle. He uses intermediaries
to make his judgements explicit, and stylistic devices to imply them;
he uses the events of the stor& and the emotional reactions of the
reader to give expression to them. The act of communication is always
the result of the interaction of many ditferent devices, and it is
uitimately the work taken as a whole which discloses the authors
judgement to us.

Garin himself saw that it must be the writer's aim to communicate
through his "artistic images", to embody and express his judgement in
the story and its ditferent partslo. From time to time, he falls short
of this objective, and we catch sight of the author speaking ot sebija,
in the words ot the narrator and the hero. But often too, the author
does conirive to communicate obliquely and secretly without "weakening the
picture", by persuading us to care about his characters and their fate,

and leading us to draw conclusions from their actions. Wherever the/
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author seeks to imply his judgement rather than state it, he must
rely on the co-operation and understanding of the readeri it is he

who must discover the clues and recover the implied judgement. By
involving the reader in such an "implied dialogue", by inviting him

to interpret the various "dvices oi disclosure", or by using his
sympathies and values to lead him to the judgement embodied in the
work, the author can make him his partner in judgement, and convince
him more fully of his truths. As one writer has put it, "the more we
interpret, the greater our contributory etfort, the more we share with

the author his view of litfe and in its expression“ll.

NOTES

1. Bentley, Observations on the Art of Narrative, p. 30.

2. Sacks, Fiction and the Shape of Eelief, p. 65

3+ the story and its argument are further discussed in Chap. V.

4. Sacks, op. cit. p.26

5. Karl Moor, which tells of a poor man dismissed from his work
for denouncing a rogue, is also a mixture of the fable and
the conventional rasskaz. The hero( who bears no relation to
the character of the same name in Schiller's Die Rauber) and
the villain, the sycophantic Adrian Gof, are too plainly
allegorical types, and the author's intention - to show that
honesty cannot thrive in a corrupt world - shows too clearly
through the story's events.

6. Vojcech is set in Volynia and bears some textual resemblance
to parts of Kartinki Volyni. '

7. Booth, The Rhetoric of Fiction, p..130

8. Ibid, p. 125

9. the story has the sub-title: PoxmecTBEeHCKUN paccKas u3
XU3HU JeTeil.

10. see Introduction, iii.

11. Grabo, Technique of the lNovel, p. xvii.
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CHAPTER V: PUBLICISM AND TECHNIQUES OF ARGUMENTATION

Sometimes it is the author's intention in setting his fiction
before the reader to disclose to him not only his judgement of human
experience in general, but also his judgements on more specific and
more immediate aspects of the human scene. An observer of men and
their affairs, he is concerned with the forms and the problems of
human society, and will form definite views on them: these views
he will seek to make known to the reader. In many of his writingsl,
in his articles on engineering or agriculture, Garin is a declared
publicist, setting his opinions immediately before the reader. In
many stories, his desire to publicise and argue his views is no

less strongs as Bykov remarked:

nyOonuuucTUYeCcKasa XUJIKka oCHADPYXUBAETCH Y
HEero B KaxXJOM paccKase U OuepKe.

As we have seen, Garin himself acknowledged that the writer ot fiction
should communicate with his readers not by speaking ot sebja, but
through the "artistic images" of the fiotionB. In considering Garin
as publicist, we must therefore examine the means of communication
and persuasion by which the author discloses his publicistic views
without disclosing himself also, and discover how this "vein of pub-
licism" finds its expression in the story and its images.
I

There are in the fiction three channels through which the

author-publicist may convey his grguments to his reader: the narrator,

the characters, and the events of the narrative itselt. His dvice of

devices of communication is more limited than that ot the author who/
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seeks to convey more general judgements, and who can employ alseo
the devices of style and imagery to impart his views to the readers
he must discover the means to present specific judgements on partic-
ular issues.

The narrator who can address the reader directly and make
explicit his own views — the dramatized first-person narrator - will
clearly pro;ide the author with his most direct means of access to
the réader, and give him the greatest freedom to discuss and argue
with him. The genre of the travel diary or the zapiska, so charac-
teristic of Garin, gave him unparalleled copportunities, as Judina
has observed, to give expression to his views on the actualities
and problems of the age4. The narrating "I" who travels through
a world recognisably our own and sets his views of it betore us
must inevitably discuss social actualities and issues. The Korean
traveller describes the landacapes-and villages he sees, but also
diséusses the institutions and conditions and problems he observes -
and not those of Korea alone. He comments on the Trans-Siberian
railway and the need tor railway expansion, on the position of
Siberian peasants, on the untapped mineral wealth of Siberia, on the
situation ot racial minorities within the Russian Empire, on the
decline of Frahoe after the Dreyfus case. In touching on these and many"
other subjects of topical interest, the narrator must always express his
own opinions and judgements. Thus too, on a scale less wide, the narra-
tor ot .V gutoloke, in discussing agriculture, engineering and provincial
politips reveals his own position in the controversies he reports: he
is for modern farming methods, for narrow-gauge railways, for the 1ib-
eral and progressive elements in provincial society. In Kartinki
Volyni, the narrator considers the economy of the province as he descri-

bes its natural beauties, in Moi skitanija he examines the question or/
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progress as he retells his travel experiences, in Na Chodu, he
discusses the controversial topic of the peasant commune as he
reports the words ot his peasant host. The "vein ot publicism"

runsg through all these works, and finds its expression above all

in the comments of the narrator who surveys social phenomena, raises
controversial questions and advances his own conclusions. Aristotle
described three ways in which the rhetor might convince h!a audience:
through the impression created by his character, through the emotions
aroused by his speech, and through the cogency ot his argumantss.
These same means ot persuasion are used by the author to convince us

ot the validity ot his narrator's opinions., Firstly, we will accept
the narrator's views when he is shown to be worthy ot our confidence,
when he is seen to be a man of intelligence, good faith, experience
and sound judgement of the world around him. Because we know that the
narrator ot V _sutoloke, for example, is himself a farmer and an engin-
eer, we accept his judgement when he advocates the modernisation of
agriculture or the expansion of the railways. Because we know that the
narrator of Na praktike is a protessional engineer who has himself
worked as a railway tfireman, we believe him when he speaks of the
hardships ot such work (IV,587). When reference in Na chodu, Moi

gkitanija or Kartinki Volyni, our respect for his views is increased.

The war-diarist at once shows himself to be a sincere man when he

writes:

fl 6epy Ha cela GONBMYW OTBETCTBEHHOCTH mnepeq
yuTaTeneM: OHTHL npaBausuM (Marks, VI, 3)

when he goes on to show a genuine concern for the welfare of the troops
(even ortering to collect donations for bathrooms and laundries; p.40),
a proper respeét for the Commander-in-Chief, and a loyal belief in

ultimate Russian victory, the reader accepts his comments as the views

of a true patriot.
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By giving the right impression ot himself, by displaying
evidence of his intelligence, frankness and experience, the narrator
is thus able to ingratiate himself with us, and win our acceptance
of his views.

Secondly, we may be moved to agree with the narrator's judgement
when he works on our eﬁotiona in untolding his argument. Pereprava
8erez Volgu is a condemnation of the general inefficiency of Russia's
system of transport and communications. To prove his point, the
narrator recalls how he once had to cross the Volga in early spring
in a small boat because there was no railway bridge to the other side.
By making us share his anxiety and discomtort as huge ice-floes threat-
ened the small cratt from all sides, by recreating within us the sus-

pense of the crossing, he brings us to share his conclusion:

HyxHH XeJie3HHE HEepPBH DPYCCKOI'O 4YeJIOBEKa, ero
%xeJjle 3HOe- 3[0OpPOBhE, €r'o paBHOINymNEe IuKapsa K
XUBHK, HYXHH, HAKOHel, U IOJHAaA XaJaTHOCTD
PYCCKOTO UYeJOBeKa M OTCYTCTBHME BCHKOI
‘OO6mMEeCTBEHHON  MHCIX, UTOOH MUDUTBCH C TaKUMU
nepenpasauu (III, 55’9) : . -

In Na ohbdu, the narrator's description ot a.Tatar villége turns into

a condemnation ot the whole civilisation it represents, and he makes
his point largely by exploiting our emotional reaction to the children
of this village. They seem bright and happy - but, we are told, before
they have grown up, the girls will be mothers and the boys old men.

The contrast befween our view of childhood and the fate forced on these

children by a decrepit social order leads us to condemn Tabar society:

PeGeHOK TaTapuHa yXe XPaHuUT B celfe THCAUE-
JIETHOTO CTapuKa C KOBJIMHON GOpOmO#, cTapuka
pasBpaTHOrO, NpeBpamawmero IBeHAINNaTuiIeTHHD
IE€BOUYKY B XeHY, MOJIONOCTH NpeBpamapmero B
CTapoOCTh, UeNOBEKa-XeHmMUHy - B pada (III, 238)

The emotional force of the argument is summed up in the description
of one prettiy little girl, and in the narrator's vision of the fate

awaiting her (III,249)s the sympathy we feel for her is turned to/
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indignation at the civilisation that sacrifices her to its traditions.
In Na praktike, the narrator makes another appeal to our feelings of
sympathy, when he describes the hard lot ot a train-drivers and firemen,
and the gruesome accidents that can maim and kill them, Our sympathy
rouses our conscience when we realise that our attitude to these men

is the same as that displayed by the passengers who look so disdain-
fylly on the sooty crew of workmen gathered to wish the narrator fare—
well (IV,589); thus we are convinced through out own feelings of the
need for a change in society's treatment of and attitude towards its

workers.

Ispoved' otca is another example of how the reader's emotional

response may serve in the expression of the narrator's publicism.
The argument — concerning the emotive question ot education, and in
particular the issue ot corporal punishment ot children - is exempli-
fied in the intimate confession of a father who remembers his dead son
and his efforts to assert his paternal authority. We pity the father in
his constant self-recrimination as he remembers how he once struck the
child, and sought to discipline by arousing fear in him. The death
of the child -~ he contracts measles from his cousin - is described
with almost unbearable poignancy; he dies in the middle ot his feeble
song:

[lana xopomuii,

Mauma xopomasn,

{1 xopomuii,

U nTuuka xo-- (IV, 42)
The father's stunned grief gives way to guilt as he remembers and
condemns his attempts at discipline:
- KoMy HyXHO Tenepmr MOoe yOexIneHue, 4YTO €My xe

Ha monb3y # HelicrBoBan? U rme sra nones3a?!l

9TOT KpOmWKAa NPUXOAMIJI CHIOA Ha 3EMI0 YTOOH
CHeTh CBOK MAaJICHBKYW, OYE€Hb KOPOTEHBKYW
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neceHKy NWOGBX. TH MOT JTOMY IEBIy HNaTh BCEe
cuacTee - OHO OT Tela 3aBmceno. TH man emy? (IV, 42)

It is his feelings that lead the father to his conclusion: punishment
is an evil, the child must be educated in love alonej and it is through
our emotional involvement in the story that we are led to agree with
him. In the happier story of the second son, who has never been punished,
and who looks on his father with the free affection of a friend, the
pleasure we take in the father's joy further convinces us of his argu—
ment. The manipuiation of the reader's emotions is thus an important
aspect of the rhetoric ot the narrator-publiocist.

Thirdly, the narrator may convince the reader by the soundness of
his arguments and the skill of this reasoning. In several stories the
narrator is anxious to justify his own conclusions, and to this end sets

before the reader the logic that convinced him. In Neskol'ko let, the

landowner carefully reconstructs for us the thinking behind his decision
%o undertake his agricultural experiment. First, he sums up his general

aims, and asks how they might be achieved:

Henu, KOTOpHE MH PEmMMIIU IPECNefoBaTh B JEpPEBHe,
CBOOMIMCE K CHEOYWMUM IBYM: K 3a060TaM O JIUUHOM
6J1arOCOCTHAHUM U K 3a60TaM O 06JarocoCTasgHUM
OKpYXaKmUX Hac KpecThAH. Kakum myTeM Iymuan

1 CTPEeMUTHCH K JOCTUXEHUNW 3TUX Lenei? (III, 18)

His answer to this question is both theoretical and practical: he must
discover the means to educate the peasants to exploit their land to

the full, and he must help them out of their immediate financial diffi-
culties, botn by providing aid to individuals-and by raising the general
gtandard of living in the village. With this latter end in view, he
decides to adopt thfee measures: 1) he will permit the peasants to

clear his frorest ot brushwood, and provide them with free fuel; 2) he
will lease them grazing land on favourable terms, and so encourage them
to raise livestock - and provide them with the manure with which they

might fertilise their fields; and 3) he will persuade them to revise/
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the system ot land-ownership and the annual partition ot allotments,
in order to give the poor peasants the means to withstand the monop-

oly ot the kulaks.

B cuny Bcero cxasaHHOTO, BONPOC IJIg MEHS
CTAHOBMIICH SCHHM: DANOM C YOOODEHHEeM,
OPaBUIJIBHOW NamHe# M NPOYMMKM HOBOBBEINEHUAMIU,
HEOOXONUMO OHJIO BO3BBPATHUTE KHA3EBIEB K WX
npexHeMy OOmuHHOMY OnTy (III, 27)

Aware ot the importance ot this decision, he turns once more to the
facts to verify it, quoting several examples from his own experience
to prove that it is the ignorance and routine of the peasants that
dooms them %o failure and poverty. Thus convinced, he draws up a
programme for immediate action, including equal allotment of the land
among the households and unprecedented autumn ploughing - and presents
it to his tenants. Thus we follow step by step with the narrator the
logical process of thought leading him from the theoretical formula-
tion of his intentions to the enumeration of the practical measures

he will implement. His constant appeal to the facts of the case, to
his own experience of the peasants and their lite, his effort to |
marshal his argument into unumerated points and subdivided paragraphs,
his general progression from observation to 6onciusion, from the theor-
etical to the practical, all give his arguments persuasive power, and
make them seem credible and convincing.

The desire to argue inductively, to work logically from the facts
of the case towards a conclusion ié seen again in V sutoloke, where
the narrator attacks the system of communal tillage, the price exacted
by the local zemsivos from the peasants in return for famine relief.

Seeking to prove the iniquity of the system, he turns to the facts:
BoT normka Bemeif..... (IV, 365)

First ot all, the peasants' land is insufficient for their needs as it

is, and they can spare none for communal use. Secondly, the method or/
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strip-cultivation employed on communal land is wasteful of labour and
time, and offers the peasant no inducement to work. Thirdly, the work
on communal land is alloted to the households according to the number

of working members. Since this number is always changing, it frequently
happens that some families have more workers than land, while others
have not the manpower to work their share of the land. And finally, the
grain produced will be sold to those who can afford it, and who can
dictate their own pricej thus a few wealthy merchants and kulaks will
profit from the labour of whole villages. Thus contrasted with reality,
the theory of communal tillage is seen to be incapable ot improving the

agrarian situations:

2 CnosoM, OTBpaTuTelIbHA 23Ta OOmMECTBEHHAad
3amnamKa BO BCeX OTHONMEHMAX: M KaK BCAKad
HaTypalbHasg MNOBMHHOCTh, M KaK Kpyrosad
NOpyKa, M KaK DAa30PDUTENBHHA M B TO Xe
BpeMsi HUKyZHa He TONHHA nannuaTus (IV, 367)

In general, the arguments used by the narrator to convince the
reader of his conclusions are backed up by facts and illustrated by
examples. Arguing against the present organisation of the grain trade,

the narrator ot Neskol'ko let quotes facts and figures from his own

experience. Because the price is controlled by a few wealthy merchants,
he was florced to sell his grain at 28 [Eopeks a pud instead of the 72
kopeks he had calculatedj he does not make enough to cover the costs

of transport (III,T9). Anxious to show that the cholera riots were

not the fault of the peasants alone, the narrator ot V sutoloke gives

various examples of how the high-handedness ot the zemskie nadal'niki I

and their ignorance of peasant customs precipitated these disturbances
(IV,378). The narrator of Na no&le e, hearing his host complain about
the mir, remembers from his own experience actual cases of the injust-

ices caused by the commune (IV,141-2). Arguments are thus grounded in/
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facts, proofs are drawn from actual experience, and so the reader
is led to accept the conclusions of the narrator.

Because he is addressing the reader directly, the publicist-
narrator may convince his reader, not only by creating a favourable
impression of himselty, or by appealing to his heart or his reason,
but also by arguing directiy at him, by lecturing him, challenging
him, haranguing him. He may declaim, question and reason as the
orator does, and employ the rhetorical devices ot language. Thus,

when the narrator of Kartinki Volyni discusses the Poledduki, a

previously "unspoiled" people forced arter centuries of isolation
into the modern world, he makes his point in a mounting series of
ironic questions addressed to the reader:

= Ho xak xe OHTHE? Kak BO3BPaATUTH MNOJEMYKY
ero yTepsHHH# paii?...Uro xe pmenarsr? OTHATH
y HeMIeB 3eMJn, YHHUTOXUTHL HalpuKu, 3aBOIH,
He CTpOuTh xenes3HHe noporm? Yro nenats? He
NIpX3HABATH BCE# 5TOM XM3HM UIM NPUIHABATH,
4TO XM3HL MUAET HEe IO TOMYy UIN KHOMY XeJIaHuWo,
a IO CBOMM BEUHHM, HEYJIOBUMHM, KaK cama
npupona, sakoHauM? UTo menaTh? JUpAMO BEPUThH
B CBOK YyTONUKW M 3TMM, BCTAB B NPOTUBOpEUME
cO BCEe# XU3HBO, C CaMuUM COGOW, BHODOCHTH
ce6a U3 CTPOA XEUBHX, MIN BAHATHCHA UIyUEHUEM
9TUX BEUHHX B3aKOHOB [BUXEHUHA BIepen #, IO-
HUMasg KX, paboTaTh yXxe He KaK reHUuii-caMoyuKa,
a BO BCEODPYXMM BEIMKOA NOCTUTHYTON HAYKU =—
3aKOHOB JIBUXEHHUA BOEPEN YEJIOBEUECKOW XUIHU?

(Iv, 115)

The rhetorical crescendo ot questions leads the reader unmistakeably

to the author's view: the Poledduki, with their picturesque but impossible
way of life must give way to the general laws of human progress, to the
industrial society that is already encroaching on their sanctuary. The
devices of rhetoric in the traditional sense, the apostrophe, the
rhetorical question, the use of repetition and rhythm to entforce points,

are all available to the narrator who stands betore the reader like a

public speaker, t9 argue his case direct.
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The story gizn' i smert' employs not only the techniques but :

the forms of oratoryj it is a sermon, preached on a text from Amiel's
J 6
ournal "3
He TAroTUThCH, HE OCTHBATh, OHTBH TEpIEJIUBHM,
OT3HBUMBHM, NOODONYMHHM, TOPONMTHCA JHOCUTH

B CO3HAHMH, YTO yX€ CTOHNb y IOpora BEUHOCTH
- BOT B 4UeM JOOIr (IV,SB) =

As an example of this precept translated into action, the narrator
cites the life of Kolpin, a country doctor who devoted his lite tol
caring for his patients. He infers the ideals of a better and more
just way of lite that inspired Kolpin, and refutes the objection of
an imagined opponent that only generations and not individuals can

bring these ideals to reality:

OcTaBuMM 3TH CKa3KH, X OYCTh XOTH OH
Konnue u JIu6epMaH, KOTODHX BH 3HaeTe X
OTpHLATH HE MOXeTe, CIyXaT BaM HaJEeXHHM
IOKa3aTeJbCTBOM NPOTHBHOTO (IV, 70)

The visian can be realised in such lives as Kolpin's, by culture and
progress and that sense of service to the common good and that energy
for 1ife which they alone can bring.. The higher life of altruism is
beyond the reach of the characters depicted by Tolstoj in his Chozjain
i rabotnik, but it is accessible to characters like Kolpin or Liberman
or Dulong - an American explorer who gave up his lite to save his
friends. In the story of Dulong, which he tells at some length, the

narrator sees the way ahead for all mankind -

Jla, Bmepexn, HO He Ha3alx, He TyHna, Kyna
zoBeT rpad Jl.H. TomcTou, Kyma KOrma-To
aBan nwaen Tak samaHumsBo Xax-Kax Pycco (Iv, 72)

Employing all the common devices of the homily - the elevation of
exemplary lives as patterns for emulation, the summary and refutation
of opposing arguments, the use of the parable (for such Dulong's story

becomes), the final exhortation to follow the example held before us -/
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the narrator urges his audience to abjure false prophets like
Tolstoj, Rousseau and the other detractors of human progress, and
to take our lead trom those who in their service to their fellow man
and their faith in a better future found a hiéher way of lite.
The narrator will not always preach at his readerj sometimes
he may take advantage ot his personal relationship with the reader
to communicate by sharing ironies with im, by concealing his real
point and leading the reader to discovsr'it. At the end or Putedest-
vie na junu, for example, the narrator turns with heavy irony to question

the reader on the country he has been describing:

- Ho uTO Xe 3TO 3a CTpaHa, M rue OHa? — CHPOCHUT
HEeTEepIEeNuBH# YUTATENh — IOe BCE YCIOBHO, rie
jomanum Oerawr, Kak noesga, a noesna, Kak
JIoman#...THe B JIoOeidl CTpBRAAKWT, a OUKUX 3Bepei
6eperyT; rie 3BepAM JITUM JIyule XHUBETCS, 4YeM
NOOAM B HMX JIOTOBHMAXj...C0€ KaXOOMy Openo-—
npeneyieH CBOA MAaGIOH, W BHE €ro HeT NyTei...
rne NOJYCBOGONHHY TPYH Tak Xe He YINOBJIETBODHAET
Ha3peBNAM NOTPEOHOCTAM, KaK KDPENOCTHO# B
CBOE BpeMsj I'Ie BpeMs HUYEro He CTOMT...THe

. e3naT 6e3 Jopor, M BCerjna yBEepeHH, UTO IonamyT
Kynoa Hamo?

CrpaHa aTa Ha NIyHe, 3TO CBATOUHAA (PaHTaA3UA,
yuratens! (III, 464-5)

The reader is undeceived by this declaration, and sees thatthe story
is not a fantasy, but rather an account of the fantastic absurdities
of the Russian reality.
Nor does the narrator always address his reader directly; some-
times he may disguise his argument as conversation, and address it to
the characters he encounters. We hear his words at second hand, but
the effect is the same as if they were add}essed to usy and the rhetorical
means he employs to convince his interlocutors are directed also at us.

Thus, when the narrator ot Neskol'ko let expounds to the merchant Judkov

the superiority of American agriculture over Russian, his reasoning, with
its facts and figures, persuades us also (IIL,III). When in Na nodle e,

the narrator calculates with a peasant woman the hours of labour she/
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could have saved herselt if she had invested in a shuttle-loom (IV,
144), his calculations have their effect on us also, and we realise
the full hopelessness of her position. In V sutoloke, the narrator
quotes from his report to the zemstvo arguing for a local narrow-guage
line (IV,447), from an address fo a meeting of engineers in which he
advocates a system of such "dorogi-izvoz¥iki" (IV,462), and from his
interviews with railway officials in which he defends these proposals
(Iv,468). In each case, the means used to persuade the audience
persuades the reader alsoj the narrator seeks to intfluence his hearers
by insisting on his qualitications and disinterestedness, by appealing
to their feelings - to support his scheme for railway expansion he
describes the starving peasant children who die every year because
doctors and supplies cannot get to them (IV,461), by presenting facts,
figures and logical deductions from them. The fact that his words

are addressed to an audience increases their impact on us, for his

ex cathedra sermons take on the aspect of conversation and dialogue,
and we are able to watch their eftfect on others.

The first—-person narrator thus permits the author to influence
the reader in a wide variety of ways, to address him directly in the
narrator's comments or indirectly (it transparently) in the narrator's
conversations, to argue, demonstrate, harangue or cajole. Whatever
his strategy, he is the most. versatile channel for the author's
publicistic views, and the one most often employed. He is the most
direct and the most obvious means or authorial expression, the
"artistic image" through which it is otten easy to discover the author
speaking ot sebja, the mask that does not always conceal the features

of the author who speaks through it.

11

1 s
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I

The chéracters of the story in their conversations with each
other — or even with themselves — are the second channel through
which the author may express his publicistic views. The words they
speak to each other are spoken to us also, the means they use to
persuade each other persuade us too. When, in the second fragment
of 2ajac, Lieutenant Jernysev tells himself that his senior officer
is a thief, he makes the comment to us also, and reveals to us the
extent of corruption in the army (IV,GTB)T. When Nosilov in Dela
demonstrates to a Ministry official the inefficiency of his depart-
ment by counting up the hours it wastes on each case (IV,845), his
reasoning convinces us of the point he makes. Thus the author is able
to conceal his arguments in the apparently spontaneous words or thoughts
of characters, and avoid the element of preaching that it always present
where the narrator addresses the readerj arguments are dramatised in
the dialogue ot the characters instead of being delivered in the
monologue of the narrator, and their persuasive power may thus be
increased.

For example, in ﬁar nt, the author's view of the task and duty of
the engineer — and his argument for cheaper railways to suit Russian
conditions - are expressed by Kol'cov; when he declares:

% HeT BHme cYacThfA, Kak paboTaTh Ha CJHIaBYy
cBOe#l OTUM3HH M CO3HaBaTh, YTO palGoOTOH
3TO/f NPUHOCHUNE He BOOGpAXaEMyYW, 8 IEeUCTBUTENb-—

Hy® nonsay (III, 175)

his words sound not as the pronouncement of some distant and disembodied
author, but as one man's personal affirmation of faith. The ideas he
voices become part of his inner life, and carry greater conviction for

us. The story V oblasti billionov i trillionov shows how arguments

may gain in impact when they are dramatised as conversation. The/

!
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—author's views on cheaper railways are here presented as a dialogue ‘
between two engineers, one of them the author's spokesman, the other
]

the representative of the opposition. By showing how the latter '
cannot maintain his position against the forceful arguments of the
former, the author demonstrates not only the strength of his own case,
but the weakness ot his enemies. Indeed, by having the opponent do the
calculat ions that prove the argument, he shows his antagonists have no
position at all. Thus the two men discuss the question ot linesmen's
huts
= Hama 6ynka - I0O00 py6neit. Ecim OH MH CTDOMM

u36y B 200 pyOneit, nmonyumics OH OCTATOK

800 py6ne#. Ha IS5 THCHAU cymecTByomux OyHOK

3TO COCTaBUT?

- I2 MEANMOHOB.

-Ha 60 THCAY, HOMXEHCTBYWNMUX OHTH BHCTDOEHHHMH?

- 48 MUIINOHOB. '

-lToro?

- 60 MMIINOHOB.

-Yepesz I00 ner?

- 8.000.000.000.

-Ha »T; 8 MunauapmoB OyneT coimepxaThea 75
THCAY CEeMEeMlCTB HEeM3MepUMO JIyulle OCTAJBHOTO

HaCeNBHUA. (IIT, 467)

We are convinced not only by the argument itselt, with its barrage of
gtatistics, but also by its dramatisationj séeing the second speaker
unable to produce any counterarguments, we accept the conclusions
otffered by the first.

The author who seeks to convey his publicistic views will frequently
search among his characters for a spokesman to put forth his arguments
and represent his position. He may use a mere mouthpiece - a character
whose sole and patent purpose is to speak for his views — or he may use
one who is involved in the events desoribed and fulfils some other func-
tion in the story. In Garin's works, there are few mouthpieces who are

mouthpieces alone; the two engineers in V oblasti ..., each representing a

different point of view, are examples ot arguments personified, and the/
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imaginary American gentleman who distrubs the dreams of the narrator

of Putedestvie na lunu is another. At first sight, this illusory

stranger is a crudely transparent spokesman for the author's views on
technology and civilization. He compares the efficiency of American
railways and the benefits they bring to farmers with the aomplete

inefficiency of Russian transport, the high productivity of American
agriculture with the bankruptcy ot Russian farming, the general pros-

perity of America with the general poverty of Russia. He concludes:

lla, na, B Bameil cTpaHe eCTh MHOrOe, UTO
He Tak (III, 459)

The narrator attempts to defend his country by means of various

excuses and explanations -

I3BO3HHI NpOMHCI, Jenedy s, y Hac B OCOOHX

yenosuax  (III, 459) .
Y Hac OPUMHIOUNN HEOTUYXIAeMOCTH ODYNWi mpo-

M3BOICTBA (111, 460)
Y mac HeT npometapus (III, 460)

and, when all else failg,

Ila, pycckue - mus pycckux! (III, 460)

The American remains unconvinced and unimpressed by the alleged

gamobytnost! of Russia, commenting sardonically on "fashionable™

nationalism (III,460)., He is convinced of the superiority ot the
"kul'tura zapada" (460), and believes that Russia must imitate the
technology and ihdustry of the West. The transparency ot this
mouthpiece, however, -~ and the transparency ot the narrator, a
mouthpiece'}or the opposing view — makes him more aubtie as a devicej
the author means us to see through him, and to recognise as a mouth-
piece. The dialogue between the American and the narrator is thus a
piece of irony, a satire of the lame arguments employed by those who

seek to divert Russia from the path of industrial progress. The

ironic playfulness of the author is apparent when the narrator wakes/
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up at the mention of the word "censor" (III,46l), fearing the American
has overstepped Russian standards of free speech. Here the obviousness
of the mouthpiece is part of the irony that marks the author's relation-
ship with his reader and contributes to a secret understanding between
them.

Most often, however, Garin selects as his spokesmen characters who
are credible as characters, who are personalities rather than abstrac-
tions and with whom we may feel ourselves involved. Their ch;ractar
and situation, and our response to them may thus be used to influence
our attitude towards the views they express; the author will lead us to
accept their opinions by having us sympathise with and trust them. If
the author's spokesman is the principal protagonist in the story, the
sense of identity we will naturally feel with him, and the knowledge of
his inner life usually accorded us will predispose us in his favour, and
we will agree with his judgements. Because Nosilov is the hero of Dela,
because we see much of the story through his eyes and are so often aware
of his thoughts and feelings, we come to experience with him his sense
of futility before the vast bureaucratic machine that controls Russian
life and agree with his condemnation of it, and of the railway administra-
tion in particular. The hero will frequently display qualities which we
admire and recﬁunt experiences he has lived through; he will then speak
with the added authority of one who commands our respect or who speaks
from his own knowledge of life. Because Kol'cov is so patently dedicated
to his work and his country, we believe him when he tries to persuade
Bfezovskij of the need for economic railway construction, or argues with
Zaleskij about the failure of the Ministry to encourage inventiveness and
initiative among its engineers (Variant III,190ff).

Where the spokesman is not the principal character, the author will
ensure that he makes the right impression on us, and so is seen to be a

reliable representative of his views. Evidence of his intelligence and/
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knowleige of life will always commend him to us. Dr Lesovskij in

Pod veder enjoys our respect because of his professional standing; we
recognize him as a man of practical experience whose judgement of the
rural scene and condemnation of absentee landowners may be accepted on
trust. In Kurodka Kud, the crane is seen té?% sage observer of animal
affairs when he comments to his admiring wife on the lack of impartial-
ity in the world (V,575). Thus, when he denounces man, the two-legged
predator who disrupts the life of the lakeside, his words carry weight
for us (V,575).

The words of a spokesman who spesks from his personal knowledge .or .
experience must always be heard with respect. Thus the opinions of
officers, diplomatic attachés and army doctors relayed to us by the war
diarist have the authority of the first-hand expert view. In V sutoloke
the agronomist Lichu$in convinces us of the benefits of the seven-crop
rotation system by his evident scientific grasp of the facts (IV,400ff).
Many stories which describe the hardships of peasant life make their
point by calling as witnesses the peasants themselves. In such works as

Kartinki Volyni, KarandaSom s natury, Na nollege and Na chodu, it is

the peasants encountered and questioned by the narrator who reveal
the extent of poverty and hunger and misery, and we must accept their
account as fact. In Nata¥a, the telegramme-boy who speaks of his poor
wages and conditions of work makes his own plea for a more just recogni-
tion of those who serve Society in this way (IV,523). Wherever we hear
_such comments, the situation of the spokesman as the victim of the
injustice he describes must convince us of the truth of his view.

The author's épokesmen convince us by producing the right impression
on us, by showing us that their remarks are justified. Characters who
speak for the views the author wishes the reader to refute will not

produce the right effect on us, and so will not convince us; by having/
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us regard them critically, he reveals their unreliability. For
example, several characters in V sutoloke function as spokesmen for
various ideologies; Denisov is a democratic idealist, believing in
some distant transformation of society, SaZin is a Marxist and
Gennady¢ is a Populist. The author expresses his judgement of these
— ideologies not by any explicit argument, but by having the narrator
pass judgement on the spokesmen: Denisov is unbalanced and dissatis-
fied with himself (IV,309), SaZin is cold (IV,408), and even the

sympathetic Gennadyé has his limitations:

CepenuMHH y Hero HUKOrna He OHBaJNO: UIHA
mo6uTH, unm HexHasumerh(IV, 408)

Awvare of their shortcomings, we cannot accept any of their views as
truth unqualified; we can trust only the narrator, and it is he who
will ultimately speak for the author's views.

Sometimes the author will discredit characters who speak for
views he does not share by demonstrating ﬁheir ignorance of the
matters they discuss. In Na chodu, the narrator encounters a young"

zemskij nadal'nik who boasts of his knowledge of the Russian peasant

and declares his preference for those "patriarchal" methods of govern-
ment the peasant understands (III,268). To prove his point, he turns
to the peasant Aleksej and asks whether he prefers corporal punishment
to imprisomment; Aleksej takes fright and disappeares. The young man's
inability to win his confidence or communicate with him belies his
professed understanding of the peasant mind and casts ironic aspersions
on the views he expresses. Views of a similarly Populist character are
held‘by the editor to whom the hero of Volk takes his denunciation of
the peasant commune. Here it is the hero who speaks for the author's
view, and his bitter comments on the mir are substantiated by his own

experience of it: it has ruthlessly thwarted all his attempts to rise/
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above his alloted station in life. The editor, on the other hand,
quotes the stock arguments of the Narodniki in favour of the commune;
and we refute them, not only because they are disproved by the reality,
but because his refusal to accept the reality reveals his ignorance of
the true situation. The simplistic language in which he frames his
arguments - =

KpecThaHMH, TOBOpUTE BH, paldoTaeT NJd

Opyrux, ¥ 23TO N0 6GOXECKOMy 3aKOHY Tak

NOJNIXHO OHTH, & OPyrue COCIOBUA DPACGOTaNT

nna ce6a, W 9TO He Goxeckui 3akoH. Tak

BOT M Hano, YTOOH M JpPyrue COCHOBUA
XKUNM NO-GOXEeCKU. (IV, 555)

contrasts ironically with the articulateness of the hero and.points to
the condécension-implicit in the Populist view of the mufik; with the
author we judge him and reject the opinions he represents.

Thus, the author is able to expound his aguments through his
characters and make his judgements explicit in their words. He may
also use them to convince us in less direct ways; by dramatising argu-
ments in their conversations, by creating for them opportunities to
reason their views to each other, he may convey his own views to us
without speaking in his own name. And by making characters the spokes-
men for his views, he may convince us by controlling our attitude to
them, as much as by the arguments he has them present. Thus the author
is able to argue through the "images" of his story, and reveal his opin-

jons without revealing himself.

III
Finally, the aﬁthor may give expression to his views through the
events of his story; he may imply them in the shﬁpa these events assume,
and dramatise them in the actions he relates. He may so structure the

story that it becomes a fable and exemplifies his argument. Thus, as/
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we have seen, Istorija odnoj 5koly is structured to prove that the

teacher's views of education are right, and the opposing views of the
factory manager wrong, to show forth in the story of Van'ka, Amplij

and VarjuSa the conclusion voiced by the statistician at the end of the
story:

HpDaBCTBEHHOE DacTiIeHue ABIAETCH eme
npeuneil s3a cucTemy (III, 245)

Because the story is organised as an expository fable, everything in

it is subordinate to the author's desire to make his point. His
interest in his characters and their actions extends only so far as they
demonstrate the argument; his portrayal of the heroes is thus limited,
and we know nothing of their inner lives, or of the years between
schooldays and maturity, because these matters are not judged relevant
to the author's purpose. As a story, it is therefore seriously flawed;
its characters are reduced to mouthpieces or paragons, its events become
schematic. The author's desire to argue through his story is finally
damaging to the argument itself; because we know little of Van'ka's"
inner life, we cannot believe in him or in his story; and in neglecting
this dimension of his hero, the author leaves open a possibility that
undermines the conclusions he seeks to prove. It is the schoolteacher

who remarks of another of his pupils:

mKOJIa HE MOXeT mepenenarth TemmepamenTta (III, 231).

Perhaps Van'ka's temperament was as much to blame for his fate as his
schooling, and education alone does not meke the man, as the fable
tries to suggest. |

It is not easy to combine fiction and thesis, to answer at once
the requirements of story and fable, and it is more usual for Garin to

convey his arguments in stories rather than fables. Nata%a, Ispoved'

otca and Volk, in which the arrangement of the events leads us to/
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discover the author's arguments, are all in part expository fables;
but it is by engaging us emotionally with his characters in their
experiences that the author seeks to convince us. We agree with
Molotov not only because the structure of the story illustrates his
point, but because we are made to admire him and pity Natada; we
accept the views of the repentant father because we sympathise with
him in his sorrow; we be%ieve the hero of Volk because we identify
with him in his sufferings at the hands of the mir. In a fable, where
characters and happenings are arranged to suit arguments, we see charac-
ters only as devices of argumentation; in a story, where we are involved
with the characters in their situation, the argument emerges from their
actions and relationships and reveals itself in our response.

In many works therefore, we are led to infer from the fates of
the heroes and the trend of the events the publicistic views the author

seeks to convey. In V sutoloke provincial'noj zizni, the experiences

recounted by the narrator lead us not only to particular judgements on
provincial politics, scientific agriculture or narrow-guage railways,
but also the general conélusion about the role of the individual in
society. In their reactions to Kolpin's death, Lichu¥in and Gennadyd

give voice to this theme; Lichufin's wreath proclaims:

OT OOHOTIO XOpPOmErO YEeJOBEeKa M BeCh MMD
nyume nenaetca (IV, 426),

while Gennadyﬁ protests that society cannot be transformed by "kul'-
turnye odinoki" like Kolpin. The implict conflict between these two

views is illugtrated by the changing experience of the narrator, not

only in V sutoloke, but also in Neskol'kovlet. Setting to work on his
estate, he had hoped through his own efforts to improve the lot of those
immediately dependent on him, and make the world a better place for them.

Events, however, gradually convince him that to be of real service to them/
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he must work in a wider way, to improve the welfare of the whole of
society by campaigning for better methods of farming and better means
of communication. At the end of V sutoloke, confronted by further
evidence of the ignorance and poverty in the world, he is forced to
realise how little his achievements mean:

Ia, XuU3Hb, MOJHAA MDPDaKa U yXaCOB...KaKHe-

TO GJIECKM, KaKMe-TO MOJIHUM IIPODPE3HBANT

MHOrZa 93TOT MpaK, HO OT HHUX eme TEeMHee

xpyrom (IV, 505)
Like the narrator, the reader is led by the facts of his career to
conclude that the social and economic broblems of society can be
solved, not by the isolated philanthropy of a Kolpin or the "malye
dela" of a benevolent landowner, but by some profound and fundamental
reorganisation of society on completely new principles, towards which
all individuals must direct their efforts.

Na chodu is ostensibly the travel diary of an engineer travelling
through the Tata: provinces. In addition to the numerous observations
on specific topics, and despite the apparent indirection of his remarks,
there emerges from the narrator's experiences a general "social message".
Surveying the poor harvests of the area, the narrator at first attributes
them to the incompetence of the local farmers. Then one old man tells him
that their seeds were late in coming because communications are inadequate,
and corrects his view:

IJeno Hame MYXUIKO€ C BHIy-TO mpocToe, a

NOHUMATE €r0 HaNO0. JMHEDNUM YEeJIOBEKOM

Hano OHTh, UYTOGH 3TO CaMO [eJ0 COmIOCE (111, 259)-
His words are echoed by the coachman who tells the narrator that the
mufik understands his own affairs better than the barin thinks (III,260).

After he has seen more results of the disasterous harvests, the narrator

recalls the old man's words, and muses:



{1 xoTen OH Oo6namaTh BOJmMEOHOW Cmioit, 4TOO

co6paTh CHAa BCEX yMHeWMUX, 4YTOO yBuUneIH

¥ pemunan, HaAKOHen, 3TOT HE TepHnamua

oTnaraTreilbcTBa GOJILHOM BONPOC HAEPEeBEM (III, 266)
Later again, the narrator is impressed when the peasant Aleksej
declares that the poor should sell their grain for more and buy

their seed for less (III,274); in these words he sees evidence of

the peasant's instinctive knowledge of his muZickoe delo, and com-

pares it wiéh the attitude of the intelligent who knows of freight-

trains and granaries, but cannot see the need for them:

TpycTHHI KanemMGyp: C ONHO CTOPOHH =
3HaHue 0e3 CO3HaHuUA, C ApPYyrod — CO3HAHUE
6es sHaHuaA (IV, 274).

Sharing the experience and the impressions of the narrator, we are
thus brought to share the conclusion they reveal to him. The scenes
and conversations he witnesses show us not only the symptoms of mis-
management and inefficiency, but also their underlying cause: the
ignorance among the landowners of the simple but urgent requirements

of the mu#ickoe delo, the ignorance shared by the young barin who

lives against his will on his estate, by the zemskij nadal'nik, by

the neighbour whose poor harvests have reduced him to bankruptecy, and -
until his experiences changed his view - by the narrator himself.

The events of the story will lead us not only to draw conclusions
but also to adopt attitudes, and sometimes the author will communicate
his views by manipulating these attitudes. As we become involved with
characters, oﬁr sympathy for them is éroused; when in the course of
events they are made to suffer or be unhappy, our sympathy is turned to
condemnation of the persons or factors responsible for their misery;
where this blame rests with Society, its institutions and laws, our
generous anger fires our social conscience, and we voice the author's

social message. Our compassion for the starving peasants in Sotel'nik /
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v _russkoj derevne or for the old soldier in Nemal'cev becomes con-

demnation of the iﬁadequacies of famine relief or of unjust conscrip-
tion laws. Our admiration for the hero of Volk leads us to condemn the
mir that defeats him and the editor who will not believe him. In
Evrejskij pogrom, the sufferings of the Jews at the hands of the rioters
indicts the anti-semtitism that inspired them; in the tragedy of Dim, it
is the legal and social attitudes towards illegitimacy that stand accused,
in the misery of Akulina and her fellow villagers, the whole rural estab-

lishment of commune, kulak and zemskij na¥al'nik is to blame., When

Revekka laments:

HeT TOl (GOpPMH B COBPEMEHHO! Hamell XW3HHU
NpU KOTOPOH MH MOI'JNU OH GHHSHTLCH(IV,595

we are moved to condemn the prejudices and laws which prevent the marriage
of Jew and Christian. When the heroine of Pravda makes her final denuncia-
tion of Society, we are moved to denounce with her the attitudes and forms
which make her the slave of her husband and leave her no escape but suicide.
By thus implying in the fates of his heroes and heroines his view of
the society in which they live gnd suffer, by working on the sympathetic
involvement of the reader ﬁo communicate this view to him, the author
weaves his social concerns into the fabric of the story, and makes his pub-

licism an essential part of his reader's response.

Iv
As Bykov observed, many of Garin's stories touch on many important
issues of topical and universal relevances. Sometimes, in presenting
examples of human unhappiness, he seeks to arouse a humanitarian protest

against social callousness and social injustice, against the

- CIOXHOCTb M 34MNyTAHHOCTHh XUTEUCKUX
OTHOmMEHU

that cause the misery of the illegitimate child, the exiled Jew, the/
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desperate wife. Sometimes, in reflecting the realities he knows

at first hand, he shows the whole neustroennost' of Russia, the chaos

of her agriculture, the inadequacy of her roads and railways, the
sufferings of her peasantry, the lack of proper knowledge and husbandry
among all classes of her population, Sometimes he prescribes for the
maladies he diagnoses, suggesting specific remedies in scientific farming,
railway expansion, social and economic reorganisation. All the opinions
he expresses point to one general view of society, a faith in those human
and humane values which must always pity the unfortunate and condemn the
causes of their misery, a conviction that only "kul'tura™ - technological,

social and economic progress = can bring justice and prosperity to Russia.

Asked for his profession de foi, the narrator of Neskol'ko let declares:

Bepw, uTO xenesHas popora, fadpuka, Kam-
HTANUUECKOEe XO3filCTBO HecyT B cefe camu
KynbTypa, a ¢ Heii camocosmanue(IV, 423).

This same belief is basic to many of Garin's works, and leads him to
champion industrialised agriculture, to praise industrial countries like
Japan and America, to satirise and refute the Tolstoyan and the Popﬁlist
who would reject industrial progress, to espouse the politics of Social
Democracy and its doctrine of social revolution through economic progress.lo
His desire to make these views known to his readers point to a conviction
of the writer's social duty, made explicit in Novye zvuki, where the
prince can move others with his art only when he learns to express in it
the sufferings of the people - which informs all these works in which he
tries in whatever way to argue his views to us,

The "vein of publicism" runs through most of Garin's stories, and it
is strange indeed to find an early critic complaining about his failure to
express definite views and principlesll. He discusses topical issues,

reveals his own opinions, and seeks to colour the reader's view of the

world and society around him. How successfully does he integrate his/
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publicistic "messages" and his artistic "images"? The means of
persuasion we have examined offer the author the possibiiity of
concealing himself in the story and conveying his views through it.

He may present them as the views of the narrator, dramatize them as the
conversations of the characters, imply them through the happenings of
the story; he may hide behind the narrative persona, the persons of

the talp or the tale itself. The more - he relies on the "contributory
effort" of the reader, and seeks to communicate by implication rather
than by explication, the more effective is his disguise, and the greater
his success in integrating argument and fiction. Yet the aim of the
publicist must be to present his arguments as clearly and forcibly as
possible, and this must conflict with the aim of the fiction writer, who
may convey his views only indirectly, in the story he unfolds. However
the author tries to conceal himself, his desires to convey his views
will always betray him in some measure, and show him speaking to the
reader ot sebja. A story in which events too clearly illustrate the
author's argument becomes a weak fable, a character who too obviously speaks
for the author's views becomes a transparentmouthpiece, and the narrator
who is too insistently a preacher becomes too evidently the author's
mask. In many of his stories, Garin must stand convicted of showing
himself too much the publicist.

If the author often shares the faults of the publicist, he sometimes
shares his fate also; his topicalities for the most part have lost all but
historical interest for future generations of readers. In his defence,
howevér,-it can be said that Garin is seldom publicist alone; although
he is not always successful, he usually tries to give his arguments the
form of fiction, to dress them in the shapes of characters and their fates.
Kol'cov is not simply a mouthpiece for propaganda about narrow-guage lines,

but an individual whose feelings about his work, his family and himself/
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engage our interest. The narrator of Neskol'ko let while presenting

his arguments and opinions is at the same time unfolding the story of

his life, of his changing relationships with neighbours and peasants,

of his own doubts and sorrows. In Kartinki Volyni we are presented not
only with an argument for industrial progress, but with the reflections

of a sensitive intelligence on the scenes and people around him. Burlaki
is not only a repo?t on the hardships of migrant labourers and the unscru-
pulous stewards who exploit them, but also the unhappy love story of Gamid
amd Mjalmure. In Volk, the argument against the commune is set within

the biography of one man who tries to escape its hold.

Even where the narrator is obviously the author's creature, he is
given a character and a pafsonality which make him an object of interest
in himself., Where characters function as the author's spokesmen, they
usually function also as persons of the drama, involved in actions and
relationships with other characters. Often they are too involved in
events to speak for more than a part of the author's views, and he must

imply his wider meaning through their words; thus Garin wrote of Burlaki:

BHCKa3HBAaWTCA MOM repou, a He A, U A KaK
aBTOpP BCEH MOCTAHOBKOW BONPOCa MPUXOXY ,
KaxeTcda, K 6OJlee MUPOKO# mporpamue, 4eM
KaxOH#i M3 Moux repoes. Touek Ha i 4«
HUATZE He CTAaBIl.

Where it is the pattern and shape of related events that convey the
author's publicistic intentions, the interest is usually as much in the
events themselves as in the social message they embody. Revekka is not
merely a condemnation of the laws of religious description, but, as we

have seen, a romantie love-story and a moral fable about personal integrity.
Even the densest passages of authorial argumentation may be illumined by
examples that describe human beings in their joys and sorrows; the story

of the village of Para¥ina, with its sick and starving inhabitants, is a
more eloquent condemnation of the system of communal tillage than all the

arguments the narrator of V sutoloke can muster.
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The author is concerned above all with people, and this concern
is the foundation of all the views he seeks to convey. He tries to
convince us by making us care about people and involving us in their
stories, and so he is often able to give his works a value and an
interest that outlast the controversies and debates they reflect and

v
achieve for the status of art. As Komhej Cukovskij has written:

Y l'apuHa Xe He CTaThbM, HU MYOGIUOUCTHUKA,

a cuIbHOe, OpPUTHHANIBHOE XyLOXecTBO. CBOW
XO3AWCTBEHHYW GONb O BCEX M O PYCCKUX
cTpamanmux NOAAX OH BHJIUBAE® B TaKHUe MNOJIHO-
KPOBHHE 06pa3H, YTO BCAKAd CTATha MNOHEBOJE
npeBpamaeTCss y HEro B OENIEeTPUCTUKY « o »
Takyue naM@reTH, BO3BA4HUA M IIPONOBeOM HAMOJ-
HAJNKXCH TOJIMaMU XEeHNMUH, KyHnuoB, ofuuepos,
aKTepoB, MHXEeHEepOB, MYXUKOB, HAPUCOBAHHHX
9HePrUYeCKNM, NEep3KUM, HEeODEeXHHM, CHUJIbHHM
MTPUXOM, HaUYMHANU 3ByYaTh OUaNOru, Inepe-
IaHHHE C apTHCTUUECKOW# UYTKOCTBKH, BCE 3TO
oGnekaysoch ajnermeit, NUPUKOA, IOMODOM - &
nyOnMIUCTMKA Ha rjxasax y uYuTrarens ngg—
Bpamalach B NpPOU3BEJeHUEe NCKYCCTBA.

NOTES

1. we have not discussed these explicitly publicistic articles,
which are listed in Appendix I, section IV

2. Bykov, Kritiko-biografileskij o¥erk, p. V

3+ see Introduction, III, above.

4. Judina, Zizn', p. 65

5. Aristotle, Rhetoric, Book I.

6. the story is echoed in Vokrug sveta, where the narrator tells
Dulong's story in greater detail to illustrate a similar
argument. - '

7. this short passage was censored in the first publication of
the work.

8. BkaV, ODe Cito, Pe v i :

9. see"Russkaja mysl'", 1900, No 4, p. 149

10, cf K sovremennym gobytijam.

11. cf. an anonymous review in "Russkaja mysl'", 1897, No 3, p. 144

12, letter to Ivandin-Pisarev, Nov. 2, 1894; Literaturnyj archiv,

vV, p. 31
13. Gukovskij, Putevoditel' k sdast'ju, "Niva" 1915, No 45, p.873.
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CHAPTER VI:
THE AUTHOR'S VOICE, DIRECT, INDIKECT AND SECRET COMMUNION

CONCLUSION TO PART I -

In the rhetorical view of fiction, therefore, the work represents
the author's attempt to persuade the reader of his judgement of experi-
ence, and in the preceding chapters we have éxaminad the principal means
by which the "author's voice"l — the core of conclusions and values
embodying his judgement - finds its expression in the work. Communica-
tion between the author and his reader is the essence of the literary
work; the writer of fiction must communicate both his story and the
judgement exemplifies, and he must persuade his reader of the validity
of the judgement and of the tale in'whioh it is expressed. It will
always be the author's aim to achieve communion with his reader, tp
converse with him, to shape and direct his attitude towards the workj
and the work will not be complete until it has found its audience and
elicited the proper response from it.

The communion between author and reader may on occasion be direct
and unmediated; the author may address the reader ot sebja. In a few
works he intervenes in footnotes to explain or elaborate on the text
of his story. In Genij, for example, his note proclaims the factual

basis of the tale (IV,561)3 in Karandafom s natury it defines the

precise area of his attention:

: 1 roBOopw O TpeyroJbHUKE, BEepmKUHA KOTODPOro
TouMck, a Gasa — ceno KpuBeuexKoBO Ha peke
O6u, rine Ha3HAUYEH XeJIE3HONOPOXHHUA MOCT
yepes 06, m ceno Taun Ha peke Tomum, Xeyle3HO-
OOPOXHHI MOCT uYepe3 PeKy Toub.(III,4B4)
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In Volk, he recounts an instance of popular superstiition during the

cholera epidemics (IV,543), in Putedestvie na lunu, he refers to an

actual case where official statistics on the famine deaths fell short

of the number of new graves in the village cemetaries (III,456); in
Derevenskie panoramy, authorial footnotes frequently explain dialect
words and expressions for the reader. But such direct authorial address
is rare indeed. In creating his fiction, the author has selected to
communicate with his reader through it, through its "artistic images"
and not ot sebja. He must look for his channels of communication with-
in the story, its events and peoplej it is with these means of indirect
communion that we have here been concerned.

As we have seen, the author may express himself in the fiction
either by finding agents to make his views explicit or by organizing
his materials to make it implicit. The narrator and the characters
who can comment on the events and their significance may function as
spokesmen for the author's voice, and it is to the first-person
narrator, who can talk with the reada¥ and discusg with him the matters
that concern the author, that Garin most often turns in his effort: to
communicate his judgements indirectly. Such a narrator becomes quite
literally a "persona" for the author, a mask which will conceal him
from our view, but through which his voice may "sound through" to us.
By relying too heavily on the narrator to speak forth his views,
however, the author may deteat the purpose of the mask; the reader
will see through the device to the author speaking ot sebja, directly
to his audience, and this will, as Garin himselt saw, weaken the
ploture presented by the work. By working to make his views implicit
in his tale, the author may more completely conceal himselt in it,
and achieve a deeper indirect communion with the reader through the

words and actions ot his characters, the shape and pattern ot his /
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events, the choice and arrangement ot his narrative and stylistic
devices. By manipulating his sense of involvement in the events and

the sympathy he feels for the characters, by playing upon his feelings
and powers of reason, his appreciation of irony and his moral conscious-—
ness, the author may lead the reader to coniribute to the disclosure of
the judgements and values he has made implicit ;P the fiction.

Indirect communion must always appeal to the reader's powers of
interence and rely on some implicit unﬂer;tanding between reader and
authorj the reader must discover the author's intentions from his
"devices of disclosure" and signals of evaluation. Even where the
narrator is obviously an authorialmouthpiece, the reader must recognise
the "implied author™ who has created him and speaks through him. Thus
indirect communion involves a covert direct communion between the author
who dresses forth his judgements in his "images“ aﬁd the reader who
deciphers them. Even allusions within the text of the narrative will
deepen the secret understanding between reader and author, since the
reader will discover for himself the associations and implications the
narrator does not make explicit. When Bortov (in Klotil'da) mentions
- that his father wrote for "Sovremennik" (IV,200), or when the mother

in Radosti £izni recounts her conversation with her small son:

Mama, BH Bce Mapkc nma Mapkc, 2TO yYMHOE
coBO? )
- Ouens, rosopw, yummoe (III, 612)

the knowledge we share with the author leads us to draw the conclusions

he does not express — that Bortov is heir to the traditions of the radi-
cal intelligentsia, or that the mother beloﬁgs to the most progressive
part of contemporary society. Sometimes it is the author's judgements

the reader must piece together from the hints and signals in the narrative.
In V sutoloke, where the trend of events points to the inadequacy of the

"malye dela" philosophy and the narrator unconsciously furnishes proof of it/
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in his own story, or in Babudka, where the reader's own reactions
to the old woman and her actions express the author's judgement of
her, the reader is brought to share the view of the implied author
and supply the conclusions the narrative does not state. Wherever.
the reader through his interences or deductions contributes to the
expression of the author's voice, he participates in a "secret communion"
with the author.

Through this secret partnership with the author, the reader may
sometimes see beyond the immediate concerns and conclusions of the
narrator to the wider values and judgements they reflect. For example,

many works — such as V sutoloke, Neskol'ko let, and Kartinki Volyni -

deal with Russia's economic problems, the inadequacies of her agricul-
ture and communications. I% is only when we view these works together
as a whole that we perceive the general philosophy of progress informing
and uniting them all, the general view of the implied author embracing
the narrower views of individual narrators. S8Similarly, many narrators
comment on the evils of egoism and the virtues ot altruism. In Val'nek-
Val'novskij, the chief fault of the engineer who dismisses the hero is

his "insatiable 'I'" (IV,22); in Zizn' i smert', Kolpin's chief virtue

is the

HeNpOuHOCTH CBOEro cofcTBeHHoro "a" (IV, 68)

The war diarist praises an officer who puts his men before himself

(Marks, VI,127), the narrator of V sutoloke praises a zemskij nadal'nik

who discharges his duties without egotistic self-assertiveness, the hero

of Dva mgnovenija remembers the danger that made him forget himself in

his concern for others (IV,74), the heroine of Pravda reproaches her
husband for his egoism and prays her children will grow up differently

(IV,516)3 for the narrator of Sodel'nik v russkoj derevne, Christmas is

a special time because the source of its joys is



- 180 =

HEe JrOMCTHUUYHHE MHCTHUHKTH OOPBLOH CYWECTBO-
BAHMA, @ PAaJoOCTh M yHOBONBCTBHMEe npyrux (III, 290)

By collating and comparing all these comments, we come to recognise
the author's voice speaking through them all, affirming the author's
belief in the moral value of selflessness. The moral views of the
implied author emerge also when we compare stories like Staryj

cholostjak, Vojcech and Revekka, where romantic love is set against

a superior humanitarian love, or like é;gn'_;_amert' and Ne ot mira
sego, where individuals find their fulfilment in serving their fellow
man. By responding to the devices of disclosure in individual works,
and by comparing the judgements which emerge from different works, the
reader may achieve communion with the controlling intelligence who is
the implied author, and share his vision and his judgement.

Where the guthor and reader are united in understanding, the
author achieves a means of communication that is independent of the
narrator, his ostensible representative in his fictionj he may enter
with the reader into a dialogue from which the narrator may be excluded.
When the author addresses him behind the narrator's back in this way,
the reader may enjoy the irony of understanding the narrative better

than the narrator himselt. In Evrejskij pogrom, the narrator recalls

childhood memories of anti-Jewish riotsand remarks:

BCe 3TO yX€ INaBHO NOCTOSHME Cenoi
crapun  (IV, 641).

For a contemporary reader living in the reign ot Nicholas II and
familiar with such events as the Ki¥inev pogrom of 1903 (which also
took place during Easter), the story might well have assumed a signifi-
cance more topical than the narrato? supposes. At one point in his
account, the war diarist mentions having read his own despatches in

the newspapers:
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4 ¢ TpycTRH 3aMEeTHUJI B HEM NPOMNyCKHU H
moragHBalChk O NPUUMHE: OUEeBUIHO Moe
Hepa36opUNBOE NUCHMO... (Marks VI, 59

The reader may feel that the author is hinting at another more sinister
reason for the omissions — the stringent military censorship imposed on
newspaper reports to bolster morale on the home front., In such cases,
the reader will feel himself at a superior distance from the narrator,
appreciating authorial ironies that escape him.

By establishing such direct but secret contact with his reader,
the author may thus lead him to conclusions and judgements the narrator
fails to conveys and in showing the narrator to be unreliable as his
gpokesman, he may lead us to Jjudge the narrator himself. The ironic
congpiracy between reader and author is here at the expense of.the
narrator, and he, innocent ot this silent exchange, goes on to supply
further evidence of his ignorance and unreligbility. In Klotil'da,
we sympathise with the narrator as he recalls the unhappy story of his
love, but gradually we come to see the cause of his unhappineéa in
certain faults of character and conduct of which is but dimly awaré.
The contradictory nature of his feelings for Clothilde springs'from his
tendency to judge her, not according to her ﬁorth, but according to the
standards of conventional morality. He decides he cannot marry her because
he fears the censure of family and society:

PasBe § MOTy K CBOoeli marepu, cecTpaM, HX

nonpyraM HapsaOHHM, BecCeJlkiM, IPUBE3TH
KIOTUNBAY M cKasaTh: BOT BaM MOs xeHa?

KOHEe4YHO, HET (Iv, 198);
even when his passion is at its height, this fear convinces him that
marriage is impossible. Fearing thé opinions of others, he rebukes
Clothilde for kissing him in front of a crowd of sailors (IV,233);
judging her by outward appearances, he assumes she has no finer feelings

and puts no faith in her love. The reader understands Clothilde better,/
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and understands her pain when at parting he offers her a purseful of
coinsy Sablin attributes her distress to the smallness ot the sum
(Iv,233), and so reveals his insensitivity. Even when he at last sees
the truth ot her love, he cannot shake off the fear of what others may
think of him, and is disturbed by thoughts of how his family will react
to the misalliance (IV,236). Congratulating the hero on his decision

to marry Clothilde, Bortov expresses some misgivings:

Ecnu XBaTHT TBEPAOCTM HamjJeBaTh Ha BCE M
BCH, OyZeTe CYacCTIMBH, €CIU TOJBKO 3TO
BCE M BCHA He CHMOUT yxe B Bac cammx (IV, 235)

The narrator's conduct demonstrates to us that he lacks this firmness,
this ability to defy society and convention and defend his happiness
with the woman he loves. The failings which mar hias character and
destroy his happiness for the most part escape his notice, and we are
led to judge him without his knowledge as an unreliable spokesman for
and representative of the author's views.

In Neskol'ko let v derevne also the reader is led to judge a

narrator who does not speak reliably for the author in appraising ﬁis
own character or drawing conclusions from his own experiences. The
gentleman farmer is at a loss to explain the failure of his noble
experiment, although he is aware that some causes beyond his ken
doomed his efforts from the start (III,104). In his opening remarks

to the reader, he shows himself to be puzzled and disillusioned:

MoxeT GHTH, 2TO OPOUIONIJIO B CHJy MOeiH
HECHNOCOOGHOCTM WM HEeYMeHbA B3ATHCHA 3a
neno, a, MOxer OHTBH, B CUJIy OOmMUX NPUUMH,
POKOBHM O0pa3oM IONXEHCTBOBABUMX BH3BATh

Heymawy. (III, 7)
Despite the narrator's bewilderment, however, the author contrives
to suggest through the narrative what these "general causes" were.
First, we are led to examine critically the assumptions underlying the
whole experiment — the narrator's belief that the re-establishment of
the peasant commune will solve the agrarian problem. His arguments

. themselves are framed in such a way that, to a careful reader, they
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suggest the limitations of his understanding:

«+«B CHJIYy BCErO CKa3aHHOrO, BOIPOC I MEHd

CTAHOBMICH FACHHM... (III, 27)
the failure of his efforts demonstrates the impracticability of the
theory. Secondly, we are brought to look critically on his methods
as soon as he decides to force his scheme on the peasants. He him-
self has recurring qualms about his own conduct, wondering whether
he has the right to order the dissident kulaks to leave the village
(II1,31), and feeling when they return from their exile that he has
driven them from their native land (II1,94). His own policies cause
him misgivings and doubts:

A 6un ON HecmpaBennuB K cefe, ecnu OH He

OroBopuUICH B TOM, 4TO B MOEil NpAMOIWHEH-—

HOCTH, TA&K CKasaThk, C KpecThaHamm, OHBAIX

MOMEHTH W COMHEHHS. I[pE Bceil TBepAOCTH X

HEIIOKONeOUMOCTI, C KaKMMU § IPOBOOUI B

XU3Hb NYTEM OKOHOMMYECKOIO HaBJIeHUA "MX

nons3y", # He MOr He UYyBCTBOBaTh, UYTO IO

ugeT Haleko He TakK TriajKko, KakK OHO

npencTaBualiock MHe B Teopuum (III, 104),

And so, his own comments reveal those flaws in his character - his

prjamolinejnost' and autocratic egoism — of which he is not always

aware, and which contribute to his failure with the peasants. His
behaviour after the burning of his barns makes these faults even more
evidentj possessed by a desire to avenge his loss, he arrests not only
the peasant he decides is guilty, but also the officers of the law who
will not do his bidding.

Finally, the peasants’'in their comments on and reactions to the
landowner's mistakes serve to convey the author's judgement ot him.
Acceptihg his good intentions, they are nevertheless resentful of the
ruthlessness with which he pursues them. At one point they remonstrate

with hims
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3HaMO INA Hac, TOJBKO HmOA CMIy G6OoybHO (III, 71);

and when he continues to force them along his chosen road, they
compare him to the tyrannical serf-owner Jumatov, whom they disposed
of long ago (III,104). Thus we come to see him from their point of
view, as the latest in a series of authorities set over them, to Dbe
endured, and overthrown when endurance becomes impossible3. To them,
his desire to punish the arsonists seems a sintul usurpation ot divine

power. Old Pavel the gardener is the laconic spokesman for their view:

3aueM B36ynrauun Hapon? JbaBONa APABHUTH?

YpAOHUK JeJio OBOpMJI, CTAHOBOM Npuexal H

pasob6pan 6H BCe NO 38KOHY. A HE MO 3aKOHY

co6na3H ONuH. A B NUCaHUM OucCaHOo: "Ame KTO

COGNa3HUT ENUHOTO OT MAJHX CHUX..." [IOMHUMB?

To-T0...Bce ropnuHa Hama..TH ero B3aAI, a

KTO TelOe BnacThk man? Teog cuaa? A ecnum OH

Te6a BO3bMeT? JlaBe-TO Ha TBOe# 6uia, a

ceifluac, MOxXeT, Ha ero CTOPOHY mnepeiineT.. (III, 136-7)
Although he does not realise it, this is a condemnation of the narrator's
whole approach to the villagers, the approach of a despot who seeks to
force his will upon those who are dependent on him. When the arrested
man is later discovered to be innocent, it becomes clear that the land-
owner has been unjust and wrong, and Pavel's remarks are justified.
Another peasant, Frol Potapov, tries to explain to the narrator the
reasons for his failure by telling him a "basen'ka" about a man who,
lacking reins, tethered his horse to the cart by its tail, and was sur-
prised when it did not move (III,107). The narrator dismisses this as
obscure nonsense, but we can see the truth in it: the experiment failed
because it was based on a compete misunderstanding of the case, and,

as Onufriev has written, the peasant's fable

) METKO XapaKTepu3oBall NPUUNHH Heynaqn.4

Thus, the narrative corveys to us those "general causes" of hig /
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misfortunes which elude the narrator's grasp — the basic fallacy
of his views, which do not correspond to the economic realities, the
tyranny of his methods, and the short-sightedness of his view, both
ot the matter in hand and of himselt. As one of the work's earliest
critics has remarked:

310 3aKINYanoCh UMEHHO B TOM, UTO B HeEM

/Pacckasuuxke/ cumel TaKOR seTxgﬁ YenoBeK,
KOTODOTO OH COBCEM HEe 3ameyal.

The implicit judgement of the narrator ottfered in Neskol'ko let

is contirmed and made explicit in V sutoloke provincial'noj %izni.

Here the narrator leaves his estate in the hands of a steward whose
insistance on yvlast' and avioritet sounds as an ironic echo of his
master's past conduct. His contact with the progressive elements in
provincial society opens his eyes to new ideas and spheres of activity,
while thoughts of his unjust treatment of the villagers trouble his
conscience (IV,322). A visit to Knjazevo convinces him that his efforts
to resurrect the commune have failed: a new generation of kulaks has
grown up to replace those he ousted (IV,333). With the "kompas samo-
gsoznanija" his experience ot lite has given him (IV,342), he can now

recognise how far his own conduct was to blame:

f ¢ HOT 0O TONOBH M C TOJIOBH OO HOTI OHJ
KDENOCTHUKOM,. . .51 TamMUJI CBOUX KPECThAH
crepsa B Kakoi-TO CBO¥ paifi, a KOorjma OHH
He HOmJX, WU, BepHee, HE MOTJU W MNpPUATH,
NOTOMYy, YTO P&l 3TOT CYNECTBOBAJ TOJBKO B
Moeil aHTasum, A MM MCTWI, HATrJO Hapymas
BCEe 3aKOHH, IOCATas Ha CaMHe CBAMEHHHEe
npaBa artux jopei (IV, 342)

He stands revealed to himself, like a man who emerges from total
darkness into the full light of day (IV,342); and when he next tries

to help the peasants, he promises:

A He Oyny Bac GONbleé HEBOJNUTHL M
HAacUJIOBaTE (IV, 359).
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And so the narrator passes judgement on his earlier self, and gives
expression to the authorial judgement implicit in the earlier account.

In Neskol'ko let, therefore, the author takes the reader with him

in judging the narrator, and the two are joined in a secret union of
understanding and judgement, As Wayne C. Booth has observed, "to
collgborate with the author is prowviding the source of an allusion or
deoiphering a pun is one thing. But to collaborate with him by provid-
ing mature moral judgement is a far more exhilerating apoft"G. To feel
that he not only shares but expresses the author's judgement, that the
author communicates not to him, but through him — this is the most
intimate, the most demanding and the most rewarding kind of communion
the reader may experience.

The rhetoric of fiction thus embraces the whole of the work and
includes all the devices employed in the telling ot it. It consists
in the sustained manipulation of the reader's sympathies and anti-
pathies, the subtlest as well as the most direct appeals to his under—
standing, the warmest appeals-to his emotions, the whole gamut of styl-
istic and narrative devices that engage his interest in the series of
imagined events and convince him he is watching lite itselt, the strate-
gles that lead him to participate in the discovery ot the author's
meaning. It ranges from the detailed interpretive and evaluative
commentary of the narrator to the single adjective or adverb, from the
carefully-patterned fable to the slightest remark of the humblest
character, from the closely-reasoned argument to the subtlet disclosure
of authorial attitude. The events and characters, the scenes and similes,
the narrative perspective and the mode of presentation, all the parts that
make up the whole of the fiction are selected and arranged with the one
rhetorical and in view: to impose a fictional world on the reader, and

persuade him that the judgement embodied in it is truth.
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NOTES

1. the term is Booth's, in Rhetoric of Fiction.

2, cf Booth, op. cit., p. 300

3. the first chapter of the work, which describes the history

of the village, creates the perspective from which the reader
can gee the narrator as he seems to the peasants.

Onufriev, Garin-Michajlovskij, in U&. zap. Tambov. ped. in-ta,
1941, No 1, p. s 2.8 I

Skabléevskij, "Novos$i i birZevaja gazeta", 1892, No 117, p.2
BOO-th’ ODe Cito, Pe 307.




PART II
THE TETRALOGY

THE AUTHOR'S VOICE AND THE AUTHOR'S PURPOSE
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CHAPTER I: AUTOBIOGRAPHY AND THE AUTHOR'S PURPOSE

The four volumes of the Kartadev cycle represent Garin's
lifet's—work as a writer; work on them spanmned the whole of his
creative lite (from 1892 until his death, when InEenerz was left
unfinished), and for generations of readers and critics, they have
become the

3epHO BCEX ero COUMHeHwU, Ll

the reason why he is remembered and read.

Like any work of fiction, the tetralogy is a rhetorical construct,
organized to convey the author's judgement and to persuade the reader
to accept it. This judgement, the -truths, views and values under-
lying the work, we may term the "author's purpose™j the expression of
this purpose in the work we shall term the "author's voice". The
creative process will always be a search for those strategies of
communication and persuasion by which the author's voice may make
itself heard to the reader, and make known to him the author's purpose.
The work itself is "both barrier and bond"z between author and readersj
the author may communicate with his reader and convince him of his
truths through ita‘lmages“B, but once he has elected to do so, he can
have no access to the reader outside it. He may talk only obliquely,
through the tale itselt, for any more direct communication will
"weaken the picture" he presents. The author's problem is thus to
discover those "images", those events and devices that will give full
but indirect expression to his volce and his purpose, "to communicate
meaning to readers clearly and unambiguously, when the ideas to be
communicated would be more effectively presented in fictive,

symbolic or ironic modes".4
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In our study of Garin's shorter works, we have seen how the
various elements of the narrative may be used by the author to
reveal his judgements and convince the reader of them, and examined
the kinds of communication he may employ. As we turn to consider
thetetralogy, we will see how the various means of persuasion - the
devices ot the author's voice - are made to serve a single purpose,
and ﬁ;w the narrative, its people, its events and its language are

arranged to communicate and embody a general, overall judgement of

lite.

The source of the material for the tetralogy is, as it is in
many of the shorter works, the biography and personal experience
of the author himself. Many writers have found the four volumes

5, seeing in them

a rich source of information about Garin's life
an "avtobiografi¥eskaja letopia'"G, and tacitly accepting
PchorZevskij's conclusion that, in the life ot Karta¥ev, Garin
had set down the facts of his own life.7 The author's own

declaration:

B JlercTBe Tems BH NpPOUTETe MHOTO MHTEDEC—
HOTO M3 MOEN XU3HMU..,.TaM HET U TEHU
BHMHCJIa, # BCE pacckasal 6e3 yTalKWh...

U 6e3 DPUCOBKU,

seems to justify such a view. Is the author's purpose then
autobiographical, and is it his intention to record in his work
fhe facts of his own lite?

Judged as the biography ot the hero, the tetralogy is seriously

incomplete. Detstvo Temy begins only when Tema is eight years old,

and describes only a few memorable inclidents in his life between
that first unhappy day and the death ot his father, some five years

later — the rescue of his dog, his betrayal of Ivanov, his / ses
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failure in the examinations. Whole years are summarized in a

few words -

npomen rox...(I,105) eme mpomen rog...(I,110)

and the experiences of a childhood are condensed into a few scenes.
Gimnazisty takes the story up some three years later, when Tema has
entered the sixth class (I,2Ol)9, and is in his‘sixteenth or seven—
teenth years. Here again, only a few happenings — the newspaper

venture, Berend ja's suicide — stand out from the

cepoe Mope rumzasuueckoi xusHu(I,260)

as the years pass. Christmas comes (Chapter V) and with it a new
year; Easter comes, and with it the examinations for the seventh
and final class. The volume ends some two years after it beganj
Tema is seventeen or eighteen, and has finished school. Studenty
continues the narrative after an interval of a few months, just
before the hero leaves for St Petersburg and the University; in
the original text he celebrates his nineteenth birthday before
his daparturalo, but in the revised version we have no such exact
information about his age. The volume ohron;clas the main inci-
dents of his life over two years, until he returns from St Peters-
burg, disgraced and diseased. Infenery begins some years later,
when Tema is twenty-five (II,236); his syphilis is cured and he
has graduated as an engineer. We follow him as, within the space
of two years, he finds success in his new profession and happi-
ness in his betrothal to Adelaida Borisovnaj; the account finishes
some months before the wedding, when Kartadev goes to
St Petersburg to further his career.

Any bilography must summarise and condense the small, rout-

im events of everyday lite to concentrate on the more interasting/...
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‘happeningss but the biography of Kartalev — at least as it stands -
passes over whole years in silence, and neglecis some ot the most
important periods in his life. We know nothing of Tema's earliest
éhildhood, and nothing of his early adolescence (the years between
Detstvo Temy and Gimnazisty); we do not know how Tema was cured of
his disease, how he was reconciled to his mother, or how he spent
his later years at the Inatitut911; these "missing years" m&ﬁt
remain a closed book for us. And so, while the tetralogy sketches
the outline of the hero's life as he grows from schoolboy to
student to engineer, it is not a full biography.

By the same token, the work cannot be regarded as an accurate
record of the author's biography. Tema Kartafev and Nika
Michajlovskij have much in commonj both were sons et generals,
brought up in Odessa (the city is mentioned by name only in
Iniener!) by strong-willed mothersj both were unsuccessful students
at St Petersburg University and transferred to the Institute of
Communications, both served in the Balkans during the Turkish
campaign. General Kartafev and Aglaida Vasil'evna no doubt owe
much to General Michajlovskij and Glafira Nikolaevna, and Adelaida
Borisovna is clearly modelled on NadeZda Valerievna, who has her— *
self remarked upon the gimilarities between themlzj it is likely too
that other characters in the novels are based on the schoolfriends, |
teachers and engineers Garin met in the course of his 111913. We

have already observed that avtobiografizm — the use of the facts

of his lite as material for his writings - is a distinctive feature
of many of Garin's works, and the following schema shows the relation—
ship between the lite of the author and the lite ot his hero through-

out the four volumes:
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YEAR EVENTS IN GARIN'S LIFE WORKS BASED ON THESE EVENTS

lﬁ53 Born
1863 Starts school Detstvo Temy
Schoel in Odessa Gimnazisty
1871 Starts university
1872 Transfers to Institute Stcdenty
Convalescence in
Elizavetgrad
Apprenticeship Na praktike
1878 ' Graduation Xenelye jjus)
Bessarabia Infener
1879 Engagement
Marriage
1880 Surveying in Batum Dva mgnoveni ja
1882 , '
Gundurovka Neskol'ko let v derevne
1886
| Surveying in Urals Variant
1890
L Gundurovka V_sutoloke provincial'-
18I6 noj Zizni

Had Garin lived to continue his oycle up to the time of the

14, it is probable that it would have continued to

Japanese war
follow the shape of his own lifte.

But this general correspondence is not to be taken as proef
of the author's aufobiographio intention. If he included in his
story many of the facts of his own life, he excluded many also -
his early childhood, his illness and convalescence, his experi-
ences as an army engineer. If he pertrayed real people from his .
own life, he took pains to conceal their identity; his hero is
not Michajlovskij, but Kartadev, he has not two brothers, but
one, his sisters are not Tat'jana, Zinaida, Anna and Varvara,
but Zinaida, NataSa, Mar'ja and Anna, his fiancee is not Nade%da

Valerievna but Adelaida Boriaovnals. In the absence of proof,

we cannot be sure of the degree to which the story is/ ...



- 193 -

“autobiographio"; we cannot assume that Michajlovskij contracted
syphilis as KartaSev did (although this is possible), or that
his sister was an active revolutionary as Manja was (and this is

unlikely). Thus, when Cukovski j declares:

B cBoeM JleTcTBe TeMH u300pa3us OH ce6a16

or when F.D. Batjudkov asserts that Kartafev is Garin's glter

e o%Tue do well to remember the warning of D.N. Nikoli¥:

OTOXIECTBJIATE &BTOPA M TepOs Haxe B .
aBTOGUOTPABUUECKO! MOBECTU HENb3He L0

We do well to remember too that Garin has eschewed the form of
autobiography, the first person narrative, and has thus separated
himself from the talej the story comes to us as a gtory, not as
the reminiscences of a man looking back at his own life.

For all its aviobiografizm, therefore, the tetralogy is net
an autoblography, but a fiction in which a selection of facts from
the author's own life have been given a new form as the life-story
of anotherj it is an example of what has been called '"that essen-
tially Russian form of imaginative autohiogrgphy“lg. Any biography
or autobiography must involve "a deliberate selection from the
multifarions incidents of a life"zo. In an "imaginative autobi-
ography", the incidents are selected in accordance with some
artistic purpose, and arranged in a fioctional design that will
make the purpose plainy it is in this selection and arrangement
that the author's voice makes itself heard.

Garin has thus sifted and reconstituted the facts of his lite,
and "fictionalised" his own biography for a purpose. As a recent
scholar has pointed out, the best autobiography as a purpose more

profound than the recording of a life storyj it is "a ooherent/...
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shaping ot the past", it "imposes a pattern on life, constructs
out ot it a coherent atory“zl. Looking back on his lire with the
knowledge he has since gained, the writer seeks to discern some
meaningful pattern in it. This was no doubt Garin's motive tooj
he sought in his story to discover the meaning of the past and the
truth about himself. Impressed by the warmth and simplicity of

Detstvo Temy, Bykov felt the story was in part an "avtorskaja

ispoved'"zz. We must not assume that the tetralogy is literally
Garin's confession, but part of the intention behind it is certainly
"contessional™: the experience ot Artemij KartaSev is a reflection
of the experience ot his oreator. As Tema grows up, his story
becomes the story ot his search for himself, and for an ideal that
will show him how to live as he feels he should. This vision of
the ideal remains with him even in his darkest hours in Studenty;
and in InZenery, the new lite he discovers brings him closer to

the end ot the search. In KartaSev's moral quest, the author has
perhaps depicted his own. Nikolid has suggested that the tetralogy
was the result of some personal moral crisis which had given the

author some new perspective on life, and a new view of its purposezB.

In Studenty, Kornev tells éartaéev that a writer is one vho has come
to understand life, and who seeks to communicate this understanding
to others (II,131-2)24; the implication is that Garin wrote the
tetralogy to share his moral vision with the reader. A letter
written to his fiancee shortly after their engagement throws some

light on the inner moral change that may have been the source of

his new knowledge:

lipexne f cTapaJica HOelaTh 3aBucdmee OT

MeHa Mo6po, TBEPAO YBEDPEHHHIl, UTO JOOU
CTOAT, LUEHAT ¥ MNOHMMAKWT LeJjlaeMoe MM, Maso-
noManxy s NpOJOoIXajy nenaTh Hno6po, HO BCe
Gonee u Oonee yGexnaschb, UYTO JIOAM HE CTOAT
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3TOTO ¥ HE OLEHAT...MHE XajJb CTAHOBUJIOCH
3TUX JIOONIEK, MOMJIOCTEH KOTOPHX M He-
TOOHHI 3TOU3M — TrIJAaBHHE NPUUUHH UX CTpag-
aHuit, OOHUM CJIOBOM, A IepecTaBal JIOUThH
noneit, a BMECTe ¢ TeM ¥ caMOro cebg, u
TaKk Kak MCTUTH, LenaTh 3JI0 — BCE 3TH
KauecTBa He B MoOeil HaType, a CO3HATEJNBLHO
nenaThk NOOPO IPM TAKUX B3TAALNAX CTAH-
OBUTCA OECCMHCIIEHHHM, TO ¥ BHXOOWUT, YTO
A of6pekan cefsa TakuM 06pPas3OM Ha Kaxkoe-
TO raynoe 6ecCO3HATENbHOE CYLEeCTBOBaHUA
yeJjloBEKa, CO3HApmero OOHO ¥ MNPOAOJ-
Kaomero OeJIATh IOpyroe.

From this false position her love saved him:

TH cHOBa, CHJIBHEE UYeM KOrOa-HUOYLb,
BO3BpaTHUJIa MEHA TaKUM OODaA30M K XU3HU...
TH Jajna MHe Bepy B cefe, Uero y MeHd
npexne OHJIO Mano, Tenmephk A XOUy XUTH OIS
Tela, TPYOUTHCA, IeyJaTh AOOGPO U NpuU-
HOCHUTH MONB3Yy JNNAAM, JNKWOA M Xajlesa UX.

f1 Bepw B cefa — 3Ty Bepy B CBOM CIOCOG—
HOCTHU K TDPYLYy Iajlx MHE ONHT, a Bepy B
nomef ¥ B CBOM OTHOWEHUT K HUM BO3-
BpaTuia U naja MHe TH,

In perﬁonal happiness and in work, Garin found that sense of
direction which enabled him to escape the prose of lite, ita
po¥lost' and egoism, and showed him how he might live and work
for others. In his tetralogy, he tried to show forth the truths
his own life experience had taught him; KartaSev too finds the
meaning of lite through love and work.

The work is therefore "autobiographical™ in this deeper
sensej the life of Kartadev is an image, not for the author's
life, but for his search in life. It is an attempt to convey

the coherent pattern he sees in his own experience.
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The "imaginative autobiography", as has already been suggested,
is a distinctive genre of Russian literaturﬁ, appearing in such
forms as the "semejnaja chronika™ and the "avtobiografideskaja
povest' o detstve". Beginning in the eighteen-fifties with

Tolstoj's Detstvo (1852), Otrodestve (1854) and Junost® (1857) and

Sergej Aksakov's Vospominanija (1856) and Detskie gody Bagrova-
vnuka (1858), the tradition continues into the twentieth century
with Gor'kij's trilogy (Detstvo, 1913-4, V_ljudjach, 1914 and

Moi universitety 1923) and works like Korolenke's Istorija moego

sovremennika (1906-1921), Andrej Belyj's Kotik Letaev (1917)
Aleksej Tolstoj's Detstvo Nikity (1921) and Ivan Bunin's Zizn'
Arsen'eva (1927-30). The common theme of all these works is the
personality whose development through the years of childhood and
beyond they depicty in his character and in his experience of the
of the world around him, this personality has his origins in the
author's view of himselt. The motives and purposes behind Garin's
tetralogy are in part those ot the tradition to whioch it belongs.

D.N. Nikolié has suggested twe kinds of intention and method
which distinguish the writers of this tradit;on; some, like
Tolstoj, concentrate on the inner development of the child, and
depict the formation of his temperament and moral consciousnessj
such an author makeshis account a psychological document. Others,
like Gor'kij, depiot the child's fate in the outer world, and the
influence on him of an environment that is often hostile. For
them, the tale becomes a social document, an indictment of society,
a powerful means — as Garin himself showed in Dvorec Dima - of

exposing and attacking the evils and injustices of the world:
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TAK B CBO€ BpEeMA OCYmMEecCTBIANa NOBECTh O
IEeTCTBe CBOe OOmMeCTBEHHOEe Ha3HAueHue -
ocymecTBIsna nelicTBeHee, HEXENU MHOTUE
IpyT¥ue JNUTEepaTypHHE XaHpH, MNOCKOJBKO
epesioMiaia NOPOKM BOJULETO COUMAJLHOTO.
CTPOR CKBO3EL TDPATW3M XN3HM HeTeit.<

The difference between the two "schools" of autobiographioc
writers is one of emphasis, since both aspects ot the child's
development must ococupy any author who turns to the genre, and
Nikolid's account is an oversimpliftication ot a rich and varied
tradition; but the general distinction between the "moral-psycho-
logical® and "sooial" purposes is valid. For Nikoli$, who tries
to trace a general progress from the Tolstojan method towards
the Gor'kij method, with its greater possibilities for "socialist
realism", Garin's work stands at the crossroads of the iwo tend-
encies. Like Tolstoj, he was moved to set forth in the story of
his hero the story of his own moral development; arnd like Gor'kij,
he sought to criticise the social environment - in particular, the
system ot education in home and school — that caused the hero's
gutferings and downfall. The genre permitted him to study and
record the changing shape of the hero's mind as the experiences
of litfe leave their mark upon it, and to follow his moral progress
as he moves from ignorance through despair towards happiness and
fulfillment. It enable.d him to show how Tema and his friends are
in a sense victims of an education and an upbringing that fails to
equip them for life. As KartaSev grows older, he becomes more aware
of injustice in the world, and ot the need to combat it; he develops
as a sooial being also. Thus, Garin's purposes are psychological,
moral, social and "confessional™j tracing the development of his
hero in his inner life and in his relationship with the world around

him, he untolds the pattern ot his own life - and the pattern ot/,..
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human life in general, as the individual develops through the
formative years of "initiation and education in life“ZT.

On this general level, the work has the character and the
purpose of the classical German Bildungsroman, which since Goethe's

Wilhelm Meister has depicted the education of a hero by hias own

experience of the world. The world becomes "une ardne, un terrain
d'exercise ou l'homme se fortifie contre les revers de la fortune;_
les aléas de la Vie“zag as one student of the genre has remarked:
"La controntation du héros avec son milieu: voila le Bildungsprinzip
goethian"zg. This principle operated in Garin's tetralogy also:
Kartasev's story is that ot his controntation with the world about
him, the history or his edqcation as he makes his way throqgh lite.
The theme of education is a central one in these volumes. In
the 'eighties and 'nineties, the debates which always surround this
subject were particularly intense, and in the pages or "Russkoe

bogatstvo" alone there appeared works like Lesgaft's Semejnoe

vospitanie rebenka i ego znadenie (1886, Nos 9-11; 1887, No 5),

James Sully's Psychology and Education (1887, Nos 1-9, appendices)

and Bernard Pérez' Systematic Investigations into the Psychelogy of

Children (1891, Nos 9—11)30, all concerned with the influence on the

developing ohild ot his enviromnment. Detstvo Temy was viewed by many

contemporary readers as a contribution to the general discussion.

F.D. BatjuSkov declared:

/moBecTr/ CTOUT 1EJIOFO TPaKTaTa Mo
nenaroruu,

and Skabidevskij saw in the story of Tema's childhood the

6oprba OBYX NemaroruyecKux cucTeM. 32
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fhe two systems are represented on the one hand by General Kartasev
and Tema's headmaster, who regard discipline as the aim of education,
and resort to physical punishment to instil it in the child, and on

the other by Aglaida Vasil'evna, who has a more liberal view:

ecnu /pe6eHOK/ nenaeT TrIYyNOCTH, MAIOCTH,

# TO HOeJlaeT TOJBKO MOTOMY, UTO HE BUIUT
OyPHO# CTODOHH 23TO# WANOCTU. JKABZATH EMy
9Ty IOYDHYKW CTODOHYy, He C CBOeit, KOHEuHO,
TOYKM 3PEHUS BB3POCJOrO UEeJIOBEeKa, a C ero,
meTckoii, He cela y6eIuThb, a ero yO6eOuUTh,
3aneTh CaMonwbue, OMNATE-TAKMU ero HOeTCKoe
camonwbue, ero ciaadyw CTODOHY, CYMETh
OOGUTHCHA PTOTO — ?OT 3agava NpPaBUILHOTO
BocrnuTaHusg, (Is 18

Tema's career illustrates the effects of the disciplinarian view;
in its desire to discipline him, the gimnszija neglects his moral
development and so contributes to his future unh;ppineﬂa.‘ In
Inzenery, he is saved from his plight by a second education,
learning from his work the knowledge that enables him to steer a
new course in life.

The author's purpose is "pedagogical™ in two sensesj in a
general way, he seeks to show how far the child's development is
determined by his education, aﬁd how only anleducation based on

33 4n

true knowledge can equip him with his kompas samosoznanija

life. More specifically, he seeks to expose the evils of a
particular system ot education, that of the tsarist gimnazija,

with its rigid disoipline, arrid curricula and incompetent teachers.
The harshness and intlexibility ot the system gradually destroys in
its pupils ftheir enthusiasm tor lite. Garin's story condemns, as

Pomjalovskij's Oferki bursy had condemned three decades before, an

inhumane system of education and its tragic effect on human lives.
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Just as Tema cannot develop in isolation from his histerical
and social background, so his stery cannot be told without reference
to this wider setting, and the author®s purpose becomes in part
historicale References to historical events are scattered thropgh—
out the four volumes: the passers-by who meet Tema as he walks naked
through the streets are amused at the plight at this sone of the
"Hungarian hero" (I,115), and General Kartadev himself, describing
his war-time experiences to his family (I,189), aliudes to the
Hungarian Uprising of 1849°%: we knmow that the story takes place
gsome time after this. Gimnazisty begins with the schoolboys dis-
cussing an imminent war (I,202), and ends with the educational reforms
that transform the gimnazija — the new eighth class, the increased
emphasis given to classical languages, and the general tightening of
discipline (I,444ff). We know that Tema and his friends leave school
the ysar the eighth class is introduced, and that these "reforms"
were introduced by Count Dmitrij Tolstoj in 1871, and so we are able
to date the events of the novel, which opens in 1869 (the anticipated
war being the Franco-Prussian contlict of 1870). In Studenty, events
in the outer world have little impact on Kartaﬁev's lite, but the
riots at the Technological Institute in which his friend Lario is
arrested (II,181) set the novel in the 'seventies, when such disturb-
ances were increasingly common. In InZenery, whafa the hero becomes
more aware of the life or his country, historical events come more
to the fore. Kartadev's first experiences as an engineer are set
against the background of the Russo-Turkish War of 1877-8, and at
the end ot the story (as it standis), Manja meets her brother in
St Petersburg to tell him she has joined the new "Narodnaja volja"
group, the terrorist orfshoot of the "Zemlja i volja" movement which

came into being in AngBt, 1879 (II,519)35.
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From these few historical facts, we can construct a chronology
for Tema's lifej and if we assume that he is exactly the contemporary
of his creator (i.e., in his twenty-seventh year at the end of
Inﬁenerz), we can see again how clogely his experiences correspond

to Garin's:

EVENTS IN GARIN'S EVENTS IN KART- HISTORICAL EVENTS

YEAR

LIFE ASEV'S LIFE REFERRED TO
Born 1853 (Born)
8 years old 1861 Detstvo Temy
: begins

Starts school 1863 Starts school

2nd class 1864 2nd class

3rd class 1&65 3rd class -Ivanov

4th class 1866

5th class. 1&§7

6th class 1868

Tth olass 1869  6/Tth olass Rumours of war
~Gimnazisty

Finishes school 1870 Finishes school

- Starts university 1871 Starts university Tolstoj's reforms

Studenty

Transfers to 1872 Transfers to

Institute | Institute

Elizavetgrad

Starts work - 1878 Starts work Balkan Wars
-InZenery

Engagement 18%9 Engagement "Narodnaja

(April) volja"

However, the comparison illustrates also the incompleteness of

the tetralogy as a record of the years it encompasses. The Emanci-
pation, tﬁa Great Reforms of the 'sixties, Karakozov's attempt on
Alexander II's 1lite (1866) and the ensuing "white terror", the
Ne%aev scandal of 1868-9, the "choZdenie v narod" of 1874 - all
events which made the greatest impression on the intelligentsia

of the time, and of which Garin and his readers would have béen
well aware — find no place in the narrative. The tetralogy is

not an historical novel or a chronicle of eventsj; rather, it is

an attempt to sketoh the intellectual history of Russia as it/
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‘is mirrored in the developing consciousness ot Artemij Kartadev.
Garin does not stress the chronology of his happenings, but refers
only to a few events, relying upon the reader to draw the necessary
s inferences about the epoch of the story. Occasionally a footnote
specifies the period more exactly, but the purpose of these inter-
polations is seldom so straightforward. For example, when the

narrator appends the following note to the scene in whioch Tema is

bullied by the headmaster:

Npomy YuTaTens UMETHh B BUAY, YTO DPeub
unet? o rUMHA3UA B ornaﬁfﬁnoe BpEeMH, T.C.
20 ner Tomy Hasap (I, 69 -

The reader may detect irony, and conclude that the gimnazija of
today is not as different as the narrator seems %o imply. It is
the reader who reconstructs the historical background from the
few indications given by the author. The idaological views
expressed by various characters - Moiseenko's Pisarevian utilit-
arianism, Satrov's slavophilism and populism, Ivanov's and Manja's’
revolutionary terrorism, Savinskij's urbane Marxism, the "malye
dela" ideas Kartafev himself espouses — are sutrficient to give an
idea of the intellectual climate of the time. And so the tetral-
ogy becomes the portrait of an age.

Against this hisforical background, Karta¥ev becomes the
representative ot his generation as he makes his way through the
contusion of ideologies in aﬁ increasingly repressive atmosphere.

In his preface to Istorija moego sovremennika, Korolenko wrote:

f NUmy He MCTOPUI0 MOETro BPEMEHUu, & TOJBKO
' MCTODHUI ONHOW XMBHM B ITO BpeMsa, U MHE
XOueTCs, UTOGH UUTATENH O3HAKOMUIICH
npenBapuTeIbHO §6Toﬁ npu3Moii, B KOTODOHU
OHO OTPAaxXaJioCh.
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In depicting the moral, intellectual and social development of
Artemij KartaSev, Garin has given us a prism through which are
reflected the history of an epoch and the fate of a generation.

N. Vorob'eva has written:

B cBoe#ti Terpanoruu, H., I'apuH pasBepTHBAET
nepen uYUTaTeNeM CyYNbOy IOKOJIEeHUS MOJIOLEeXHM,
UCHHTHBAWMEro Ha cefe TAXEJNH MOpabHHI
rHeT CONLMajJbHOTO CTPOA LApPCKO# Poccum,
Kax JlercTBO TeMH, Tak U Noclenywmue

YacTM XPOHUKM BO MHOTOM 8BTOOUOT DAPMUHH.,
[loBecTBys 0 ce6e M O CBOMX GIM3KUX, H.
T'apuH BOcco3maeT U OCGOGMEHHYKW KAPTUHY
KM3HM 1[€JIO# TDYNNH DYCCKONX MHTEJJINTEeHT-
HO#t Monomexu 60-70x u Hauana 80X rOmOB
MUHYBIIETO CTOJNETHUS 3

and other critics too have noticed this "generalized" dimension
of the work. Whatever their attitude to Karta%ev, mest critics
have seen him as a symbol of his generation and its fate; and
the very titles of the volumes - "the schoolboys", "the students"
and "the engineers" seem to stress the representative status of
the chéracters they portray. How faithfully Garin has painted the
picture of his age may be seen when we turn to the memoirs of an
actual schoolboy and student of these years, V. A. Haklakong.
Of the "tolstovskaja gimnazija", he has written:

ee xXepTBamMu OHIM BCerjma Ipeycnesumue,

> IIEePBHE YUEHHUKU,. OHM NIOTOM MEHblle JIEHTHAEB
OK&a 3hHBaluCh npncnocodnenm K XU3HU.

Surely this characterizes the tragedy of Kornev, Ryl'skij, Berendja
and Kartadev himself, whose high promise remains unrealised and
whose talents run to waste when they enter the wider world.

Looking back on his generation, Maklakov writes:
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Y Hamero MNOKOJIeHUSA He OHJIO MIelHHX
Boxneil, He OniO BepH: 6uio "3Haume" u
"ckenTunusam"..MH Ha BCe TIfgNeNu TIJ1a3aMu
CKEINTUKOB, [IOMHK Inwmeil, B KOTODPHX OHIAa
Kakag-TO XaxkIoa BO 4TO-TO '"mosepuTsr", u
KOTOpHE MpeaMeTa BepH He HAXOIUIU, i

We can surely recognise Artemij Kartasev herej and to this extent the
tetralogy becomes a historical doocument, the intellectual history of
a generation, a "celaja epopeja"42.

. . .

The chronicle of Kartagev, his family and friends is thus a
many-sided work, and the purposes of its author are multifarious.

It is in part a crypto-autobiography, a fictionalised version of the
author's life-story in which is depicted his personal moral and
gspiritual quest, in part a fictional biography of the Bildungsroman
type, tracing the moral and social education of the here as he con-
fronts the world around himj it is partly a study in child psychology,
. partly an indictment of an unsound and unjust system of education,

and partly a roman a thése in favour of an alternative system; partly
an expose of the gimnazija of the 'sixties and ‘'seventies, the por-
trait of an age, the story of a generation trying to find its own way
of life.

But the general, overall purpose of the work is surely to be
found in the literary form it has been given. Whatever its affini-
"ties with the autobiographic genre or the Bildungsroman, the tetral-
ogy is first of all a work of prose fiction. Judina has claimed
that Garin did not write novels "in the exact sense of the word"43,
but offers no justification for her vigw, and if we accept a broad
definition of the term - "the form of written prose narrative ot

considerable length, involving the reader in an imagined world whioh/
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'{a new because it has been oreated by the author"44 - we must regard

the tetralogy as a novel. If, as Judina suggests,

HaMepeHUe INpOCJeIUTh B COOTBETCTBUU C

= OCOOEHHOCTAMMN U TPeOOBAHUAMU I3IOXU MCTOPUK
dOopMUPOBAHUA, ILYXOBHOTIO DPA3IBUTUA JIUUYHOCTH,
Cynb0y UeJIOTO IMOKOJIEHUA UHTEeJNNIUT eHUUN
onpemenuio ofpameHue aBTOPa K XAHDPY
6uorpafuueckoy MOBECTH,

what intention prompted Garin to set forth his chosen sequence of
events as prose fiction in the first place? Surely his aim was
again to

- 0006mMUTE TapUHCKUA PAKT,

to construct from his own life story a generalised picture that
would not only outline the history of his generation, but also
express his vision of life, to create from it an imagined world
in which he might show forth those truths of human experience
his own life had taught him, The true relationship between
autobiography and fiction is perhaps best expressed in the nar-
rative itself, when Kartadev's first literary efforts are des-
cribed:

OH mnucan o ce6e u o [Mauxkom. Ho Kak-TO

BHXOIUJIO, YTO 3TO BHJI HE OH U HEe
MankKuit. 611:118)

In writing about himself and his own life in this "obkirnaja
avtobiografija"46, Garin is writing about life in general.
Kartaliev is a representative of his generation, but he is also a
Irepresentative ot human experience, and in the story of his for-
mation, degenerafion and resurrection we have depicted, not only
the history of Russian youth at the end of the nineteenth century,

but also the universal search of all generations as they struggle/

t‘
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against themselves and the world to find an ideal to live by. This

is the moving purpose of the work, and to its unfolding all the

devices of the author's voice contribute.
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CHAPTER II: STRUCTURE AND THE AUTHOR'S VOICE

The selection and arrangement of his "sequenge of imaginary
happenings"l, as we have seen, forms the basis of the author's attempt
to give expression to his purpose, to shape and direct the response of
his readers. Ot the processes ot selection we can know iittle; we may
only point to the general similarity between KartaSev's life-story and
Garin's biography, or to occasional parallels between the incidents
depicted and events in other novels of childhood and youth. Like any
author writing in this genre, Garin must draw his "factg" from the
universal stock of boyhood experiences, and we will sometimes find in
his sﬁories echoes ot comparable worksj for example, the episode in
which the schoolboys tease their drunken teacher (Gimnazisty, Chap. IV)
and found their own newspaper (ibid, Chap.V) both recall scenes from

Ivan KuS8evskij's novel Nikolaj Negorev (1871). But we can never know

which facts Garin has borrowed from his own life or which he has
invented, or why he has included some biographical facts and excluded
others. However, the arrangement of the events in their fictional
structure reveals to us the author's rhetoric at work. He must dis— .
cover that structure that will at the same time unfold his events with
due emphasis and effect and make their meaning clear. By studying the
gstructure of his narrative, we can see how the author has worked to
engage and control the reader's interest, and how he has sought to

embody his purpose in the action ot the story.

One writer has remarked: "the common structure ot accounts ot

childhood is given by their common theme - growing up"2. The /



- 209 -

structure ot the Kartagev gycle is given, not only by the hero's
growing up, but by the continuing story ot his lire beyond child-
hood: the four novels are organised as the chronological record of
hig lite. The "plot" that unifies the cyle is the biography of
Artemij Kartakevs by following this plot as it is developed through
the four volumes, we may see how the events have been arranged to
have their calculated eftect, and how they have been organised within
the general biographical structure to serve the expression of the

author's voice.

P ¥

The plot of the hero's lite-story in Detstvo Temy is, as has

been suggested, "episodic" in character. The narrative strings
together the most memorable incidents in Tema's childhood, isolating
them from their context of lesser events, and presenting them as
conseéutive episodes. There are ten such episodes:

1. The "unhappy day". Tema destroys his father's flower and after
a day of misbehaviour is beaten.

2. Tema rescues éuéka from the well.

3. Tema gets into debt with the shopkeeper Abrumka, and lies to
his mother to get the money.

4. Tema takes revenge on a butcher who has wounded his self-esteem.
5. Tema loses his new school uniform when he is tricked by an old man.
!

6. Tema's first day at school ends in expulsion when he falls victim
to Vachnov's trick.

To Tema is terrified by the headmaster into betraying his friend
Ivanov.

8. Tema tries to sail to America with Danilov and Kasickije.

9. He fails in his examinations and tries to commit suicides then he
takes the examination again and succeeds.

10, Tema's father dies.

All these episodes are linked by Tema himself, and by their place in the

gsequence ot his experiences. Sometimes, consecutive incidents are oloaely/
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related in timej the rescue of Zubka (2) takes place on the night

of the "unhappy day" (1), and Tema begins school (6) one week after
the loss of his uniform (5); sometimes, wider tracts of uncharted

time separate incidents which in the narrative follow on from each
other. A year passes between the incident with Abrumka (3) and the
incident with the butcher (4), and another passes between this and
Tema's first day at school. Sometimes, different episodes are con-
nected by relations ot cause and effect; Tema's betrayal of Ivanov (1)
is the ultimate cause of the abortive expedition to America (8), since
he is trying to escape from the unhappy memory of the affair; his prep-
arations for the journey prevent him from studying for his examina-
tions , and thus cause his failure and his attempted suicide, which

ig an attempt to punish his parents for their condemnation (9). Thus,

in its structure, Detstvo Temy is a succession of episodes connected

gometimes by proximity in time, sometimes by causal links, but always
by their place, one after the other, on the continuum of time that is
the hero's life. We might represent this diagrammatically, using a

gingle line to denote the passage of time, and spacing events along it
according to thairlproximity t0 each other, and arrows to show causes

leading to their results:

1—2 3 4 56 (s b T [
one one one one
day Ll year year week 7 ? days 7

There is no overall chain of cause and effect that embraces
all the episodes, no confining time-structure which brings events
to a head and demands an outcome, and their is no climax or resolu-
tion to which the events inevitably move. Thus the novel does not
conform to the rasskaz structure found in many of the shorter narra-

tive works (see Part I, Chap. I). The events ot Tema's childhood/
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move in a linear, not a mounting progression, along a time-scale
which continues beyond the limits of the story; the principle of
construction at work is that of the chronicle.

This is not to suggest, however, that the movement of events
is directionless or uninteresting; the episodic structure has its
own metho s of creating emphasis and climax. As we have seen, a
writer will define the significance of his related events by using
the cbntrasting narrative modes of scene and summary; in a similar
way, the author who unfolds his tale as a string of episodea arran-
ges it according to "a scale of subtle gradations stretching from
the specific to the integrated"j. The important events are made
specific, presented as episodes and scences, while the minor hap-
penings are integrated into the narrative commentary that links
the episodes and makes recﬁrd of the intervals between them. Each
epigsode in Tema's story is in fact a focal point in his career,
dramatised as a scene or series of scenes to stand out against
the background of his growing up. The connective narrative summary
dépicts this background, marks the steady passages of time, and
takes note of events peripheral to Tema's story - such as the
gradual onset of General KartaSev's fatal iilness; which is des-
cribed in a single paragraph (I,194).

The chapter "Naemnyj dvor" (Chap. V) shows the technique at work
in miniature. It encompasses more than a year of Tema's life, but
dwells only on a few scenes and incidents. First, Tema's parents
agree t§ let him play with the children on the yard next door; next,
we have a summarised account of his new past-times and friends, and
a scene in which Tema horrifies his parents with a story told him
by his new companion Geras'ka. There follows the chain of scenes
showing Tema's dealings with Abrumka; when Abrumka needs the money to

pay for his wife's funeral, he threatens to tell the General of Temis debt;/
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Tema gets the money from his mother, pretending his motives are purely
charitable, and pays the shopkeeperj but after a few days he confesses
hig deceit to his mother. A year passes, and the next_acenqs unt'old

the story ot the butcher who saves Tema from a mad bully Tema is insulted
by his rough manner, and throws stones at the man to avenge himselfj he
is scolded by his mother. Whole months are thus compressed into a few

scenes which stand in relief against the unspecified events of every

day.

The episodic structure of Detstvo Temy arranges a few iﬁportant

events from the hero's childhood into a linear structure in order to
convey the shape and rhythm of his life over these years. The structure
ot the work throws emphasis onto each successive episode, each new link
in the continuous chain. As each episode is untolded betore us, its

own internal structure becomes more importants it must be organised to
produce that impact required by its place as a focal point in the story.
The individual events of which each episode consists are bound together
by causal links which give it cohesionj Tema is punished because he has
been naughty, he loses his unitorm because he was foolish enough to
believe the old man's flattery, he betrays Iv;nov because he is over-
whelmed by the headmaster's bullying. These constituent incidents are
usually arranged to mount to a climax which is the crux of the whole
episode. Thus, Tema's betrayal ot Ivanov or his attempted suicide comes
as the culmination of the events leading up to them - ?acnnovfs crime and
the headmaster's interrogation, or the examination failure and the sharp
words of Aglaida Vasil'evna. We might represent the events of the "unhappy

day" thus:
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where a stands for the broken flower, b for the ride on the horse,
o for Tema's rudeness to Fralilein, d for his theft of the sugar, g
for his beating, the climax of these events, f for his bath and g for

his confession to his mother; or the incident with Abrumka thuss:

d
7
b/c_\e‘
s g

a

*

where g is Tema's first promiseof payment, b his second, ¢ Abrumka's
reqﬁest for the money, and his threat %o go to the General, d for Tema's
lie to his mother (the focal point), e his payment to Abrumka and f his
confession.

Each episode thus contains its own climax, and it is from this inner
gtructure thatthe drama of Tema's story proceeds; each incident in the
gtory has its place in the mounting sequence of events that marks a
new crisis in his development. Each episode is a dramatic structure,
whose events lead us to participate in the little dramas of Tema's lite.
At the same time, the place of each episode in the narrative leads us to
consider it not only as an event in itselt, but as a turther stage in
the hero's development; and here the expitmanf gained from watching
events move towards their climax is replaced by another kind of excit-
ment, as we see the hero grow through the events ot his lite.

And so, the structure ot the story underlines the signiticance ot
each happening in Kartaéev'g lites it also produces a certain pattern as
episode follows episode. After he is punished by his father, Tema finds
gsolace in making a full oonfaasion to his mother and receiving her for-—
giveness (I,85); after he has deceived her about hisg debt to Abrumka,
his conscience gives him no rest until he has admitted his lie (I,106).
After his encounter with the butcher, Tema again tells his mother every-

thing (although here he is less contrite - I,108-110); and after he/
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betrays Ivanov, he finds comfort in a further confession which thus
emerges directs our attention to the central concern of the authorj

the nature ot Tema's misdeeds — the results of pride, cowardice and
untruthfulness — and the fact that he always knows he has done wrong
indicate the interest in the hero's moral development, and the impulse
that leads Tema to confess to his mother atter each misdemeanour reveals
_to us that in this moral development, Aglaida Vasil'evna plays a crucial
role.

11
The same episodic principle of plot-construction is to be observed

in Gimnazisty, where we are presented with a series ot scenes from
KartaSev's schooldays. Again, a single chapter exemplifies the tech-
nique: "Gimnazija" (Chap. IV) depicts the general routine of school

life by presenting a sequence of individual scenes. We see how Kartafev
tries to make fun of the literature teacher Kozarskij, and is humbled
by his reproot'y then we observe a lesson with the popular history
teacher §atrov. He hag transmitted to his pupils his own enthusiasm for
his subject, but the inspectors are displeased by their lack of factual
knowledge, and he now enters the classroom witn their criticisms in mind.
He punishes Kornev when he attempts their customary familiarity, but is
restored to his normal frame of mind when Kartafev delivers a lucid and
lively account of the crusades; Satrov is heartened by the results of

his lébours. Finally we consider VozdviZenskij the Latin master, and
witness the scene in which the schoolboys take advantage ot his drunken-
nes to stage a mocking celebration ot his engagement. Carried away by
the hilarity, Kartadev is openly rude to "Mitja", and the class fears the
teacher will report themj but nothing happens, and thereafter Mitja's les-—

sons go on as before. These few representative scenes characterise the

atmosphere of school lite, while the passages of summary connecting them/
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suggest an endless succession of similar scenes, the background
against which they stand out as specitic examples. In the original
"Russkoe bogatstvo" text, where these incidents are depicted as ocour-
ring one arter the other on the same day ("RB", 1893, No 2, Chaps viii-
xi), we have no such impression of the continual passage ot time. In
Gimnazisty as a whole, the narrative summary which notes the advent of
the seasons, the transition from class to class, and a host of minor
events and circumstances serves to mark the continuing march ot time,
while the selected dramatized episodes interrupt the flow and arrest
the narrative to have ug consider the decisive moments in the hero's
career.

These moments are not always the emotional and moral crisges

depicted in Detstvo Temy, and they are not always the centre of

attention; the episodes in Tema's career are set within a framework
of episodes and events which involve other characters also. Separating

the story of Kartasev from all the other narrative strands, we might

roughly summarise it thus:

l. Tema is dissuaded from joining the navey.
2. He falls in love with Manja Korneva.

3. He becomes a member of Kornev's group, and at his mother's
- insistence invites his new friends to a party.

4. He contributes fto the schoolboys' newspaper.
5. He argues with his mother.

6. He cheats in the examinations.

T« He loses Korneva to Ryl'skij.

8. The Kartafevs go to the country.

9. Tema courts Odarka without success.

10. After a quarrel with his mother, Karta¥ev and Kornev return to
town.

1l. Tema quarrels bitterly with his mother. /
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12, He becomes the lover of Tanja the maid.

13. Tanja becomes pregnant.

14. Tema passes his final examinations.

Again, each episode is at the same time a link in the continuing chain
of events that is KartaSev's biography, and a separate, partly autonomous
incident, otten representing a whole complex of eventsy causes and effects,
For example, the party at which Aglaida Vasil'evna meets her son's new
friends (3) is the outcome of her efforts to bring about the introduc—
tion; it results in Tema seeking further independence from his mother,
in his new view of himself as an adult, and in Kornev's attraction to
NataSa. KartaSev's bitterest quarrel with his mother (11) is the climax
of a growing discord that has its origins in his desire for independence,
and in her desire to intluence his litej more immediately, it is the out-
come of the events on the estate, where Aglaida Vasil'evna fears that her
gson and his friend have sgtirred up the discontent of the peasants. The
quarrel is precipitated by a disagreement about the room Tema is to sleep
in, and by his rudeness to Zinaj; its climax comes when Tema storms out
of the house and in a blind range sinks his teeth into his arm. Soon
he returns to apologise, but the results of the quarrel go far deeper,
contributing to Tema's profound dissatisfaction.

A comparison with the original text snows how Garin has in later
revisions reworked the episode of the schoolboys' newspaper (4) in
order to introduce the structure of cause and effect that gives it
shape and meaning as an incident in itselt. In tné tirst version, the
incident is not developed beyond KartaSev's decision to write an article
on the harmful effects of studying dead languages. The revised text
takes this decision to its conclusion and describes the publication of
the newspaper, Kartadev's pride in his contribution and his dismay when

his mother and his friends pass it over in silence. The effect of tbe/
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ingident is the humiliation KartaSev feels, and he spends his spare

hours in furtive composition, trying to prove his own abilities. The
episode in which Tema is caught cheating by the headmaster (6) also shows
how the author has developed and restructured events to recreate the
episodes of his tale. The early text reports only that Tema failed in
his Latin examination ("RB" 1893, No 3, 110-111); in the work as we now
have it, an entire scene describes how he was discovered copying the
answers from his exercise-book in the history examination; the headmaster
flung the book to the floor, and the humiliated Kartafev had to retrieve
it (I, 296-8). The episode, dramatic in itself, shows yet another cause
of the discontent and dissatistaction that mark Katabev's attitude to
his lite. Thus each episode engages and sustains our interest and
contributes to the continuing story ot the central character and his
development.

The episodes in Kartafev's lite-story are linked not only by their
sequence in the narrative, but also by their theme, by that aspect of
the hero's development to which they relate. In these years of adoles-
cence, Kartafev's growing up is seen in two areasj in his attitude
towards and experience of home and school, and the increasing complexity
of his emotional lite. Each episode illustrates his growth in one or
another of these areas. On one hand, Tema's story is one ot increasing
conflict at home — particularly with his mother — and at school. We

might set out the episodes relating to this theme thus:

; [ MU, SN . SO, |, S, |, O ||

The story begins with a dispute over Tema's career; he wants to join the
navy, but his mother disapproves and implies that his duty is to remain
with his family; with a feeling of self-sacrifice, Tema agrees to stay at
home (1). As he grows closer to Kornev and participates more fully in

the lite ot the Krujok, he dritts further away from that tight—knit/
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family circle his mother seeks to maintaing the party (3) is her
attempt to bring his friends under her scrutiny, but her son chooses to
spend more and more of his time away from home. Mother and son disagree
over Berendja's drunken protegés (5)3 Aglaida Vasil'evna is dismayed by
her son's association with such derelicts, and by the new interest in
wider social issues it betokens. School is bearable for Tema only because
of the ;ompanionahip it otfers, and the incident during the examinations
(5) illugtrates the bitter frustration he feels under the oppressive
weight of its discipline. The visit to the country brings freedom from
school but more family conflict, and, blaming him for the dissatisfaction
among the peasants, his mother insists on an eariy return to town (10).
The quarrel that ensues (11) shows how deeply Tema resents the power his
mother can still wield over him. His collapse in nervous exhaustion
after the final examinations (14) shows the strain school has imposed
on him, and reveals to his mother the extent of his sufferings. BEach
of these episodes shows how the hero grows more and more unhappy with
the life he is forced to lead, and each new conflict illustrates his
desire for freedom and independence; the final scene is thus the outcome
of the preceding years of clashes and disagregments.

The episodes which mark the development of the hero's emotional

lite can be summarised as follows:

2 T 9 12 13

After his first meeting with her, Tema decides he is in love with Manja
Korneva (2), although he never makes an open declaration of his feelings.
With dismay he notices her growing attraction to Ryl'skij (I,298), and
when he sees the two so obviously enjoying each other's company during
the river outing, his conduct becomes outrageous. When Manja cont'ides
the secret of their engagement to him (7), it is all he can do to offer

his congratulations. The visit to his mother's estate awakens memories/
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of the peasant girl Odarka, and, convincing himself that he loves
her, he proposes marriage, only to be rejected (9), and at length
he recognises the folly of his passion. His thoughts now turn %o
Tanja the maid, who he discovers is the mother of an illegitimate
childy he suspects that his mother knows the trend ot his thoughts
when she insists he change his bedroom (and so precipitates their
quarrel — 11). At length, excited by a visit to the theatre, Tema
| becomes Tanja's lover (12).- Some months later, she tells her mistress
that she is going to bear Tema's child (13), and is sent away; the
matter is never referred to again. These few incidents, each aris-
ing out of the other, thus show the hero develop from a lovesick
schoolboy to the sexually aware youth who fathers an unkmnown child
by his mother's servant.

The story is therefore held together not only by the time.
structure supplied by Kartafev's life, but also by a thematic
structure which groups together various events into two unfolding
themes. A further factor for cohesion is the casual links which bind
the two themes together. Tema's emotional life is shaped by his chang-
ing relationships with family and school, and his sense of frustration
and repression in this enviromment finds its outlet in his sexual
awakening; his mother's desire to control his life piays its part in
bringing about the liaison with Tanja she had sought to prevent. And,
ot course, the two aspects of his lite are intertwined in his develop-
ment from childhood to youth.

The effect of the structure ot the story is again to focus our
attention on a few incidents and on their significance in the formation
of the hero. The meaning of the pattern that emerges from these events
is the development of the individual in his relations with otherss the
patterns or conflict with home and school, the repeated search for an
outlet for pent-up emotions merge together in the pattern of the adoles-

cent discovering himselft.
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III

The plot of Studenty is again a sequence of eplsodes which
represent and summarise the general trend of the hero's life over a
number of years. However, since these evens fall into several succes-
sive cycles, the principal element of structure is no longer the single
episode, but the string of episodes which together delineate a new
phase in the hero's development and bring about a further change in hb
situation.. Incidents are now related not only by their succession in
time or their contribution to a common theme, but by the turning-point
to which they lead the action. Each new phase in KartaSev's story
~ comes as the culmination of the episodes preceding it.

The first phase in the further adventures otf Kartafev takes him
up to the moment when he walks out of his first lecture, convinced
of his own stupidity. It begins in hope as he looks forward to and
prepares for lite in St Petersburg, and reaches its climax in the
scene at the station, where he is torn between his love for his mother
and the fear that she will prevent his departure. It continues in .
hope as he surveys the university and city, and ends in disillusion as
he worries about his finances and broods on his own inability to under-
stand the lecturers. In the second period of hig St Petersburg life, he
goes with Kormev to visit a revolutionary group, but is repelled by their
animosity and decides to approach lite without any preconceived ideas.
He stops attending classes and befriends §ackij, and gradually falls in
with his idle way of life. He moves into Sackij's rooms and borrows
money from him, but soon their life together loses its appeal. It is
Kornev who urges Kartasev to reform and begin life anew.

Thus thé third phase begins. KartaSev resumes his studies changes
his lodgings and turns to serious literature. He writes a story, but

at Kornev's suggestion he studies more to improve his knowledge ot life./
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He writes a second story, and, feeling he has discovered his path in
life, takes it to a publisher. It is rejected, and his despair is
deepened when he fails his examinations on the same day. Once again,
Tema decides to make a fresh start, and a new stage in his life beginsj
he transfers to the Engineering Institute, works hard and distinguishes
himself in the entrance examinations. With this success behind him, he
returns home, and on his way back meets the beaﬁtiful Rachil'. His
fleeting affair with her marks the start of another phase. On his
return to St Petersburg, his enthusiasm for his new life is forgotten;
he returns to his old haunts with §ackij and their friend Poveneznyj,
becomes the lover of Verodka, and the foe of the "red" students in the
Institute. This way of life continues until suddenly he discovers he
has contracted syphilis. And so begins the sixth and final phase in
Kartasev's life as a student. Thoughts of his disease and almost
certain death bring him to contemplate suicide, and it is with difticulty
that his uncle persuades him to seek a ocure in the warmer climate of the
south. Thus he returns to his mother, who is already broken by the news
of Manja's arrest; she is unable to conceal her disgust, and, angry

and resentful, he leaves home, determining to cure himself or to die.
(In the first editions of the novel (1895,1896), KartaSev's story is
continued: he is sent by Dr Dvoridenko to the Crimea, where he joins

the army and contracts a further disease; Nata$a nurses him béck to
health and then dies herself)4.

We might summarise the shape of the plot in its various stages

thus:

I 1T III Iv v VI
hope— search— _a new start> _a new start®,decline® disease
disillusion”idleness” dashed hopes/rRachil' /’zdisaase departure
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: Each phase is the outcome of the precseding phase - decline is

followed by an attempt to start afresh, which in turn is tollowed

by disillusion and a new decline - just as, within each phase,

each incident follows logically on from what has gone before.

Sometimes chance takes a hand: it is chance that Karta¥ev selects one
of the three examination topics he has not preparedj sometimes, others
intervene in his fate: it is Nerudev's coachman Semen who brings him
together with Rachil'. But in general, the plot is a sequence of
causes and effects, and KartaSev's decline is the result of his own
actions. Nowhere is this clearer than in the symbol of this decline,
his disease. Whatever the source ot intection (most probably the
actress Veroéka), the disease by its very nature must be the result

ot KartaSev's own actiony this is the most significant difference
between the revised version and the first published text, where the
disease is named as consumptions. The diagnosis of syphilis, because
it is so sudden and so final, comes as the climax of the novel and
marks the nadir of Kartasev's career, but it is not the climax of

the events as a whole. It is the result of a single event, and only
indirectly the outcome of the whole chain of events that lead to Tema's
downfally it is not the final, cumulative issue of the events ot the
novel. For, although events lead on from each other in time and logioc,
there is no ultimate direction in Tema's progress, and his disease is
had_luck, not an inescapable conclusion. And in this way, the structure
of the novel parallels the meaning of the story it tells. Throughout
Studenty, the hero moves through lite without a definite goal, some-
times not even looking for one. His search is unconcluded, brought to
a halt by the accident of his illness. .The narrative, which moves
forward in time, but reaches no resolution, mirrors his fate — a fate
which is mirrored too in the recurrent pattern of the events. Digil-
lusion follows hope, a search ends in aimlessnessy a fresh start in

disappointment, a new career in despair; every phase underlines the

pattern of decline.
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Inenery remains incomplete, part of an unrinished whole, and
therefore we cannot know the final shape of the author's design in it.
Yet as the story stands, it has a structure which distinguishes it
from the preceeding volumes: its texture is denser, and the events 1%
records move towards a definite resolution. Tﬁe incidents recounted

_are more numerous and closer to each other in time, especially in the
latter half ot the work, where scenes and actions from the hero's
professional lite follow on from each other in rapid succession. The
emphasis here is on the specific happenings, rather.on the continual

.passage ot timej the hero is shown to proceed from action to action,
and we seem to be following him more closely. The plot of the story
is more closely-knit, and this gives the events direction; we feel
there is some end to which they move as action follows action.

The two thematic strands in Karta%ev's story as it is here
untolded are his rapid success in his new-found profession, and his
growing love for Adelaida Borisovnaj each new action marks progress
along one of these two axes. Kartafev finds his vocation by accident,
when Si%kov urges him to give up his post as his uncle's agent and
_finas him a place as a surveying engineer. Beginning as a lowly
foreman, Karta$ev makes swift progress, and after a few months becomes
.Sikorakij's assistant in a new construction project. .He rejects the
offer of a contract, and devotes himselt entirely to his work, taking
great pride in each new achievement. He is sent by the high-ranking
Savinskij on a mission to Bucharest, and is thereatter appointed assis-
tant divisional supervisor to Masickij. After his success here, he is
promoted %o be supervisor of the Trojanov Val r;ilway, which he trans-
forms within a few months into a model of order and efficiency.

The story of Tema's love for Adelja begins when the first meet.

Believing himself unworthy ot her, and remembering his past, he rejects/
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suggestions that he marry her, and they parte. But the vision of
her remains with him, and his sister Manja urges him to propose.

At length he sends her a letter of proposal from Trojanov Val, and
rushes back to Odessa to become engaged and plan their future together.
On both axes, the events move towards their olimax and their

completion. As soon as Kartafev discovers his feelings for Adelja,

we look forward to their marriagej as soon as he embarks upon his new
career, we look forward to his success. Thus, the events themselves
require and prepare us for a resolution. The apotheosis for Karta%ev
comes on the day he entertains the Governor General at his station and
receives Adelja's acceptancej his success is:-recognised, his happiness
is assured, and so the two strands in his story reach their climax, the
climax of his life to date.

However, the structure of the novel is complicated by certain
incidents which work against the general movement of events towards
their satistactory conclusion. Tema's professional success is marred
by the Savel'ev incident, which causes him much soul-searching and
reveals how much he still has to learn: although he knows he is in
the debt ot the bankrupt contractor, he feels he cannot help out of
his predicament, and his intlexible attitude is partly responsible for
the man's suicide.

'Mistakes" also threaten the eventual happiness of Kartafev an&
Adelja. Deciding he cannot he.worthy of her, Tema consoles himself

with Darja Stepanovna, the telegrafistka, and even proposes marriage

%o her. When he is refused, he swears fidelity to the still inaccessable
Adelja (II,459) - but within a few weeks has become the lover of a
Rumanian lady during his visit to Bucharest. Even after his engage—
ment, he comes dangerously close to a flirtation with an attractive
travelling-companion. Such incidents are obstacles in the path of

Tema's progress, reversals which introduce dramatic complication into/
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his storys as he moves forward, he must struggle against these
setbacks, against his own mistakes.

The two strands of the plot are in fact closely interwoven,
tied together by causal relations. It is Tema's success as an
engineer that gives him confidence in himself and persuades him
that he might after all hope for happiness with Adeljaj significantly,
after his first day's work, he feels f;r the first time that she might
become his wife (II,330). And it is the image of Adelja which, despite
his transgressions, is ever before him, that spurs him on in his labours.
A full analysis of the volume's structure musttherefore take into account

the ups and downs of its plot, and the intertwining development ot its

themes:
I CAREER
' 10 —12
4~ ?
4N/

/ \\7

1
IT LOVE

N

1. graduation 7. Savel'ev affair
2. meeting with Adelja 8. Rumanian adventure
3. new job 9. promotion
4. first successes _ 10. Apotheosis: recognition and
5« promotion acceptance
6. Darja Stepanovna 11. Engagement.

Although these two themes move towardstheir conclusions and bring
the events of the novel to an issue, the story remains open-ended.
Tema's departure for St Patarsburg points to the future trend of events,
and shows that he has reached only the first step in his new lifes we

know he will marry Adelja and find new challenges in his profession./
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The turning-point in his life described in Infenery is only the first
of many experiences through which the author intended to bring his

hero to his ultiﬁate goal. As it stands, the fourth volume depicts

the first phasé in the career of Kartafev redux as he moves through

lite towards the new objectives he has discovered: fulfilment in work,
happiness in love. His life has at last acquired a direction, and the
Ipattern ot the story, which snows events moving towards their conclusion,
reflects this.

In all four volumes, therefore, it is the continuing story of
Kartadev's experiences that dominates the narrative, amd gives it its
Tormy; as we follow his progress from episode to episode, from phase to
phase, we come to discern the shape this progress is taking. By depict-
ihé a few "uzlovye momenty"6 in his life, the guthor focusses our atten-
tion on this continuing story; by showing, in the final volume, the end
to which Kartasev is moving, the author gives the whole story its direo-
tion, and makes the chronicle itself an image for the life: it depicts;
at laaﬁ we see the goal to which Tema has been moving ever since thgt
first day.

v

The story of the hero's life and progress is not the only one told
in these four volumes. As he moves through life, Tema comes into contact
with other people, and these people too have their stories, which are

untolded before us. Even in Detstvo Temy, where our attention is largely

limited to Tema's experiences, we are aware of other lives being lived,
other stories untolding. Aglaida Vasil'evn;Ishares the joys and sorrows
ot her son's childhood, and his experiences arepart ot her experience.
Tema's eldest sister Zina also has her share in the events recounted,

and her childhood is part ot the background ot her brother's story.

The two "sub-plots" here begun span all four volumes. Throughout/



KartaSev's career, his mother shares his experiencesj she tries %o

keep him by her when he strives to be independent, she watches him

go off to university with apprehension and hope, she is crushed when

he returns degenerate and diseased, she takes pride in his professional
successes, she rejoices in his happiness with Adelja. She lives through
the experiences ot her other children alsoj Natasa's death overwhelms
her, Zina's unhappiness distresses her, Manja's revolutionary activities
appal herj in her old age, she finds n;w life in looking after her grand-
children. Zina's story develops independently of Tema's, but from time
to time interweaves with it; remaining aloof from her brother and his
friends, she marries Nerudev while Tema is at universityj he hears of
her unhappiness and visits her when he returns home on holidayj; it is on
her estate that he meets Rachil' - who has been her husband's mistress
(IT,197). After his graduation, Tema visits his sister again, and saves
her from attack by her husband. Her marriage finally destroyed, Zina
leaves herchildren with her mother and goes to Jerusalem, where she
eventually becomes a nun. In her last letter to her family, she urges
Tema to marry Adelja.

In Gimnazisty, Tema's horizons are much wider; he seeks the
companionship of his contemporaries, and their atori;; thus enter into
the chronicle or his experiences. Kornev, Semenov, Berendja, Ryl'skij,
Darsier, Moiseenko and Gorenko all act out their own stories, many ot
which are continued into the third volume as they, like Karta¥ev, seek
a new lite in the capital. Thus we follow Kornev through his school-
days and beyondj he is the intellectual leader of his classmates, he
becomes Tema's friend, and is attracted by Nata%a. In St Petersburg,
he becomes a medical student, and is for'a time peripherally involved
in a revolutionary circle (an incident related at gfeater length in
the earlier text); he has an affair with his landlady's maid, he urges

Kartasev to leave §acKi§ and change his way of litej gradually, he losea/
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his early idealism and fades from our view, and on his last appear-
ance in the novel he joins Karta$ev in a drinking bout (I1,212). His
sister Manja also figures in her own sub-plot; the unconscious object
of Kartafev's affections, she is attraote& to Ryl'skij, and becomes
gsecretly engaged to himj; but Byl'skij goes abroad after his expulsion
from school, and the marriage never takes place. She is surprised when
_Kartaéev confesses his love just before his departure for St Petersburg -
and when (apparently as a result of the author's lapse of memory) he
makes a second declaration before his departure for Bendery (II,289);
then she too sinks our of sight. The path of Gorenko also crosses that
ot Kartaéév at dirferent periods in their lives. Aglaida Vasil'evna
thinks she is in love with her son (I,4585 Tema also comes to this
conclusion in retrospect — II,225), but in St Petersburg, Tema hears
she has married Moiseenko, Kornev's revolutionary cousin. She visits
Kartadev when he is looking after éackij, after her husband has been
exiled (in the 1893 text she helps Kartalev and his friends to nurse
S8ackij)j and when they meet for the last time, she is preparing to ‘
join Moiseenko in Siberiaj she urges Tema to leave home and find his
own way out of his predicament.
More gecondary stories are unfolded in Studenty; for example,
Tema's friend Lario becomes involved with the prostitute Surka and
_ tries to help her rival, Katjaj he moves into éaokij'a rooms and
squanders his money, and is arrested for his part in the student
disorders at the Institute. In Inzenery, our interest is again
fixed for the most .part on the central story of KartasSev, but the
experiences of Sikorskij, Darja Stepanovna, Borisov, and of course
Manja and Adelja all interweave with it.
The tetralogy is thus a mass of secondary story-lines, relating
the aotions and experiences of those who are involved in KartaSev's

lire, organised as sequences of causally-related events which orten/
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mount t0 their own climax. Thus the story of Berendja (in M)
culminates in the tragedy of his suicide, the outcome ot two sets of
incidents. First, Berendja becomes involved with Fros'ka, a maid in a
neighbouring household, who at her lover's instigation exiracts money from
the schoolboy by telling him she is pregnant. Berendja soon overhears the
lovers in conversation and discovers the deception, but promises to help
Fros'ka. When her lover robs ;nd murders her employers, the girl flees
in panic, leaving a blooa—atainad suitcase by the sleeping Berendjaj

it is discovered by his landlady, who summons the police, and Berendja

is arrested for murder. He kills himself betore the truth is discovered.
The second sequence of events leading to this denouncement concerns
Berendja's search for a philosophy of life. He spends the summer
holidaya reading and considering various systems, evolving his own
idealistic view of the world. When he hears these views echoed by
Satrov, he is elated, and ehen he hears the teacher has been dismissed,
his indignant outburst leads to his expulsion. Dejected and downcast,
Berendja finds no support from his friend Vervickij, and seeks solace

in the company of the two drunkards. .In the morning, he is awakened by
the police, and the memory ot his despair and the hopelessnsss ot his
position prompts him to contess 40 the murder and hang himself. His
suicide is thus the result and climax of two interrelating chains of
causes.

The various narrative strands weave togethef as character meets
character and path crosses path. In the original Studenty, a whole
complex of interconnected sub-plots centres on the character Gonda,

a neighbour ot Kartafev's in his new lodgings. He is the son ot a
wealthy peasant who studies privately because he lacks the necessary
documepts to enter university. Tema attends his birthday party and
meets his friends Liberman, the engineering students Cholmskij and

Skra¥evskij, and the unpleasant Choljava, who seduces Verodka the/
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maid (later to be Kartabev's mistress.) Through Kartasev, Cholmski j
meets éurka, with whom he falls in love. Thay plan to get married,
" but JLEluz.'ltca is killed when a stray spark from the locomotive “holmskij
is driving sets alight to her dressj; Cholmskij kills himself in remorse.
Gonda tries to comfort his friend's family, accompanying them to Monte
‘Carlo, and falls in love with his sister Vafvara. Her mother agrees to
the match on condition that Gonda takes his degree, and so he procures
forged document from Choljava. The fgrgery is soon discovered, and
-Gonda is expelled and imprisoned. On his release, he returns to Monte
Carlo to risk his fortune at the tablesg, and shoots himself when all is
lost. Thus the divers stories are knit together by the relationships
-that exist between the characters. The sub-plots are linked also to
the central unifying story of Kartafev, untolding simultansously with
it and occasionally intersecting it. Thus Berendja's story and Karta-
Sev's run parallel for a time, and the same scenes and charaoteré figure
in both. Karta¥ev plays his part in the events that lead up %o Berendja's
death — he visits him on the evening before, hoping to cheer him up, but
finds him out just as Berendja's misfortunes have their effect on Tema's
development.

The episodic, picaresque structure of the central story provides
unlimited opportunities for the introduction of such secondary narrative
strands; as Kartasev makes his journey through life, there is no limi£
to the number of people he may meet, and no limit to the adventures
that might befall them. The loose chronicle form seems able to accom—

modate any sub-plot the author may wish to untold, and Elpatievskij noted

ot InZenerys:

/fioBecTr/ paszmsuranach Bce mADE, BCE
pocla B CBOMX pasMepax.d
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" But the more narrative strands there are, the more the attention of
the reader is disperséd among them, and the less it is focussed on
the central story of KartaSev's litej the result threatens to be

that rasplyvdatost' ot which an earlier reviewer of Gimnazisty
complainadg. It he is to keep his main story at the centre of our
attention, the author must ensure that the sub-plots are subordinate to
it, and justity their inclusion by having them contribute to it. To
the early critics ot Studenty, it seemed that Garin had lost control
ot his sub-plots, and lost the main story-line in a tangle ot second-
ary intrique, The profusion of incident destroyed the unity of the
work — already suttering from serial publication and the irregularity
ot the instalmantslo - and detracted trom whatever merits it had.
Surveying the intertwined stories ot Kartadev, Gonda, Lario and their
friends, one critic noted:

BTODOCTENEeHHOEe Da3BuUTO B ymep6 raasHomyll,

and Nikolaev concluded that Garin waw using his sub-plots to revive the
flagging interest of his readerslz. If we consider the first versigns
of this vélume, we must surely agree with themj; the story of Gonda ana
his acquaintances occupy too large a place in-the narrative and push
Karta¥ev's affairs into the background, the story of Surka and dholmskij
has no bearing on the central plot, and the event contrived to bring it
to a conclusion, the sensational deaths of the lovers, show the pri-

1 —
nl4 gome critics have

dumannost'13 and the "nedostatok &uvstva mery
complained of.- But we should remember that in subsequent editions
Garin eliminated much of this superfluous material: in the definitive
text, Surka disappears quite naturally from view, and Gonda and his
friends do not even appear. The secondary narrative strands that

remain are theae because they serve the telling of the central story

in some way. The stories ot Berendja, Lario, éackij, Kornev and/
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Sikorskij show the paths Karta¥ev might have taken, and thus throw
into reliet the distinctive aspects of his career and character.
He does not despair ot lite like Berendja, he does not give himselfr
up to debauchery like Lario or éackij, he does not abandon his search
in lite like Kornev, he does not pursue his own selrish ends like
Sikorskij. Throughout the first three volumes, the adumbrated career
of Ivanov contrasts with that of the hero. Wheﬁ_KartaEev betrays him
to the headmaster, Ivanov remains steadfast; when Tema is looking for _
his guideline in life, Ivanov, the leader of the revolutionaries, has
found hisj when Tema is leaving to find some cure for his disease,
Ivanov is in a convict train bound for Siberia. On each occasion, the
contrast between their positions turns our judgement against Kartafev.
The stories of Zina and Manja offer interesting contrasts with each
other, and with that of the hero. Zina renounces her children for a
life of religious contemplation, Manja renounces her family for a ’'life
of revolutionary action; Tema must find his way between these two
extremes. Wheh Tema returns home with his disease, he learns Manjg
has been arrested for her politica; activitiess the contrast between
his state - the result of a life of self-gratification — and hers, the
result of her convictions, again implies a judgement ot him. Through-
out the final volume, Manja and her brother grow closer together; she
persuades him %o marry Adelja, he tries to understand her political
views. But at the end of the novel, their ways must part: Manja
devotes herself to her cause, Tema to his work and wifej the contrast
defines the shape and direction of the hero's future development.

And so, Garin has worked most of his sﬁb~plota into the fabric
of the novelj while enriching the work and widening its scope, these
secondary stories are also made to contribute to the pattern of events

from which the meaning of the whole emerges.
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As Judina has written:

[locnenoBaTeNlbHOE PACKPHTHE XapaKTepa
INIaBHOTO repos M ero ToBapumeir, NOKa3aHHHX
B CTaBJICHMM U Da3BUTUM, B HANPDAXEHHHX,
MOPO# MYUUTENBHHX MOMCKaX HCTWUH, OpaB-—
UIBHOTO MUDOBO33PEHWA M pa3yMHOX "TOUKHM
OPUIOXEeHUA" CBOMX CMUJ M COCTaBIAET OCHOBY
CHOXETHOTO PA3BUTHA ¥ KOMIOSMUIMOHHON ( *
CTPYKTYPH BCEro OpOM3BEJECHHH.

ihe central story shows us how Kartadev develops through the various
episodes or his lite, depicting the evolution or his moral character
in the experiences ot childhood, the desire for i1naependence that marks
his adolescence, tae tragedy wnat ensues when he embarks on his adult
life without proper preparation, the final progress towards the goals
revealed to him by work and love. At every stage, the structure of the
story underlines the meaning of its events, emphasising the episodes
and scenes that are the crises in the hero's life - the moral trials
and errors ot childhood, the quarrels and clashes or adolescence —
mirroring the aimless wandering from episode to episode that is his
student life, following his final progress towards happiness and ful-
rilment. At every stage too, the stories of his family and triends,
interweaving with his own, oftfer a continuous commentary of comparison
and contrast on his lite and experiences. The author has fashioned the
loose and simple chronicle structure into a vehicle that dramatises the
events it relates, and into a shape that defines them; he has made it.an
instrument of his voice. |

Structural faults and weaknesses remain in the tetralogy. The
abrupt ending of Studenty leaves unexplained the question ot KartaZev's
cure and go flaws the logic of the worle. InZenery shows obvious signs
of incompleteness, and the profusion of scenes %nd dialogues tend to
weigh down the structural framework. Yet the extensive revisions to

which the author subjected his works, particularly Studenty, shows tne/



importance he attached to their structure, and his concern to have
~his events "march in step with the elucidation of the Idea"lT.
Irrelevancies have been removed, events have been reconstructed, the
diffuse plot of the first Studenty has been disciplined, and in the
final version it is Kartadev's story which stands always at the work's
centre.

Writing to N.K. Michajlovskij early in 1893, Garin complained
about the cuts made by %he censor in the first instalment of
Gimnazisty, and gave his view of the story: -

Bce MOe TeHBepcKOe NUCaHue npencTapiadeTcsa

MHe MIeTeHueM KDpyXeBa U3 MayTHUHH...HyxHO

CIMMKOM OCTOPOXHOE HacJloeHue BIedYaTIeHUU,

uTO6 M3 JTOrO IJIETEHU: BOOOmME NOJNyYHICH

6N onpeneleHHHI y30Dp, aafgaﬁmmﬁ co6ow

BIIeYaTIEHNE CaMOU XU3HU.
The comment shows how conscious he was of the vital relationship of
structure_to meaniﬁg, its importance as a device of the author's
voice. For him, the construction of a story was not the simple
piling up ot event on event, or the simple organisation ot events
to snow forth some direct moral statement. It was rather a delicate
and demanding taskj; the various narrative strands and incidents had
to be woven together in a pattern that was for him the impression of
life itselt. The structure of his stories may not always be as subtle
as his comment suggests, but he has succeeded in weaving his plots and
sub-plots into a meaningful pattern which gives a number of impressions
of lite. Ot these, perhaps the most important is the impression of an
individual lifte as it progresses through the dramas of childhood, the

turbulence of adolescence and the errors of youth towards the wisdom

and the purpose that at last stand revealed to him.
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CHAPTER III: THE HERO, THk NARRATOR AND THE AUTHOR'S VOICE

Kartakev's life gives the tetralogy its subject and its form,
and his story shapes and determines the reader's response. One

early critic observed:

NIOBECTBOBAHNA, MECTaMu NRaxe He GoraTue

10 cOoIepxaHui, NpuoGpeTanT B rjiasax
guTaTens 3HaueHue IO XMBOCTH pacckasa, Io
yMEHUK aBTOpa BH3BATH chyacwnne K repow
¥ MHTepec K ero cynblbe.

The author's attempt to interest and communicate with his reader

begins with the character and actions of the heroj in.hia effort to

convey his judgements and convince us of his truths, he seeks to con-

rol our attitudes to this character and ﬁis actions, to manipulate the
interest and sympatny we feel for him. By having us evaluate the actions,
thoughts and words of his hero, the author will lead us to discovef his

own judgement, and the values on which it is basedj as we sympathise with
or judge the hero, we are therefore aiding in the expression ot the author's
norms, and our reactions become instruments ot the author's voice.

Our reactions to any fictional character are determined not only by
the nature of his deeds and théughts themselves, but also by the narra—.
tive commentary which describes them. The ways in which the authﬁr may
int'luence our attitude to his hero thus depends on the "point of view™
from which the tale is told, on the narrator who tells it. Where the
authorfa problem is "one of tracing the growth of a personality as it
reacts to axparience"z, as it is in Garin's work, we might expect to find an
"autobiographer", a narrator-protagonist sifting and evaluating his experi-

ences as he recalls and recounts themj; the reader identities with him and/
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accepts his judgement of himselt. There is evidence that Garin did
at one time consider such a narrator for his work: _§uh %4 has dis-

covered a manuscript in which many of the events ot Studenty and In¥enery

are presented as the diary of one Nikolaj PavloviEB. Such a narrator,
whateyer his powers of perception and selt-analysis, must always remain
limited in his knowledge ot others and himselif, in his ability to judge
objectively: "he cannot see himself from ££e outside“4. As he looks back
over the years, he may laugh at-or criticise his alter ego, but his atti-
tude to himself must always be one of sympathy and indulgence, and the
knowledge that he later saw the error of his ways must always colour
our view. Our sympathy for the wiser narrator will thus always soften
our judgement ot the protagonist5.
The objeoctive, undramatized and univolved narrator, on the other
hand, enables the author to comment objectively on his characters,

independently ot their view of themselves; as Onufriev has remarked,

- he gives the author the

BO3MOXHOCTH COUETAaTh HAOIKWAEHUS Hal Hepe-
XUBAHUAMHM 4YEeJNOBEKAa C OLEHKOW NepexuBaHui,
IaeT BO3MOXHOCTH CTATh BHIE repoeB U
QHANM3NPOBATH MUX MOCTYNKH.

He also gives the author the ability %o shift and change the narrative
perspective, to depict actions, thoughts and reactions through the
consciousness of any of hls characters and identify us with them, and
also to stand back and judge them dispassionately. In selecting such

a narrator for his tetralogy, Garin thus gained the ability not only to
comment objectively on his hero, but also to vary the distance the reader
feels himself from himj through this fariation he can control the reader's
responses more closely. For as we read the story of Karta¥ev, the measure
of our sympathy and judgement is determined not only by our reactions to
his deeds or the commentary ot the narrator, but also by the narrative

persPective which, as it identifies us with the hero or distances us/



from him, discloses the evaluation the author wishes to convey.

3 8

Our reactions to the young hero of Detstvo Temy change as we

look at him now from within, now from without. The first sentence
of the narrative presents an external, detached, adult view of Tema's

predicament:

ManeHpKuidi BOCHMUIETHu# TemMa CTOAN HAX
CJIOMaHHHM L BETKOM M C YXaCOM BJIyMHBaJICH
B Ge3BHXONHOCTH CBOEro NONOXeHus (I, 55)

Then we look through his eyes, remembering with him the events ot his
morning, sharing his joy on seeing the flowery thus drawn close to him,
we share his view of the calamity and understand his distress. As
thoughts of his crime crowd in on him, our perspective is again changed,
and when, deciding that his hands are to blame for the misfortune, he
resolves to ask his father to cut them off, the narrator returns to his

adult view:

MaIBUMKYy KaxeTcd, 4YTO ero NOBONH Tax
y6enuTenbHH, TAK UMCTOCEPHEUYHH U TaK
SCHH, UTO OHM NONXHH mojeiicTsosaTs (I, 57)

Thus we aré identified by the child so overwhelmed by the catastrophe
that has overtaken him, and at the same time distanced from him by an
adult view of his plight; we are reminded that he is only a child, and
that his view is a child's exaggeration of an ordinary mishapj and we
recognise the poignancy and the irony of his needless terror. When Tema
enters his father's study to receive his punishment, our outside view of
the pale, trembling child, scarcely able to walk (I,76) increases the
compassion we must feel for him. When we enter his thbughts, our
identity with him in his suffering turns our compassion against the
father who is inflicting the pain. Our attitude and relation to the
hero change with the narrative perspective, and we wee him both subject-

ively and objectively.
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Wherever the narrator considers his hero from a distance, he
leads us to some judgement of his actions. Observing the child's
terror from outside, we see that his panic is irrational and unneces-—
sary. When the narr;tor remarks:

Bce ero CrnocoO0HOCTU COCPenOTOuUMINCH TEIepPh

Ha TOM, YTOOH HajiTm BHXOXN, BHXOA BO 4TO
6 To Hm crano (I, 58)

we recqgnise that he is swept along by his own fear. When he sticks
the flower back in the ground and runs away, we know he is escaping
the inescapable; when he rushes headlong from prank fo prank, we see
it is his secret fear of the punishmanf awaiting him that drives him
on. The sympathy we will naturally feel for an alert and attractive
child may be deepened when we see him from within, or tempered by
criticism when we see him from without.

At any point in the story, the narrator may set the hero's
thoughts before the reader, and reveal his complex reactions to the
experiences that befall him. Thus, when Tema catches sight of the
body of Abrumka's wite in the next room, we see the protound impression

the scene makes on him:

Kakoif Mpak M TOCKA OXBATUJIHX €ro OT PopMyi-—
MDOBAHHOTO B NepBHil pas moHaTus o cuepru (I, 105)
He thinks that he too will die one day, and ponders the contrast
between lite and death, joy and sorrow — and we witness the growth of
a personality reacting to experience. When he conducts the narrative
through the thoughts ot the hero, the narrator brings us to undergo his
experiences with him. As Tema climbs down the well to rescue ﬁuéka,
we share his discomfort and fear, his joy when he is greeted by the

dog at the bottom, his sickness and exhaustion when he struggles back

up. He urges himself on -
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He Hano 6OATHCH...CTHAHO 6oaThca! TpycH l
TONBKO GosaAThcal KTo menaer mypHoe - Gourcd,

a § OYpHOro He nenaw, f Kyuky BHTacKuBaw,

MEeHa X MaMa 1 nana 3a aTo noxsanar (I, 194)

— and the boy's thoughts are directly before us, We live the scene
with Tema, and the memory of it remains with us thrﬁughout the story.
When Tema is browbeaten by the headmaster into betraying Ivanov, we
again share his thoughts and reactionsj we have no outaid; view of the
scene — the narrative does not even record the words Tema uttered —
but follow it entirely through its effect on him. We feel with him the.
ocrippling power of the terrible eyes, we hear with him the pleas and
cries echoing through his mind, and feel with him the angﬁisn and
despair — the "smrad duSi" — as he realises what he has said (I,160-2).
L.V. KrasnovaT has shown how this scene was reworked after the first
publication in order to increase our sense of identity with the herog
phrases and words sounding unnatural in a child's unspoken thoughts

were eliminated — for example:

e+ s USJIOBEKA, B HOPDMANBHOCTHA KOTOPOIO
IaneKko He OHI YBEEepeH B HacTOAMWM MOMEHT

TeMa. ..

detailed descriptions of the headmaster which distract our attention

from the child have been cut out, and explicit authorial appeal to the
reader's emotions and conscience has been removeda. By limiting him-
gelf to indirect communion through the thoughts ot the child, the author
has discovered a more powerful means of ensuring our condemnation of the
headmaster. When Tema tries to poison himselt after his disgrace in the
examinations, we again watch events through the prism of his thoughts -
he cannot believe what he is doing. In each of these cases, the narrative
takes us into the child's mind, reveals his thoughts in these moments of

crigsis and shows
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neﬁcrsurenbgocrﬁg npenoMIaBmascA 4epes
NCUXUKY peCeHKa.

Wellose gight ot the distance that separates us from Tema, and
follow his vicissitudes with sympathetic involvement.

But at other times, the narrator will qualify our feelings of
identity by shifting to an objective outside view and making some
comment — implicit or explicit — on the hero. Thus, with penetrating
irony, he analyses Tema's feelings when his mother scolds him for his

failure in the examinations and his attempt to deceive her.

- C OnHO# CTODOHH, OH cCuUMTAX ceba yXe
CAMMKOM OCKOpONeHHHM. O6upHee BCEro OHJIO
TO, YTO HA [ADPAnUPOBKY B GIaropofHoe He-
romopaEume y Hero He XBaTWIO MaTepuana, #
KpoMe (UCLYPH XaAJKOrO OCMaHmMUKA HUUIEro
u3 ce6a m BHKpOMTH Henbaa oumo (I, 179)

— the petulent, self-willed child, aware of his guilt but refusing to
admit it, nursing his wonnde& self-esteem stands revealed, and we must
criticise him. Sometimes irony and criticism are less direct, implicit
in the attitude ot the hero to what he narrates. When he describes Tema's
delight in his new school unitorm, and relates how he walks down the bus-—
iest streets in the. town to show it ott - occasionally forgetting him-
gelf aﬁd-falling into life with his ragged playmates, we can hear the
narrator's silent laughter at thia outrageous pride. When he shows
Tema's humiliating return through these same streets, naked, shivering
and the object of ridicule, we recognise the poetic justice ot his fate.
Here we are distanced from the hero and identified with the narrator who
passes judgement on him.

Throughout his story, Tema's actions bring to our notice the good
and bad in his character and lead us to assess him. At the same time,
the narrator's comments on these actions and characteristics, the tone
and tenor of his narrative, and the changing narrative perspective which

shows the hero in difterent lights underline and modify this assessment./
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At the beginning of the story, the "child's-eye view" we share with

the hero ensures our sympathy for him. If his misdeeds lead us to

judge him, our knowledge of his secret anxiety and desparation soften
the judgement, and the qualities of charactef his pranks reveal — Tema
is high-spirited, impulsive, courageous and affectionate - increase our
sympathy. When he is beaten by his father, we are moved to pity himgj
when he confesses his misdeeds to his mother, we recognise the sincerity
ot his desire to be good and the depth of his love; when he rescues
Zudka from the well, we must admire his bravery and devotion. However,
by the end of this first day, we are aware too of less sympathetic
aspects of his character. The real cause of his misfortune is not the

_ destruction of the flower - which his father does not discover - but the
blind fear that drives him to run away from the consequences of his actj
as he admits to his mother, he was afraid to own up to his crime (I,85).
In his defiance of Fraiilein and in his quarrels with Zina, we see the
failings of wiltulness and selt-esteem. The events ot the unhappy day
show both his strength and his weaknesses.

The episodes that make up the rest of his story show how his weak-
ﬁesses develop. Tema decieves Abrumka and hia_mother; he is ungrateful
and spiteful towards the butcher, he is absurdly proud of his school
unitorm. The Ivanov affair is the most serious test of his character
to date, and he éaen %o fail it: despite his determination never to
betray his friends, he cannot withstand the headmaster's onslaught.

He deceives his parents about his examination results, and when they
discover the truth he tries to save his self-esteem by committing
suicide. We must recognise that there are serious flaws in Tema's
character; as aukovskij observed: -

- TeMa OHJ HEXHHA M unnﬁg, HO HPaBCTBEHHO
HEYCTOWUMBHI MaNbUMK.
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However, the hero retains our sympathy. He is usually aware of his
faulte, and anxious to correct them; he is consumed by shame after his
betrayal of Ivanov, he is contrite and eager to make amends atter his
suicide attempt; he is above all affectionate and well-meaning. Because
we recognise these good qualities, and because we have shared in his
thoughts and experiences, we must sympathise with him, and hope much

of his future.

Reviewing Detstvo Temy, Petr Percov remarked:

HecMOTpss H& CIOXHOCTHL M TPYHNHOCTE 3amadu
3ayHTEepecoBaTh UMTATENd XN3HBKW, TPEBOTaMu
W PajoCTAMEM BOCHMMIIETHEIO MANBUUKA, sajmaua

aTa BHOJNHE yNajlach &BTODY.

By selecting and varying his narrative perspective, by depicting the
moral strengths and weaknesges of a character as it forms, the author
has contrived, not only to interest us in his hero's life, but also to
lead us to share sympathetically in his joys and sorrows, and to analyse
and evaluate his actions.
IT

Almost every episode in KartaSev's career in Gimnazisty brings with
it some judgement of the hero and turns a critical light on his character.
His rudeness to Mitja is condemned even by his clasémates (I,258) - amnd,
in the text as it stands, it is unredeemed by any apology to the teacher.
He cheats in the examinations, and when he is discovered, he accepts
humiliation at the hands ot the headmaster, inwardly cursing his own
cowardice; the introduction ot this episode in the revised text seems
specitically designed to make us judge the hero, and to remind us of his
earlier submission to the headmaster when he betrayed Ivanov. (It is
significant that in the original text, Tema remembers Ivanov as he is

on his way to apologise to Mitja, and thinks:

S—

OH BHJIAaJl TOrjga, HO Temnepb, He rOBODPA HOaxe
O BHOaue, He OHJIO HMUEro Ha CcBeTe, 4YTO
Morno 6H ynepxaTh €ro cpenaTh Tak, Kak
BeJleNu €My JOJI U UYecTh
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("RB", 1893, No, 2, pe. 178)

an affirmation which contrasts ironically with the whole of his future
behaviour). Jealous of Ryl'skij's success with Manja Korneva, he gives
vent to his feelings by almost drowning his friends on the river-outing.
Fanoying himself in love with Odarka, he languishes in the absurd role
of a romatic lover. He cheats in his final examinations, and boasts of
his cunning in doing so. Although his otfences might sometimes seem
unimportant, evidence of the hero's deceit, cowardice, falseness and
gself-indulgence must always alienate our sympathy from him to some
degree. Kartadev's most serious misdemeanour is his affair with Tanja,
which we must condemn not so much because it infringes the conventiomal
code of gexual morality — such lapses were not uncommon among young men
in Kartadev's position — but because it is based on adolescent frustration
and conducted in guilty secrecy, and because it is a sin against the mem—
ory of the past: Tanja was the friend of Tema's childhood, his comforter
on the "unhappy day".

By his own actions the hero is thus distanced from us, and the distance
is controlled by the narrator who is always judging him. His very manner
of referring to the hero — now no longer "Tema", but "Kartadev" — and his
coneern with the other persons of the story, who sometimes overshadow the
central character, indicate the detached and aloof position from which the
narrator looks down on and evaluates his hero. Sometimes his judgement
is expressed in explicit commentsj thus, when Tema decides to stay at
home instead of joining the navy, the narrator mocks his feeling of
gself-sacrifice:

MOXeT OHTb, OJA XKEDPTBH €ro BHUJA OHJ CJIMIKOM

CIIOKOE€H, HO TeM He MeHee, 3TO He MemaJo
eMy cumTaTh cebsa XePTBOM (I, 206)
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_when Kartasev is rejected by Odarka and wishes her happiness with Konon,
the narrator notes ironically that he looks on himself as the generous
and noble Don Quixote (I,379). Sometimes, the narrator's judgement
must be interred trom the tone of his narrative, "the implicit evaluation
which the author manages to convey behind his explicit presentation"lz.
Thus, when he emphasises the hero's "youthful fervour" in an argument
with his mother (I,294), or remark; on his eagerness to talk to her "as an
equal and an adult" (I,262), he underlines the immaturity that prompts

Kartadev to assume the airs and privileges of adulthood. When, wallow—

ing in his imagined passion for Odarka, Tema declaims:

310 Moa cynnba! Xenmmumua! B HUX HapcTBO X
CMEepTh, yXacHad CMepTh, CMEDPTH MUCKYIJIECHUH.
Cornacen! (I, 378)

We percéiva the narra%or mocking his foolish attitudinizing. Sometimes,
by affording us an inside view of the hero, the narrator may reveal the
thoughts that lie behind his actions, and so comment on his hypocrisy and
falseness. When Tema stands listening in apparent contrition to his
mother's lecture, we know that he is really bitter and resentful, inwardly
comparing her to a tyrannical serf-owner. (I,415).

Yet the author retains our sympathy for the hero with all his short-—
comings. Again, it is the narrator and the point of view that modify our
judgement and redress the balance. The narrator's commentary may be used
to comment as well as to condemn the hero; thus, taking stock of Tema's
efforts to educate himself, the narrator expresses qualified but sincere

approval for his progress:

KoneuHo, # uurasg, IO MHOXECTBY BOIIDOCOB
OH OHJ eme, MOXeT OHTH, B COJNBMUM TyMaHe,
yeM paHpme, HO OH yxe 3Hal, 4TO OH B
TyMaHe, 3HAJN OyTh, Kak BHOUDATHCA €My
[IOHEeMHOT'y “3 JTOTrO TyMaHa (I, 239)

A change in the narrative perspective can soften our judgement of the

hero by revealing the thoughts behind his actions and identifying our view/
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with his. Because we know that he despises himself for his submission
to the headmaster, we can look more sympathetically on his apparent
cowardice. Because we are aware of his secret feelings for Korneva,
we can understand his reaction when he sees her flirting with Ryl'skij
and make allowances for his disgraceful behaviour.

At several points in the story, the narrator brings us close to
the hero as he considers_iimseif and his lite, and we become privileged
witnesses of the imner impulses and developments that explain much of
his conduct. His natural desire fo share in the intellectual lite of
his friends brings him into conflict with hils mother and the school
autnorirties, and he feels confined by the pressures they place upon
him. After he has been humiliated by the headmaster, his thoughts turn

to some ideal life where he might enjoy the freedom he is denied:

ox, mepereTeTs OM Kyna-HUOYNb K CUACT/IUBHM
noOAM, TOE PanocTh B TOM, UTO CO3HAKWT

CBOE JIOCTOMHCTBO...ThE JOAY UOYyT yYHOBJIET-
BOpEHMA HEe B YHUXEHUM HAPYyTUX, a4 B yYBAXEHUHA

B 9TUX ODYTMX TAKOrO Xe uenosexka, kark oum(I, 297)

As the pressures of home and school mount up, this ideal seems less
acéessible than ever, and his dissatisfaction snd frustration only
increase when he reads of it in books (I,411). Rumeours of an eighth
class which would prolong his unbearable existence are anough to make
him consider suicide (I,421). Eventually, frustration turns to apathy,
and KartaSev rejects idealism to reconcile himself to a life that does

not satisfy him. He muses:

Kuura - QOeyo pyk HEONmHTHOro mpeanucrta. C
ONHO# CTOPOHH, YUTO-TO THHYNO K JTOW XM3HH,
TAHYJIO MUDUTHCHA C He#, NPUCIOOCOOUTHECHA C
Heit, ¢ OPYro# — OHJIO CKYYHO, M yXe€ He OHIO
TOrO MOEaJbHOIrO UyBCTBa, HU K XU3HHU, HU

K MaTepu, Kakoe GOnjo pamsme (I, 452

it is in this atmosphere of ennui and depression that the affair with

Tanja takes places it is seen to be the result of frustrations which/



are not entirely physical, the outcome of Tema's inner tensions.

These internal monologues increase our sympathy for the hero not

only because they reveal his thoughts to us, but also because they
show hisg desire to find an ideal and live by his conscience. Towards
the end of the story, Tema rediscovers an idealj as he stands by Beren-—
dja's graveside, he imagines how he will denounce to the tsar the evil
and injustice in the world (I,489); idealism asserts itselt ovef_
despair. '

The hero's own words may also intluence us in his favour; in a
geries of conversations with his mother, the new articulate KartaSev
gives voice to his new interest in social matters, telling her that
these are more important than the immediate concerns ot the family
(1,242), and suggesting that she do more to help the peasants on her
egtates thuﬁ he reveals a growing social conscience which must win our
admiration. And finally, the hero's faults are in part redeemed by his
ability to criticise himself. After his rediculous and self-deceiving
passion for Odarka is over, he sees through his own folly and condemns
it:

OTuero s BOOGpa3ua, uro Omapka MeHsa nOOUT?
CXBAaTHMI...IPy00%. . .HAOPOCUICHA. Kax Bce 23TO

Irayno M momio(I, 38l)

And so, while his actions, and the narrator's evaluation of them,
may otten diat;nce us irom thé hero, the devices which reveal his
thoughts, his imnner lite and his own view ot himselft may bridge the
distance and restore our sympathy to him. We see how his moral lapses
otten have their source in his mental amd emotional contusion, in the
misery and frustration caused by the life he feels forced to lead. To
understand is not necessarily to forgive, but it is at least to judge

with ftolerance. At the end of Studenty, when Tema collapses in nervous

exhaustion after his final examinations, we recognise the strain he has/
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been living under. When he unburdens himself to his mother, we see
that despite his faults and errors, his desire to be honest and good
remains undiminished:

Ax, KakKk XOoTenocr OH OHTH UECTHHM, XOPONUM,

Ge3ymnpeuHHM (T, 501)
We must sympathise with his aspirations and hope well Pf his futurej
but when the narrative admits us to his inmost thoughts, we must look
to his future with apprehension also: '

O xoTen OH TONBKO, HO HUUErO He YyBCTBOBAN

B cel0e, YTO pmaBayo OH CMJH MIATH TBEPOO H

HEYyKJIOHHO B CTOPOHY HpaBAH ¥ CYACTBHA(I, 501-2)

III
The author's problem in Studenty is similar but more difficultj
how to show the moral decline of his hero and yet retain our sympathy
for him, that we might continue to hope for his regeneration and believe
in it. It is not the author's intention to have us condemn Kartafev
outright, as several critiecs have donel3, but to make us sympathese
with him even in his darkest hour, and recognise the good that is
gtill in him, the qualities which might yet save him. The structure
of the story itself engages our sympathy for'him, for it shows him
not in steep but in gradual decline, trying time after time to start
anew and conquer his weaknesses. The ways in which the narrator adapts
our perspective to set before us the thoughts, words and actions of his
hero and discloses his own evaluation of them are also calculated to
temper our judgement with understanding and our céndemnation with
sympathy.
In the first phase of KartaSev's story, our attitude towards him

alternatés between hope and apprehension. His flippancy - the story

opens with him telling a risqué story to his horrified mother (II,3) -

reveals his oynicism, and in a moment of self-analysis, he wonders/
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‘whether he has indeed lost all his idealism as Natasa fears (II,11).
But he is confident that, once he gets to St Petersburg, he will begin

a new lite, and free himself from

i BCe TO, 4TO IOmMIUT nwnei, 4TO OepeT BEpxX
Ha NYXOBHHM TOJBKO B mycToik, Geccomep-
xaTenbHoO# xusHm (II, 11)

-

The foolish pride he takesin his new clothes leads us to judge him, and
the author's description of his discomfort in the warm coat and squeaking
galoshes as he tries to impress Gorenko ensures that we laugh at him.
(I1,14-15). Thus, although we must sympathise with his desire to live
a better, independent way of life, we are aware of limitations in his
character that escape his notice, and cannot share his confidence in his
ability to attain it. We see him carried away by his great expectations
of university life, and are thus prepared for the disillusion that follows
hig first acquaintance with the reality. We must take pity on him in his
disappointment because we have seen his desires and hopes from withih, but
we must also look critically on that lack of selt-knowledge which is
largely to blame for it. A

In the second phase, we see Kartafev gradually sink into a life more
empty and meaningless than anything he has known beforej our condemnation
of his idleness is_held in tension with the sympathy we must feel as he
struggles to get the better of himselt. Rejecting university, he does
not yet abandon the search for the ideals he hoped to discover there
(in the earlier text he does, and loses a certain amount of our sympathy
with his idealism - "RB", 2,174,-9). Repelled by the narfow dogmatism
and undisguised animosity of Ivanov's revolutionary group — here Garin
gsoftened Kartafev's "decisive tone" to increase our gympathy for himl4 -
he decides to look to life itselt to discover his ideals, declaring to

Kornev:

Mo#i koMmac - mMos uecTsh (II, 43)



we may again look with apprehension on his selt-confidence. When

he convinces himself not to attend lectures, we smile at, but also
criticise the laziness he seeks to justify (II,50); when he refuses to
accompany Lario on his debauoheries, we must respect his scruples (II,51),
but when he befriends §ackij and decides to overlook his faults, we must
suspect his judgement. We applaud his generous offer to help the prosti-
tue Katja reform, but the narrator is quick to change our view by disclos-
ing his secret motives: he wishes to appease his conscience by spending
the money received from pawning his mother's gifts (II,77). Atrter his
first visit to the theatre, Kartadev tries to return to the academic life,
but, repelled by the atmosphere of the university, he rejects it for good
(I1,81) and adopts Sackij's way of life. He soon has qualms about their
idleness and aimlessness (II,99), but, like a drunkard with his bottle

(a simile which reveals the author's judgemeﬁt - II,101) he is powerless

to give this way ot lite up. After a quarrel with éaokij, he tells hims:

MeHs HelCTBETENBHO MYUYUT, UTO MH TaKYW
Xu3Hb BeneM (II, 103)

— but he is easily persuaded by his friend to spend twenty-five roubles
on a bouguet for the Italian actress. Rejectgd by her, he resolves never
fb go to thé theatre again — and stays away for one night. Thus, while
sympathising with his dissatisfaction, we must condemn the lack of
will-power and moral fortitude that prevents him from saving himselfs
he is

decxapakTepeH, Ge3BOJIEH, NCCHMBEH: KaxIHi

BeTep TOHUT, Kyna XOdeT.
It is Kornev who opens his eyes to another way of lite, and gives him the
desire and strength of purpose to persue it.

In this new stage ot his career, KartasSev is assured ot our sympathy;

again he persues the ideal he dreams of, and seeks an escape from the life/
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around hims he sees in his writing the possible means of his salvation.
His new strength ot purpose enables him even to resist the temptations
ot Vero&ka the maid. Despite moments ot selt-doubt, when he feels he
will have to reconcile himself to an earthbound existence, he tries to
improve and educate himself'y the narrator comments on the real progress
he makes in a manner that recalls his earlier comment on the schoolboy
(II,1365 of above p. ). He pins all his hopes to the story he submits
for publication, and when it is rejected, and when he has failed his
examinations, the ideal life seems forever closed to him. In despair

he asks:

ecnu Henb3d XUTH Tak, Kak xouercsa, TO

crour mu xumrs?(II, 163)
Aware of his inner search and aspirations, we can understand his anguish
and have compassion on him in his failure. His generosity to the impov-
erished Eackij must commend him to us, and his determination to start
his life again must win our respect and do much to redeem his past
eTrrors.

Thus KartaSev grows in our estimation, working hard, nursing his

sick friend, discovering a new ideal in a malye dela philosophy (II,177).
In the earlier text, he has an affair with Surka at this pointj now there
is no such episode to’datract from our admiration. Thus carefully engaged,
our sympathies are turned to judgement by his fleeting affair with Rachil'j
for, although we might sympathise with him in his brief happiness, the
circumstances of the episode - organised with Kartasev's tacit consent
by the wily coachman Semen — lead us to criticise him. From now on, Tema
ginks in our esteem. He returns to gackij and their old ﬁay ot lifte,
devoting himselt to pleasure and scorning the idealism ot the "red"
students who condemn him; he becomes the lover ot Verocka (an affair
described at greater length in earlier editions) and continues in this

gelf-indulgent existence until the discovery ot his syphilis brings him/
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to degpair. Sympathising with him in his sutfering, we must neverthe-
less recognise that the disease is the.result of his way ot lite, and
that he has brought it on himselt. In the first edition, the consump-
tive demanded compassionj in the text as it stands, the syphilitic
demands compassion and condemnation.

We must pity Kartafev in his despair and self hatred; when his

uncle comes to look atter him, he is the first to condemn himselfs:

i cornaceH, UTO A KDpYTHHil momnen: Tak
OoTuero BH MHe He jaeTe y6paThca K 4epTy? (II, 217)

As he moves from self-hatred to self-pity, sympathy is mingled with
judgement3 when he describes himself as the victim of society, we

lose patience with him (II,217) - yet we also see some truth in his
words. His uncle laments the waste of his education, but we who have
witnessed the inner search for the true education dénied him by school
and university must recognise, as he does, the bitter irony of this
(I1,216). We see him both as rogue and victim, both sinning and sinned
againgt. Viewing him from within and without, comparing his actions
and his thoughts, we cannot condemn Kartasev outright or forgive him
completelys our attitude towafds him must remain ambivalent.

Kartadev leaves home full of self-pity, nursing bitter feelings of
resentment against his mother and Gorenko who have denounced him. But
as he ponders his situation, he realises that he too is responsibile fbr
his predicament:

PasBe He caM OH He XOTeJ JIeuuThCsa, HE

cau mosen ceGa mo Takoro cocrosuua? (II, 230-1)
Discovering again the desire to live, to start his lite énew, he sets
out on his journey; it is this recognition of his own fault, and this
inner resilience, together with duf intimate knowledge of his suf'tferings
and disappoiniments, and our memory ot the little boy who so bravely saved
his pet from the well, that must finally win Kartafev our sympathy, and

lead us to hope for his regeneration.
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i IV
In Inzenery,where Kartasev progresses towards happiness and

fulfilment, he is assured of our sympathy. We take pleasure in
watohing him discover the goals and the successes which have so long
eluded him, and from the beginning of the story we are privy to his
thoughts, and our view is identified with his. At the start of the
story, we witness his dissatisfaction with himself and with a life
that seems to have no future (II,244)-' As he leaves St Petersburg,
he looks back with regret to six wasted years, and we see he has grown
wise enought to see the mistakes of the past; and his passing thought
for the dispossessed thousands at whose expense he lives points to a

renascent social conscience (which is not to be observed in the narra-

tor of Veselye ljudi or Nikolaj Pavlovié)ls. His declaration to the

ministry official that he will not take bribes (II,248) shows that he
has become a man of principle.

His increased moral stature is further illustrated when he speaks
to his brother of the need for an ideal to guide one in life (II,256 -
a contrast with his earlier determination to be guided by his honour |
alone), and by his reaction to Adelaida Borisovna, of which the narrator
comments:

B nepsHii pas B xu3H#, Kaprames yBIeKCHd

mesymkoii, He yxaxusas (II, 299)
The memory ot his past makes him teel unworthy ot this angelic creature,
and he tells Manja he can never hope to marry herj

a BCe-Taku, ﬁ OoueHp OyaromapeH Anenaune

BopuCOBHE, NOTOMy UTO ee 00pa3 HaCTOJBKO
saceyl BO MHE, UTO OHA OTIOHUT BCeX HPYIUX,

‘M s TBEpXe NOUNy mo TOMy HyTu, IO
KoTOpOMy nonxex murtm (II, 302)
We must admire his humility, but his faith in his ability to walk a

straight and lonely path in life contrasts with our knowledge of his/
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past, and we may smile, as Manja doe;, at his ignorance of himselt.
On the verge of his new career, KartaSev is aware of his past
errors, uncertain ot his old attitudes, dissatisfied with himself,
eager to begin his lite again. His discovery of work gives him this
new lease ot life, shows him the way ahead, and allows him to rediscover

himself, G.A. Bjalyj has observed of the last volume:

KaxaH# XW3HEeHHH{ mar Kapramesa Ha HOBOM
NyTU MaJIO-NOMAalNy ouumaeT ero OT IpPA3H,
NpUINNme# K HeMy 3a mMKOJbHHE U CTYIEeH—

YyecKHue TOIH.

He dovotes himselt to his protession, takes pride in earning his own
bread and longs to exhaust himselt in work (II,351—2). His enthuaiasm
may sometimes seem excessive, and we must smile when he tightens all the
nuts and bolts on the line he has built before the first train passes
along it (II,446), but we must admire his conscientious dedication and
his sense of purpose. Our sympathies are engaged too by his honesty -
he refuses to become a sub-contractor - by his bravery (he helps rescue
a locomotive in an earthquake), by his humility (he is not too proud to
learn from a mere foreman), by his generosity to his workmen, and by
undoubted skill. He begins to rise in his own opinion, and begins to
think he might marry Adelja (II,330). And as he gets to know the work-
men, and hears their stories of injustice and hardship, his old "fanta-
sies" return to himj again he looks for some ideal that will enable him
to resist and combat the "grjaz' %izni" he sees around him, and affirms
his determination

C OTKPHTHMM IIa3aMu UATH X CMOTDPEThL X
ncKaTh ucTuHH (II, 339)

Throughout the volume, therefore, the hero's actions and thoughts, the
narrator's comments, and the narrative perspective all portray a

Kartafev we can sympathise with and admire.
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But it is the author's intention that we should also judge Karta-
Sev; certain of his actions reveal the faults which still remain in his
character and which we must condemn. He must hear part of the responsi-
bility for Savel'ev's death, because, as Borisov later points out, he
was too concerned with his own integrity to help the man out of his
difficulties (II,455). He breaks his own vow ot fidelity to Adelaida

Borisovna when he becomes the lover of the telegrafistka and considers

marrying her. For a time he moves back and forth between Savel'ev's
camp and Darja Stepanovna's cabin:

KaK MAafgTHUK, KAUaJNCH MEXIOY...IBYMA CO-
6na3HaMy IOHS M HOUM, BCerja TBepHo 3a-
peKasch YCTOHTh W BCerga GECCHMIBHHA B
CBOMX 3apoKax (II, 426)

A

The simile implies a judgement of his helplessness, and we are reminded
of the student who could not resist the temptations of a life that did
not satisfy him. Yet, because we are brought to see his thoughts from
within, we do not judge Kartafev too harshly; we know he feels responsible
for Savel'ev's death, and we know he feels guilty about his relationship
with Darja. And we know too that he has not ceased to worship the image
of Adelaida Borisovna: it is only because she seems so unattainable that
he gives way to the temptation of the accessable (II,457). When the
affair is over, Kartasev resolves he will marry Adelja or no one at all,
and again pledges fidelity to her (II,459). His desire to master his
own weaknesses and his dissatisfaction with himself again redeem many
ot his faults.

Yet his faults persist. He succumbs to the charms of a Rumanian
lady and enjoys their brief, pragmatic relationship. He is attracted
by Sikorskij's younger sister, and by the wife of the stationmaster at
Trojanov Valy and even atter his engagement, he has the greatest ditfi-
culty in resisting the temptation of an affair with a beautiful travel-

ling companion, and is sorry when they must part (II,312). While we /
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rejoice at his happiness with Adelja, we must recognise and condemn
the fickleness which might one day threaten it. And here our judge-
ment of him is not modified by our knowledge of his thoughts. He

recognises his inconstancy in conversation with Elizaveta Andreevna:

Ha cBOEeM BEKy, § OUEHb NwOuiI, a HUKOrAa
sacTpaxoBaH He Oun (II, 363),

but he does not criticise it, and his various escapades do not give
rise to any feelings of remorse. Comparing his actions and his words,
we must condemn his failure to keep his resolution and be true to the
{deal he has set himselfj and because our inside view of his thoughts
shows the comparison escapes him, we must condemn his ignorance of
himself, and judge his failure to judge himself. The story ot Kartakev's
moral progress is not yet over.

. . .

As we read the tetralogy, we are made to identify with the hero
and to stand back from him, to engage with him when his qualities of
character attract us, to judge him when his faults and actions repel
us, to view him and his story through his own eyes, énd to look at
him dispassionately with an objective narrztor who assesses and
-comments upon his actions. As our responses and perspectives change,
as the distance that separates us from.the hero is widened and narrowed,
we come to discover and to share the author's evaluations of the life
he has presented.

Because our reactions to him and our view of him are constantly
changing, our final attitude to Kartasev must be mixed. We must judge
and condemn his errors and his faults - the self-will, self-pride,
cowardice and irresoluteness apparent even in the child — but we must
also pity him in his sutferings and admire virtues which in the end
-redeem him - his vitality and resilience, his unlimited capacity for

love and his boundless desire to be good. We must judge him and/
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sympathise with him, and in the end the balance is tilted in his
favourj for, with all our knowledge of past and present weaknesses,
we still look forward to the eventual triumph of his better nature.
As one early critic wrote:
= repoil moBecTe# IpUBJIEKaeT cBoeil xusHe-
CHOCOGHOCTHI, CBOEi, Tak CKa3aTh, XA 3HEH—
HO# CTDEeMHUTENBHOCTHH; U CaMHA CTPOTuUM
quTaTenh He MOXET 6e3 HEeKOTOpOro JKWOGOBaHUA

CIeNuTh 38 NOPHBAMU M YBICUCHUAMMU NOX-
XBaueHHOTO xmu3HBKW Kapramesa.

The techniques by which the author controls our attitude to his
hero are common to all fiction; we will always judge characters by
their actions, and we will always be inrluenced by the narrator's
comments and point of view. Garin's methods are to be judged, not
by their originality, but by their results. Through his use of a
mobile narrative perspective, he makes the reader the author's partner
in judgement, for it is the reader's changing attitudes that give
expression to the judgements of fhe autﬁor's voice. And by maintain-
ing the balance of sympathy and judgement in our view of the hero,
he makes the story of his decline and regeneration more credible than
some critics have'suggestedlg, From the first we see his viices and
his virtues, and follow their developments his fall and his rebirth
are thus both seen as the results of his character, and, always
sympathising with him and always judging him, we can believe in them

both.

NOTES
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chapters of In¥enery. When the narrator of the story remembers
his own feelings on leaving St Petersburg:
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Hasanm 6H, K Havalxy 93THX OATU JIeT - 3a pabory!
Ox, He Hasa;n, & BHepej M BIepel BCE C yCKOD-
Aomeiica GHCTPOTOX IO GOJIOTAM ¥ KOUKaM MUMUTCSH

noesan,..HeT moporu Haszagm. (IV, 138)
we know that he hé% own wise Eﬁough’to gsee the ironic contrast

between his vague desire to return to the past and the ever-
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judgement of his futile desire to turn back the clock is not
modified by any knowledge that he later saw the folly of it;
it is the objective narrator who notes the ironic disparity
between the desire and the reality: B

Hasapng Ou onATh, K Havany 3TUX mEeCTH JeT - 3a
pa6oTy.
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KOYKaM u 6ooTauM.
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CHAPTER IV: SECONDARY CHARACTERS AND THE AUTHOR'S VOICE

Karta¥ev does not live his life in isolationj at every stage in
his story, he is shown in interaction with the people around him, and
it is his relationships with them, as well as the events and experiences
of his life, that shape his development. The people of KartaSev's story
function to mark his progress through life and to illumine his develop-
ing consciousness of the wider world around him. As the cast of char-

acters grows from the close-knit family circle depicted in Detstvo Temy

t0 include first Tema's schoolfriends, then his univeréity companions

and finally his professional colleagues, it comes to mirror his inner

progress from childhood to maturity, and throws into relief his mental
and emotional developmentl.

However, the secondary characters of the tetralogy are also
ldentities in themselves, playing their part in the hero's story but
also acting out their own stories, and making_their own appeals to the
reader for his sympathetic involvement in their fate. As one early

critic remarked:

OKOJIO TJIaBHOTO repos NOBECTBOBaHMUI
BHCTYMAKWT XMBHE (UILYPH CaMHX DPa3HOOODPA3HHX
[0 OymeBHOMY cogepmaﬂnm B FADPKO :
OUEpUEHHHX JIHUIl.

The ;reader reacts to these people as he reacts to the hero, and they
become part of the "implied dialogue" by which the author reveals his
truths, and function, like the hero, as the means of persuasion by
which the author involves, manipulates and intluences the reader's

regponse.
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I

Oyr attitude towards the secondary oharacters depends on our
knowledge ot them, and thus on the narrator who presents them to us.
Unrestricted in his knowledge and in his ability to impart it to ‘the
reader, the omniscient and undramatised narrator of the tetralogy is
able to describe with equal ease the outer appéarance and inner thoughts
of all his characta£;. However, in presenting them to us, he chooses to
restrict himselt, and is selective in his omnisciencej by thus limiting
our knowledge, he exercises closer control over our responses.

The narrator's descriptions of the outward aspect of his characters
are almost always highly selective, recording only a few features and
characteristics to convey the appearance of the character concerned.

As in the shorter works, we often find physical descriptions constructed
from a few details of stature and colouring -~ usually of the eyes; for
example:

< ero KpacHoe nuuno OJlIecTUT, MaJeHbKHEe,

yepHHe rnasa OnectaT(of the peasant Jakov, I, 111)
TONCTON, KpacHOmMeKuit, Mononoi Hemern (of a teacher,I,153)

HEeKDaCHUBHI, C BamJHBNMMMA riaszaumu, 6eyo-

o6pucHit (of Kornev, I, 201) :
XyHOOo#l WHXEeHep C YEePpHHMU, OTHEHHHMU rnasamu (of Pach-
omov, II, 319)

The effect of this "impressionistic" technique is to keep a check on the
importénce secondary characters assume for the reader. In comparing the

first with subsequent editions of Detstivo Temy, we can see how the des-

ocription of the irate headmaster has been reduced so that he no longer
overshadows the'figure of the little boy trembling betore him. In the
revised text, most of the "naturalistic" details have been omitted, and
only the man's terrible, ferocious eyes are described; this is sufticient
to suggest his brutality, yet brief enough to keep the terrified child

to the fore in our thoughtzB. Thus, by limiting his physical desoriptions/
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of characters, the author ensures that they play a subordinate role

to the heroj we may have a vivid impression of their appearance, but
they are never allowed to become complete physical presences who might
challenge his place in our attention.

More than this, the author's impressionistic techniques may bring
us closer to the hero, since we often feel that in regarding the other
characters in this way we are sharing his imp?ession of them. When our
view of the headmaster is conf'ined almost exclusively to his eyes, we
see him as he seems to Kartaev, who is quite overwhelmed by his terrible
gtare. When the portrait of the young Ivanov is also dominated by his
eyes (I,154), we come to share the fascination they hold for Kartasev.
The impression of seeing the characters as they seem to the hero is
strongest when the various women in his life are described, for here
physical description points us to underlying qualities of character,
the qualities that have attracted KartaSev. Gorenko's eyes, for
example, suggest hidden depths of knowledge and emotion (I,217),
Elizaveta Andreevna possesses an aetherial quality (II,360-361),
Kartagsev's beautitul travelling companion has the charm of a fairy-
tale and the freshness of apriﬁS (I1,512), while the Rumanian lady

has quite another ambience:

g rmasa CMOTpEnM 3HOWHO, KasajgoCch HEMNIIO-
CEepIHO XTIO0 KXHOE congue...ZBT Hee Beano/
XTyuuM neToM u ucromeit ero (II, 469).

Rachil', whose senuous physical beauty is described most fully of all
(albeit in the clichés of romatic fiction - snowy complexion; chegtnut
hair and rose-red lips (II,193-5)), impresses the hero also by the
subtler charm of her personality, her fairy-tale demeanour. As for
Adeléida Borisovna, we are told almost nothing ot her appearance, tfor
Kartafev is attracted, not by any outer beauty, but by the immer beauty

of her spirit.
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Although his reactions may not be stated explicitly, although
we may not be conscious ot looking through his eyes, KartaSev is most
often the lens through which we see other characters, and his attitude
towards them determines our view. It is significant that we come %o
picture Aglaida Vasil'evna only when the changes in her appearance

impress her sons in Detstvo Temy, she is so much a part of his world

that he takes her appearance for granted, and it is only when he notes
with surprise the effects of old age on her (II,224) that we know what
Bhe looks like. His impressions and his reactions thus dominate the
picture.

In affording us inside views of his characters, the narrator is
again self-restricting. He is able to enter whatever mind he pleases,
whenever he pleases, and his horizons are never limited to those of

Kartadev. Even in Detstvo Temy, he leaves the child's eye view to enter

the consciousness ot the mother, as when the headmaster's behaviour fires
her indignation at an unjust system of education (I,227)3 thus, throughout
all four volumes, the narrator is able to lay before us the thoughts of
any of his characters. He can tell us what Berendja and Vervickij are
thinking as they lie in the latter's room (I,278-9), he can tell us

what Surka thinks when she discovers Katja in Lario's room (II,73), he
can tell us what Kornev thinks when he sits contemplating his own lite
(II,46); the words and thoughts of secomdary characters are woven into
the fabric of the novel, and otten atford us our perspective on its
events. However, the author's vantage-point is always determined by

the story itself, and, where we do share the thoughts and reactions of
one of the secondary characters, the central story of Karta¥ev remains
uppermost in our thoughts. We may know the secondary characters intim-
ately, and care about them, but they always serve some function in the
telling of the central story, and contribute in some way to our view

ot the hero.
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We turn now to consider the roles the secondary characters
have been created to fulfil and the ways in which they int'luence our

response to the work as a whole.

LL

Because the narrator may at any time know and reveal the thoughts
of any of his characters, he may choose to conduct parts ot his narrative
from within the consciousness of any ot them. As we have suggested, the
narrator's view is usually identified with that of Kartadev, but any
other character may function as the "centre of consciousness", the
angle of vision from which the tale is presented, whenever it suits the
author's purpose.

A few characters function as story;teilers iﬁ their own right, taking
over the narrative from the narrator and unfolding secondary stories of
their own. General KartasSev recounts his experiences ot the Battle of
Hermannstadt, deacribing scenes of valour and action in short, staccato
sentences that underline the excitment of the events:

Mapm-uapm, B kapeep! U-uTs! Bechk 3CKalpoH,
KaK OINUH UEJIOBEKs .+ TOJIBKO 3€MJIA IOPOXMUT...
MAKY HanepeBeC...Jlomagk BPAacCTAXKY, TOYHO
Ha MECTE CTOUNb...A TaMm XOyT...Jla XOTh OH
cTpenal...XgeT...B yOOp XOuYeT...CMOTpHUT,

rnas sunHo! TOmHO, NpPAMO TOmHO, Geil, He
romu! Imm!l! (I, 189-94)

~ with his family, we listen enthralled. Lario in Studenty tells ﬁaokij
and Karta¥ev of his arrest for the attempted murder of his employer
(II,148—50); his racy account is disjointed and incomplete, for he is
recalling events through an alcoholic haze; Father Daniil, the parish
brieat at the KartaSevs! estate is another such secondary narrator,
recounting for Tema and Kornev the history of Aglaida Vasil'evna's
family over five generations (I,385-391). In the original text of
Studenty, the student Liberman reads to his friends his unfinished

4

story Revekka' — which is in fact a fiction within the fiction.
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By handing over to these secondary narrators, the author is able
to incorporate into his story peripheral and extraneous material he
could not otherwise include, but this has both advantages and dangers.
The digressions may expand the range of our interest and knowledge, but
they may also distract our attention from the matter in hand. All or
these subsidiary stories digress from the story of KartaSev, but in
almost every case, they contribute to it in some way. _’I‘he General's
reminiscences tell us much about his character we would not otherwise
know, and the priests account gives us much important information about
KartaSev's family background; even Lario's story is relevant to Karta¥ev's
because of the contrast it otfers with it. The only "pure" digression
is Liberman's tale — and this has been removed from the revised text.
Thus, by including these secondary narqatives, the author seeks not
simply to diversify the facts he presents to us, but to diversity our
perspective on the events of the main story, and to widen our understand-
ing of the hero.

Most otten, the author makes use of secondary characters, not as
narrators, but as vantage-points from which he unfolds different parts
of his story. By looking at certain events, not with ﬁartaéev, and
not with the distant, aloof narrator, but with some reflecting mind
involved in them, he can gain a special perspective that enhances our
response. Thus, when we see Tema's punishment fhrough the horrified
eyes ot his mother (I,77), our sense ot compassionate indignation is
deepened. When we watch with the mother as her children troop down
the garden path to the bath-house, our view of them is influenced by

her love and understanding:

Bor Bnepenu uneT 3uUHA - TPeOOBATEIBHHH

K cefe M OPyruUM, CYDOBH#, XIYyUMA MCIOJHUTENH
BOnu. JleBOUYKa, 3arajgouHO, HEIPEKJIOHHO

CMOTDPUT CBOMMU UEDHHMU, KAK HOUb Wra, riasamu,
¥ TOYHO BHUIUT TIOe-TO KaKOW-TO el omHO#
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BEIOMHI MHD.

Bor THXad, COCpenoTOuYHas, 0OJIe3HEHHad
HaTama CMOTDUT CBOMMM BIYMUMBHMU I'JIa32MH,
NHTINBO 4Yyd M OTHCKNBAg Te TOHKME, He—
yjloBuMHE 3ByKM, KOTODHE, COGpaHHHE
TepnenuBo U HEXHO, UYYHHO 3a3ByuaT CO
BpeMeHeM ONM3KMM CJA3JKOKW INeCHBO IWOBA X
CTPaNaHUA. « s
««+A BOT mpoMensKHyJa B AeBuubeir gurypa
ee HalOeNHOKypuBmero OaloOBHA — XUBOTO, Kak
OrOHb, OONBUXHOrO, KakKk DPTYTh, HEYDPaBHO-
BEeMEeHHOr0, BEUYHO B30yNOPaxeHHOro, BOedYaT- -
JAUTENBHOTO, 6e3PacCYMHOTO CHHA... (I, 81-2)

bl

When, much later in the story, we consider with the ageing mother she
lives of her three eldest children (II,266-8). We share her joy and
gorrow at their successes and tribulations. It is through the eyes of
Kornev that we first survey the Karta¥evs' estate (I,348ff); with the
gon of the customs official, we come to see them in a new light, as
provincial landowners. Our view is moulded by the character with whom
we look.

Wheneve£ we watch the action of the story with ene of the characters,
our view may be turned inwards, so that we see the reflectipn of thb events
in the thoughts we are sharingj the centre of conéciousness.bacomes an
object for contemplation in itself. Thus we enter the mind of Berend ja
in the hours before his suicidej we follow his thoughts as he hegins to

see death as the way out of his despair -

Kax npu6Goi M OTGOM BCE MHCIM OTXIHHYIU Ha
MTHOBEHVE M3 €TrO0 TrOJIOBH. "YuepeTh" — Takum
NJIeCKOM YIOapuJIOoCh B TOJIOBy GeIQHOTO
dunocopa. 1 cpasy kKaxkag-TO cMJa BHXBATHUIA
ero m3 Oe3OHH M NOINHfAJA HA HenocAraeMyw
BHCOTY. "CmepTh! ™ - nBepr B IapcTBO
cBoGonu!™, » 481-2

Even in the last moments of his lite, as he fixes the noose around his
neck and prepares himself for the end, his thoughts are set befﬁre us

in a rushing stream of consciousness:
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O! Hamo cmemuTh, NOKa HE OCTaBMJIA CHIH (1, 483)

We lose all sense of a separating narrative distance, and identify

with Berendja as we identified with Tema in the crises of his child-

hood. In Studenty, we penetrate Kornev's thoughts to see from within

the moral crisis he is passing through. Like Kartafev, he is torn between
the life of the city and the dim awareness of another, higher kind ot lifes
he is attracted by the idleness ot Kartasev and éackij, but also by the
high seriousness ot Ivanov's revolutionary idealists (II,46). Tfoubled
and unsure of himselt, he succumbs to the charms ot Annudka the maid -

the embodiment ot the lite ot the moment. In the morning, he hears within

himgelt two voices:

i ToYHO B HEM CHIEIO0 IOBa 4YeJloBeKa, M OOMH
OHTIVBO ¥ 3IJNOPANHO chnpammsBal: A Teneps
uto? JI[pyroi xe, pPaBHONYMHO, HpeHeOpex-
uTeNnbHOo, orBevan: Huuero. (II, 48).

This dialogue between conscience and impulse symbolises his inner struggle
with himselt and the defeat of his aspiration to the ideal by his attrac-
tion to the real. (In the original text, the dialogue continues at.imprdb-
able length, with the first voice finally victorious - "RB", 1895, No 2).

In thus filtering his narrative through the thoughts of selected
characters, the narrator reveals their inner life and suggests something
of the oomplexity ot human lite and emotions. From time to time, we are
reminded ot other worlds lying beyond Kartafev's horizons - the inner
worlds ot other people — and drawn into them. Even a character as
inconsequential as Kornev's mother is discovered to have unsuspected
depths ot thought and feeling when we view her life through hereyes and
ghare her attitudes towards her husband and her family (I,303-6).

However, the narrator is always discriminating in his use of
secondary reflectors, always guided by his central purpose. In InZenery,

he makes almost no use of these centres of consciousnessj the narrative/
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is not reflected through the minds of Adelja, Sikorskij, Borisov or
Darja Stapanovna. We look almost exclusively through the eyes of
Karta¥ev himselt, and so his view ot the event is always dominant, gnd
his inner litre remains the focus of attention.

By using secondary characters as narrative points of view, the
author is able to diversify his facts and vary our perspective, and,
more than this, to manipulate our response to individual characgera.
Momentarily identified with an individual, witnessing his'thoughts,
we must take an interest in him and make some judgement of him. By
leading us to judge his secondary characters, and by presenting their
judgements of the story, the author makes them devices for the &isclosure

of his valuese.

ITT

In their thoughts, words and deeds, characters will always be
candidates for our sympathy or judgement. We will judge them for good
or ill according to the characteristics - mental, physical and moral -
they display, and we will measure them by our standards of human
conduct. We will deplore the behaviour ot Ja¥ka, who deceives Fros'ka,
d:upes Berendja and finally commits murderj we will condemn Nerudev when
he drives Zina from his housej and we will deprecate Sikorskij's unscru-
pulous ambition. We will sympathise with éiékov, who tries to save
Kartadev from the corruption of the railway contractors; we will
applaud the Petrovs for their generous hospitality to the hero; and
we will admire Borisov for his honesty and forthrightness. Of course,
the issue will not always be so clear, and we will sometimes have to
respond to a character with mixed sympathy and judgement. We must
condemn Lario's debaucheries, but we must comment the generous impulses
that prompt him to help Katja and avenge the governess his émployar has
seduced. We must disapprove ot éaokij's way ot life, his aftectation

and his harmful intluence on'Karta¥ev, and regard with suspicion the/
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materialistic views he expounds (II,155ff); but we also see the

other side of his character, his profound unhappiness, his passionate
desire to triumph over life, his distress at Kartafev's complacent’
generosity to Katja -

ecnX TH XOTEeJX IIQMOuYb, TO NONXEeH ONI
nars Bce (LI, T7);

and we recognise the despair underlying his last farewell to KartaSev
(I1,252). Our judgement of him must take into account this complexity,
our sympathy must surely be engaged'for him in his suffering — and at
any rate, we cannot dismiss him, as Judina does, as a

TUNAYHNG gpencTaBnTenb'Gypmyaauoﬁ
MOJIOLEXHU .

Often thﬂ author will try to guide our judgements by manipulating
our attitudes and responses to his charactersj as one writer has suggested, .
he will employ a number of "formal variables", including "the author's
choice of diction when he describes the activities and thoughts of his
characters, the point of view from which a character is presented, the
effect of any act upon those chg;aoters with whom our sympathies have
already been idantiried"s. Thus, when the narrator describes how Semen
the coachman introduces Rachil' to Karta¥ev like a man throwing meat to
a wolt (II,193), he leads us to judge Semen as a Cynical rogue. Just
as our opinion ot Karta%ev changes with the point ot view from whioch we
regard him, so our attitude towards the other oharactefe is determined
by the narrative perspectivej where our point of view is identified
with that of a particular character, our sympathies usually are also.
When we view General Kartafev's punishment ot his son through his own
eyes, the condemnation we must feel is softened by the knowledge that
he believes he is acting for the boy's good (I,95). We judge characters
too according to their behaviour towards other characters, and in partic—

ular towards the heroj we condemn the General when he causes his son pain,/
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-we condemn Sackij when his influences demoralises his friend, and,
by the same token, we aympathiselwith Sibkov and Savinskij when they
help the hero, and approve of Kornev when he urges Tema to reform.
Thus the "formal variables" of diction, point ot view and action are
all signals pointing our way in judging the characters.

The author employs other "signals of evaluation" also. The
narrator is always a crucial factor in forming our opinions, and he
may influence us in various ways. He may comment directly on the
characters as he presents them - thus, at ons point, he describes

Aglaida Vasil'evna as a

HaTypa HemocpeAcTBeHHas u BneuarnurensHad (I, 97),

and, at another, declares the teacher Chlopov to be a tyrant (1,245).
He may colour our views of the characters less explicitly, by imply-
ing his judgements in the tone of his descriptions. Thus, when he

describes the attitude to the schoolboys to Satrov -

¥ cBOE#l MOJNONOCTHI, M MATKUMN IPUEMaMH,
I TeM OOYXOTBODEHHHM, UTO Tak TAHET K
cefe momonue cepnna, JleoHun HukosaeBUd
IocTemneHHO npusBneKk K cebe Bcex (I, 248)

we can sense his approval for the teacher who contrasts so sharply with
his colleagues. Physical descriptions too can betray the narrator's
evaluation of the characters. The outward attractiveness ot Gorenko
and Elizaveta Andreevna suggests their inner worth, and when we read

ot Verodka's large, velvety and empty eyes (II,115), we conclude a
gsimilar emptiness in her character. Finally, the narrator may affect
our attitude to the characters by supplementing and amending our picture
of them. In the first edition of Gimnazisty, part ot one chapter is
devoted to the lite-histories ot Petr Semenovid and Vasilij Ivanovid;

we learn that the latter was a schoolteacher wno was wrongly accused

ot theft and dismissed from his post, and that his companion too has/
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has seen better days ("RB", 1893, No 4, 187-90). With this
knowledge, we are disposed to look on the two drunkards more toler-
antly, and see them sympathetically as the victims of misfortune and
injusticeT.

The hero too may guide us to the author's evaluation of the
secomdary characters. In his words and thoughts about them, and in

his reactions to them, Kartadev influences our judgement ot the people

he meets. When he declares of éﬁckijt

OpUrMHANBHHE GONbmOf, HO OUEHB CUMNATAUHHA
.ssfl 0OEpy cCHMIATUUYHOE, & OO OCTAaJIBHOTO,
MHe Jena HeT. Mue [laukmii cuMnaTUueH, U
He BUXYy OCHOBAHWA YHUUTOXUTH B cele 3Ty

cumnatuno. (II, 59)

he persuades us there is much good in his triend - while the pains he
takes to justify his new friendship to himself indicates there is much
in it $o be uneasy about. Our admiration for Gorenko and Adelaida
Borisovna is determined not only by Kartafev's expressed opinions - he
calls them both "angels" -~ but also by the high regard his conduct
towards them alwys implies. We are led to condemn Sikorskij's unsdrup-
ulous self-interest because Karta¥ev finds it distasteful (II,435).
However, Karta3ev's opinions are not always our ownj when he condemns

the radical students at the Institute:

OH CUMTAaJI BCEeX 2THMX KPACHHX MalbUUMKaMM,

a ce0Hd YEJIOBEKOM, YXe NOONHABNUMCHA Ha
BHCUIYH0 CTYyNEeHb UEJIOBEUECKOroO camocosuaxua(II, 202)

he-does so without the support of the reader or the narrator, who both
look sceptically on his claim to selt-knowledge. Here the hero's
comments are turned against himselt, as we perceive the faults in his
Jjudgements.

Finally, the author may control our attitude towards his characters
by revealing their views of each other. The opinions they express in

their thoughts or words will intluence our view when they are seen to be

supported by the facts of the case, by the narrator's comments, or by the/
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‘comments of other characters. When Aglaida Vasil'evna upbraids her
husband for punishing Tema, she voices the judgement the description

of the scene calls forth in us (I,77). When Sackij remarks of Kornev:

Bacska HMKOI'Na HUUEro He cpenaeT, NOTOMY
YyTO B HEeM He OIuH, a IOBa M Haxe TpPH YeJOBEeKa
CHOAT: OOVH — 3aBUCHUMHA OT BCEro OCTaAbHOIC
o6mecTBa, NPYrOo#d — 3aBUCHUMHIA OT KPYXKH, &
TpeTuif — OH caM, pa3gBOeHHHI, paccTpOeHHH# (IT,

155)

we recognise his judgement as the truth because it corresponds to what
we have seen of Kornev's struggle with the opposing tendencies in his
own personality. When Aglaida Vasil'evna declares Father Daniil to be
greedy, her remarks are corroborated by the other villagers Kornev and
KartaSev talk to (I,395). Our high esteem for Adelaida Borisovna is
partly the result of the admiration many of the characters express tor

her; Aglaida Vasil'evna praises her

yOUBATENbHAH ueNoBeueckas kpacora (II, 262)

Anja considers her a

Hacroamuii, xopommit uenosex (II, 261);

Manja takes to her like a sister, and Zina tells her brother he will
never find another like her (II,308) - and Kartadev worships her.

Two characters may sometimes confliot in their judgement of a
third; Father Daniil describes Nerudev's father as a tyrant (II,391-2),
while Aglaida praises him as an enlightened man (I,393-4). Since we
cannot judge him for ourselves, we must consider both points of view,
recognise that each contains part of the truth, and reject Kornev's
out-ot-hand condemnation ot the man (I,394).

Our sympathy for and judgement of the characters are thus manipu-
lated as our view of them is moditied and intluenced by the characters
around them — who are themselves subject to these same ghitting perspec-

tives and evaluations. This is illustrated most clearly ot all in the /
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case ot Aglaida Vasil'evna, our attitude to whom changes as we come

to view her with more and more characters. In Detstvo Temy, we see

her through three pairs of eyest those of her son, for whom sihe is
almost the embodiment of conscience, always loving, understanding and
forgivings her own eyes, as she seeks to direct and influence her son's
moral development, and the eyes of the narrator, who leaves no doubt of

his sympathy for her:

B 3Ty MUHYTY, e€cnu OH KTO 3aXOTeJ HamucaThb
XapaKTepHOe BHpaxeHNue YeJoBeKa, XUBYLEro
yyxo#t EM3HBW — IUNO Arjauns BacuinbeBHOU
6HJIO G BHCOKOGIATODOIHOR MOIENBW...(Is 187)

We must admire her selfless maternal devotion, and priase with Bykov
her rare.qualities of mind and hearta. In the second volume, however,
we come to see her through other eyes, and perceive different aspects
ot her character. Ryl'skij notes the reverse side of her motherly
devotion in conversation with Kornevas

YuHag 6a6a, NOBKO 38 HOC BOJUT CBOEro o

CHH3 .. +.0Ha8 NABUT €I'0 U YMOM H xapaKTepou(I'323)
This new opinion ot her is corroborated when we see her forceful
personality in action, urging her son to put his family before hisg
friends, and when Tema himself reveals his resentment of her domina-
tion, comparing himselt to Gulliver in the Lilliputians' snare (1,423).

And so we are brought to agree with another critic that Karta¥eva is

GecKOHeuHO nwéamasi, X _B 3TOE NWOBU Oec—
KOHEYHO THUpaHMUUecKad. -

Looking at her with her son, we become critical of her policies as a
landowner: her only aim is to provide for her family, and she rejects
his suggestion that she help the peasants on the estate; we recognise

the ironical paradox when she denounces Tema as an egoist (I,400-1).
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As she stands by Tichon's deathbed trying to forgive the man, we watch
the instincts of the landowner struggling with haf Christian beliefs,
and must conclude with Tema that his mother's character is flawed by
her materialistic concerns (I,409). At the end of Gimnazisty, Aglaida
seems to recognise her faults, realising that she is responsible in some
meagsure for her son's sufferings and failures, and condemning her way of

life:

N a, MoxeT OHTH, TAK X€ BUHOBATa, TOXE
noMorna KOBepkKaHbw!...AX, KakKk MHE sCHAa
BIPYI cTala BCA 2Ta yPOLJIUBAA KapTUHA
Hame#l Xu3HU...0, Kakag ragocTh, CKOJEBKO
nxm, pansmu (I, 501)

This gleam of selt-knowledge (which does not occur in the earlier text)
must surely rest;re our sympathies to the woman we have judged.

Throughout the rest ot the tetralogy, our feélings for Aglaidé
Vasil'evna are held between sympathy for her endless love and condemna-—
tion of her loving tyranny; and in the end, it is her love that shines
through. We look on her with compassion when the son she had expected
so much of returns home in disgrace, and when she overcomes her own
sorrow to comtort Nataday we share her joy in Tema's regeneration.

When her prayers for him are at last énswered5 and he becomes engaged
to Adelja, we feel we should share her delight, and when the narrator
fails to record her reaction to this good news, we feel he has suddenly
neglected a character we have known so intimately. This must be judged
a flaw in the author's portrait of one who, whatever her faults, always
lived for and through her children.

Thus, by giving signals of his own evaluation in the words of the
narrator, herd and other characters, the author has us judge all the
secondary characters — although the task of judgement is seldom so
complex. In responding to these signals, and forming for ourselves the

judgements they point to, we discover the author's valuesj and so, in/



- 2B4 -

both eliciting and shaping our judgement, the secondary characters

play an essential part in expressing the author's purpose.

IV

The secondary characters are used also to elicit and shape our
judgement of the hero, and reveal the values by which he is to be
measured. They function in various ways as the “ethical agents“lo
who point us towards the correct evaluation of him. Several characters
at different times express in word or thought their opinion of Kartasev,
and the author will otten endorce these opinions by showing how they
correspond to the facts. When Korneva comments on the mixture of the
adult and the child in Kartafev's character (I,323), we see in her
words the accurate reflection of his situation as he aspires to adult
independence yet still submits to the dominion of his mother. When

Kornev considers his friend:

- BCe TaKOif Xe W30aJOBAHHHA U DACKUHYTHI,
¥ CHOYTAHHHA M MCKpEeHHuii, 4YTO-TO pPas3MamucToe
® HeycToiuumBOe, M BooOme TOT xe Kaprames,
KOTODHI MEHBmEe BCEero cam 3Hal, Kyha ¥
KaK TKHET ero cyms6a miau TOT 4YTO-TO, UTO
. pacmopsxanoch uM Bcerpa u sesme (II, 40)

- we must recognise the truth about the character we have seen develop
from childhood. We will always accept as reliable judgements made by
characters for whom our sympathy has been one, and one of the ways in
which the author preserves our esteem for her who does not always merit
it is by having characters we respect praise him. Because Borisov,
whose integrity is beyond question, ana Savinskij, whose intelliigence
1s praised both by Hanja (II,396) and her uncle (II,399) think highly
of KartaSev, we are convinced there is much to admire in him. Mme
Korneva takes a special like to Tema when they first meet, and praises
him above all her son's friendsj we can accept her judgement because

the narrator comments:
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OHa HHMKOTHa He omubanach B CBOUX CHUMIOATHAX
® Bcerja TroBopumJia ¥ JOeiicTBOBAna HaBepaﬂxa(I,304)

Our judgement of Kartafev is controlled too by several characters
who at vafious times assume the role ot his moral preceptors, reveal-—
ing to him his weaknesses, and pointing him along the path of self-

improvement. In Detstvo Temy, this role is performed by Aglaida

Vasil'evna, who hears her son's confessions and tries %o instill in
him those moral strengths - courage and truthfulmss - that will over-
come his failings. As he grows older, she tries to impose on him not
only her values but her views, and this aspect of her tyrannical love
finally alienates him. Later, it is Kornev who tries to show Tema the
error of his ways, urging him to disassociate himselt from éaokij and
change the manner of his 1lite (II,110). Gorenko too judges Kartaev
and seeks to influehce him for his own good. When he tries to impress
her with his new clothes, she makes her disapproval plain (II,15);
when she visits him in St Petersburg, she roundly condemns the life he
has been leading (II,179); and when he returns home with his disease,
she is there to condemn him, and to urge him to become a better man
(11,225).

In Infenery, it is chiefly Manja who undertakes the task of moral
evaluation and guidance. She recognises her brother's self-ignorance
and egoism (II,302), but also the sincerity whichhmight be his salva-

tion. OShe even thinks he might one day be a writer -

HO TONBKO HE CKOpPO, OueHb He ckopo. Korna
nepeGypIuT, KOTHa BCA TPA3b XMBHU COUHmeT,
KOrOa MUmypa XM3HM OyneT CcO3HaHa, M UecCTO-
nowéue - y Te6a ero 6esnHa - BCe-Tak
OCTAHETCH. . s BCIM TBOS XM3HB CJIOXUTCH TaK,
uTO GyneT MOJIOTOM, NPOCANUM 23Ty MUNyDY ,

a TO Tak M pacCHiHBeTCA B Heil 6e3 OCTaTKa.

I Torpma TH OyHemb OKOHUATEJNBbHASA HOPAHB...
Bca Hamexna, NOBTODPAK, Ha TBOKN UCEPEHHOCTH,
KOTOpad,NPOCHNAACh OT IOPH NO BPEMEHHU,
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6yneT, IOMMMO, MOXEeT OHTH, M TBOe#l BOIM,
paspymaTs TO, UTO yxe OyneT CO3HAHO
ToGou (II, 303)

Her efforts %o bring him together with Adelja and to foster his political
consciousness also indicate her concern for his moral development —
although, at the end of the novel, she recognises that he must make

his own decisions.

It is not only in voicing their opinions of him that the characters
intluence our judgement ot the hero. We have already suggested that the
gecondary stories which interweave with the main plot offer contrasts
and comparisons between Kartadev and the other characters, and thus form
an implicit commentary on his progress. Thus, when we compare it with
Kornev's affair with Annudka, Lario's adventures with Surka or even
Berend ja's relationship with Fros'ka, Temds liaison with Tanja seems a
less heinous offence than it might otherwise do. When we contrast it
with Berendja's escape from life, éaokij's resignation to it and Kornev's
capitulation to it, Kartafev's resilient determination to find an ideal
to live by must increase our admiration for him. In juxtaposing thg
fates of KartasSev and his friends, the author points to the general
pattern emerging from them all. Berendja kills himself while still g
schoolboy, éackij considers himself an old man before he is twenty-five,
Kornev loses his idealism, Ryl'skij flees abroad, Karta¥ev almost des—
troys himself before he finds the way to live: from all these facts the
"$ypical", "generational" significance of KartaSev's story emerges. The
critic Nikolaev thought Garin meant to depict the young generation as
"idiots, animals and decadents“ll; a closer study ot the parallels
between these ditferent life-stories leads us to conclude that his real
aim was to show how a generation is destroyed by a society that under-
mines its will to live. However, the recognition of the parallel must
not obseure the difference that sets Karta¥ev apart from his contempér_

aries. He alone succeeds in finding happiness ard fulfilment in life -/
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and the contrasting stories of his friends must again lead us to
recognise and admire his resilience, determination and moral purpose.
By juxtaposing Karta¥ev and the other characters, the author also
highlights the failings which for so long stand in the way of his happi-
ness. We have already seen how Ivanov's path crosses the hero's at
various points to emphasise Karta¥ev's weaknesgses. With each new

encounter, the words uttered by Aglaida to comfort her son after his

betrayal of his friend gain in ironic significance:

Korpma-gEu6yns B Xu3HM, KOrjJa TH BHmemb
XOpOmUM, UYECTHHM UeJOBEeKOM, OOr mnacT, TH
BCTpeTHNE: ¢ HuM//IBAHOBHM/ M CKaxemb €My,
YTO eclIX TH BHNEJX TakKuM, TO OTTOro, 4TO
TH Bcerja xoTex OHTH }aﬁ&y %€ UEeCTHHM,
xopomum, kak om (I, 104).

Gorenko, Moiseenko and Manja Kartaleva also lead the life ot ideals

which the hero aspires to but cannot attain. When Tema returns home

with syphilis, Manja is in prison, Moiseenko is in Siberia and Gorenko

is on her way to join him. The contrast is clear: Tema sutfers for his
gself-indulgence, the others sufter for their idealsj we must acknowledge
the hero's inferiority. Because these "positive" characters share the same
general ideal of social justice through revolution, several critics have
assumed that this is the author's ideal, and that they are his reai heroes.
Not surprisingly, they have complained that Ivanov and his friends are too
much in the background for their heroism to outshine the flawed character

13

of Kartafev °. A letter from Garin to the former revolutionary Ivan&in-

Pisarev shows the error of such a view. Writing of Gimnazisty, the author
remarks:

xoTen OHJIO Bac BHBEeCTHM, HO B3AJ TOJBKO
KDyIHUKY, 4TOG GOolee umeiiHo m Ha Goxee
mMPOKO# NOuYBEe OCTajbHHM BamuM OCBETUTH
peMHNE MOTAHMA MOero 3alyimHru ApTeMus
Kapramesa.l

|
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From this, it is clear that he means not to create paragons of

political virtu015 or to expose the hero as an enemy of revolution

(as Bjalyj has auggestedls), but to use the secondary characters as foils
to throw into relief the errors of a hero who for so long lacks their

idealism and strength of purpose.

In what they say, think and do, the secondary characters are thus

one of the principle devices which disclose tha-;utnor's judgement of
the hero.
v
Among the secondary characters are a number of individuals who
express definite views on specific topics of general relevance. In
addition to their various other roles, therefore, these characters have
a function to fulfil as spokesmen for the various opinions the author

wishes us to consider. In Detstvo Temy, Aglaida Vasil'evna puts for-

ward her views on the aims and methods of education, holding that its
aim must be to nurture the child's moral sense (1,78—9). She remonstrates
with the headmaster when he puts forth his disciplinarian view (I,126—7),
and denounces to Tomylin a school system which is based on fear and
repression (I,l46—7). In Gimnazisty, we are confronted with a wider
range of articulate characters. Kornev's cousin twice delivers his
opinions at great length, dilating upon the task ot altruistic work
facing the young generation (I,288-9) and explaining the duty of litera-
ture to serve this same aim (I,319-21). Berendja has his say on a variety
of subjects — he decides that education must be geared to the real needs
ot lite, and that the individual must serve the general good (I,426-7);
and the teacher Satrov in hispublic lecture touches upon similar questions,
discussing in particular education and its duty to serve social progress
(1,464-6).

In the final volumes also, various characters advance their opin-

ions: Sackij sets forth his materialistic philosophy ot 1lite (II,153-7),/
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Manja summarises for her brotha: the objectives of her political group
(11,385) and justifies its terrorist tactics (II1,520)3 Savinskij speaks
for Marxist Social Democracy (II,394), and Borisov is the spokesman for
the methods and principles of cheaper railway construction (II,448-9).
The secondary characters are thus used to set before us a range
of opinions on life, society and politics, on matters general and
specific. It is a mistake to assume, however, that these are alWays_%he
opinions of the author himself, or that any single character is' the
author's mouthpiece. Some of the views expressed by ditferent charac-
ters conflict with euch other — Manja and Savinskij represent opposing
ideologies, and éackij'a views are plainly inconsistent with the wvalues
exemplified in Kartadev's story. Moiseenko's arguments are discredited
to some extent by his youthful assurance, his patent indebtedness fo

Pigarev and the- irony implicit in the author's description:

Ha BCce, 4YTO HJia KOMIGHMA NpPENCTaBIANOCH
HesCHHM, y MouMceeHKO Bcerpma OHIM ONpem-—

eJeHHHEe ¥ TOYHHE pa3bACHEeHMH. OH OXOTHO

maBsal X, CTaBMI EM BO 4TO cBOW apymunuwo (I, 280).

Such mouthpieces are seldom wholly reliable as spokesmen for the author's
views.

Many such characters do represent the author's effort to impose
his views on the readers Aglaida surely speaks for his idea of education,

and Borisov voices the authorial opinions expressed in V oblasti biliionova

i trillionov.e The device of the mouthpiece is an obvious one, and Garin
must again stand accused of overworking it, ot interpolating too frequen-
tly into his story disquisitions on matters external to it. Moiseenko's
gsoliloquies grow tedious, and Manja's conversations sound too mu;h like

: political speeches. In the author's defence, it may be said that he is
not the first to resort to the device, and that in most cases he tries

%o motivate these tendentious digressions in terms of character and/
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gituation. Berendja's reflections are natural enough in one of his years
and inteiligencelT, §atrov's opinions are plausibly disguised as an address
to a public gathering, and Manja KartaSeva's speeches are the credible
outcome of her fiery and forthright nature. And the author's views

are seldom expressed by one character alonej they are revealed rather in
the views expressed by several characters together, or in the action of
the story itselt. Berendja, Satrov and Moiseenko all share the view that
education must prepare the individual to live and work for the general
good, and their agreement implies the author's endorsement of this.
Aglaida's theorieg of education are only the explicit statement of the

moral to be drawn from Detstivo Temy, where the child develops not

through the punishments administered by his father, but through the
gentler moral influence of his mother. 1In the final analysis, the
author's view is expressed in the words and actions of characters as

they react with each other.

VI

In addition to their functions as reflectors, judges)comentatofs
and mouthpieces, the secondary characters have their part to play in
the structure of the tetralogy. We have alreédy guggested that the
work represents a complex of interweaving story-strands, as each new
character encountered by the hero brings with him a new narrative
thread that is worked into the tapestry. The characters and the rela-
tionships that bind them together not only serve to mark Kartafev's
developmént through lif;, but also provide the framework that holds his
story together.

Thus, the author's attempt to tighten the structure of the work
is reflected in his disposition of the characters. The loose and
rambling picaresque form provided by the hero;s lite-story can embrace

a multitude ot secondary characters, and, as their number increases, the/
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narrative threatens to disintegrate into a mass ot separate stories.

To avoid this, the author excluded from Gimnazisty and Studenty a

number of characters: Zlobickij, who makes a brief appearance as the
Kartasevs' travelling companion, disappears from the revised Gimnazisty,
while Gonda, Skra¥evskij, Choljava, Cholmskij and Liberman find no place
in the final version of Studenty. Another casualty of revision is Marja
Vasil'evna Kolpina, a member of Ivanov's group who attracts Kornev and
repels Kartasev by her cold disdaing Garin's letters indicate that he

had worked to reduce her significance even before the first publication;s.
Elimination and revision often have their effect on our attitudes to the
characters who remain: in the amended text, Surka no longer dies her
sensational death, and there is no last-minute conversion and tragedy

to transform her into a martyr of fatelg. and because her death no

longer figures in the narrative, NatasSa Kartaleva becomes a more ghadowy
personality than she was in the first Studenty. Lario, who in the revised
tett of that volume takes the place of Skrafevskij in being expelled on
him a role which is strangely at variance with his earlier character and
conduct.

The structural significance of the secondary characters is seén also
in the author's use of them to strengthen the unity of the wark. Only the
figures of Karta¥ev, his mother, brother and sisters remain with us through-
out all four volumes; the others, even close friends like Kornev and éackij,
drop out of sight after they have played their part in his story, and are
replaced by new acquaintances and friends. The constant and casual
appearance of new characters, and the often sudden disappearance of familiar
ones emphasise the changing world through which Kartadev moves, but also
tend to impair the unity of the cycle. Thus, when Kartasev suddenly
acquires a maternal uncle at the beginning of Studenty, we wonder why we have
not seen him before, and why he was previously excluded from a family circle

we thought complete. The author may work to sustain unity by somehow /
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linking new characters to what has gone before. Thus, Fros'ka's loverl
Jaska turns out to be the brother of the Geras'ka who once played with
Tema (I,431), and the leading spokesmen of the "red" students at the
Institute is discovered to be Avgusticd, one ot Tema's old schoolfellows
(11,204,cf.I,141). But this method of tying in loose ends can be used

to excess, and the author's eftorts to promote unity can become too
obvious. When Sikorski}j too_is discovered to be an old school friend,

we immediately wonder why we did not meet him in Gimnazisty (although

we are told he took little part in the life of his classmates, his
family history — his father was hanged, and his mother killed herself -
must surely have brought him to their notice — II,321). When his sisters
are introduced, the author somewhat lamely accounts for Karta¥ev's ignor-

ance of their existence:

fl Ee 3Ham, YTO Yy BaC €CTh CecTpa.
- llensx pABe — OHM Yy OANUA XUIA pausme (II, 357)

— although the older of them knows Zina and Nata%a. Ourcredulity is
finally strained when the young married woman who so attracts Karta§ev
on the train proves to be none other than Sikorskij's cousin (II,511).
Characters and their relationships can thus function to unify the
workj but when we catch the author constructing these relationships
ad hoc, as it were, the device is exposed and the strategy fails.
Through the secondary characters, the author engages our atfention
more fully in his story, diversifies the picture of life he sets before
us and enriches our experience as readers. As.we respond to them, our
response to the work is deepened, and the author's control over it is
inoreasedj" a novelist not merely may, but must subtly control our
feelings about the characters, acts and thoughtﬁ presented at each stage

of a novel is to have a cocherent effect"zo.
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The characters have their part to play in unfolding the hero's

story, and fulfil a variety of functions as instruments of the author's

rhetoric.

Acting our their parts, sharing their thoughts with us, they

widen our understandings they elicit our judgement for themselves, or

direct it towards each other, they form our judgement of the hero and

point us towards the wider significance of his career, they express the

opinions the author wishes us to consider, they help to hold the story

togethsr.

to us the

They are above all the devices of which the author discloses

values on which the work is based and the purpose embodied in

it; they offer him a range of means otf commenting on the story of his

hero, and

meaning.

provide the background against which it takes:on its special

As Bykov has written:

KaprameB...H€ BHIBUHYT OTOMCTUUHO HA
NEepBHl IJNaH, OH NPOXOIUT B rpPynmne BCEX
melcTBymMUX JUI], UHOrJa OcTaeTcd Kak
6ynTo B TeHM, & TeM He MeHee ero gurypa
BHIIYKJIO BHIENAEeTCHA, ¥ YUTATENDL HEBOJBHO

cIenuT 33 Hero, HACTOJBKO OHa XapaKTepHa
BO Bcell cBoell NPOCTOTE M NPUBJIEKATEJIBHOCTH.

NOTES

2L

Ay

1. thus, we recognise in several persons of the story the arche-
typal characters found in other works of the genre. Aglaida
Vasil'evna in particular recalls the mothers depicted in the
"gutobiographic" tales of Tolstoj and Aksakov.

2. Granat Encyclopaedia, col. 522-3

3. Krasnova(Realistideskoe masterstvo jazyka i stilja Garina-

. Michajlovskogo, pe 177) records the "naturalistic details"

of the original description of the headmaster.

4. cf. "RB", 1895, No 5, 165-9.The story is the basis of
Revekka. .

5. Judina, Zizn', p. 100

6. Sacks, Fiction and the Shape of Belief, p. 65

7. in the final text, the story of Vasilij Ivanovié is reported
to Gorenko by a bystander at Berendja's funeral - I, 491.

8. Bykov, Kritiko-biografileskij o¥erk, p. XXVII

9. "A.B.", in "Mir boZij" 1895, No 5, p. 243

10, Sacks, op. cit., p. 70 '

11. Nikolaev, Voprosy zizni.., , p. 139

12, the irony is increased if we remember the hero's determin-
ation, in the first edition of Gimnazisty always to act
according to his conscience as Ivanov did (see Chap. III)
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13, cf, the articles of Nikolaev and Bjalyj(see Bibliography).
Judina has compared Ivanov to the character Overin in Ivan
Kud&evskij's novel Nikolaj Negorev. Both are only secondary
characters in the respective fictions, but both are seen
by Soviet critics as the "ideological® heroes.

14, see Literaturnyj archiv, V , p. 34

15. Judina(Zizn!, p. 98) suggests that Garin rejected the pol-

itical views of the "revolutionary" heroes.
16. Bjalyj, Istorija russkoj literatury, p. 523
17. a letter to Michajlovskij in Dec, 1892(Literaturnyj archiv,
V, pp. l113-4) shows how Garin edited Berendja's philosoph-
ical Treflestions to make them seem more plausible in a
schoolboy '

18..apparently at the suggestion of N.K. Michajlovskij - cf.
letter to Ivanlin, Feb 1895, Literaturnyj archiv, V, p. 34

19. a letter to Ivan&in(June 8, 1895) mentions another character,
Marja Ivanovna, whom the author incorporated into the char-
acter of Surka - Literaturnyj archiv, V, p.35

20. Sacks, op. cit. p. 65

21l. Bykov, op. cit. p. XXVII
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CHAPTER V: SPECIAL DEVICES OF THE AUTHOR'S VOICE:

IMAGES, SYMBOLS AND REPETITION.

The author's attempt to "shape the viewpoint of his readera“l
is not contined to'his selection and arrangement ot the "formal
variables" of plot, narrative perspective and characterj it is to
be seen glso in the selection and arrangement of "words, images,
structures, paragraphs and larger units so as simultaneously to
define and enrich the action as it is unfolding“z, in the style
of the work, in the whole range ot devices and features which
might be termed - in Garin's words - ths-auxhor's "artistic
images". Every element of the narrative is a means, not only of
depicting the characters and their actions, but also of conveying
the author's judgements about them, and influencing the readers
response. We cannot identify all the means by which Garin has
tried in his tetralogy to shape the viewpoint of his readers; but
in this chapter it is our aim to recover aomé of the most important
devices, and to see how he creates from his "artistic imagea“vehiolea-
for the expression of his voice.

I

As he tries to pommunicate his judgements through the words and
sentences ot hls narrative, the author will look for images that will
embody them, formulaé that will convey them to the reader. The most
usual kind of formula for the author's view is the comparison, the
gimile or metabhor which illumines and evaluates;evenfa and characters

by drawing parallels and suggesting ‘similarities. For example, whan/
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the ailing General Kartasev is compared to an autumn sun that recalls
distant summer days (I,196), the natural analogy conveys the poignant
contrast between the sick man and his former self, and colours our view
of him with sympathy. When KartaSev's feeling of shame after his betrayal
of Ivanov is desoribed as a "smrad du¥i" (I,164), the image conveys the
intensity of his sutfering and guilt, and increases our understanding

of him. When, walking in the corridors of the university, the hero

smells the

3anmax Kakoro-TO CTaporo Teina, COTHWO JET
o6uTapmuii sxecs (II, 125)

we realise the extent of his disillusion with an institution that seems
divorced from the real problems of life, and share his view of it. In
each case, the comparison defines and enriches our view of the person
or object it describes. |

Similes and metaphors are otften used to convey the author's view of
his hero. After his rescue of Zulka, Tema falls ill, and his life seems

to be in danger:

XononHOe IHXAHUE CMEPTH APKO KouelneT

BOT-BOT rOTOBOE HaBcerma NOracHyTh pas-
ropeBmeecs MIaMa MaJIEHbKOW CBEeYKH. BHCTPO

TaeT BOCK, OHCTpPO TaeT OGOJIOYKA Tena, #

yXe CTOMUT IepeJi BCeMu ropsvad, nwéamas L
nyma TeMn, CTOMT OCHAXEHHAdA U TAHET K ce6e (I, 96)

The image not only conveys the child's nearness to death, but also
reveals the very core of his personality — his ardent, affectionate
soul shines like a flame and draﬁa us %o him. Wﬂen the adolescent
disregards his mother's sermons and is attracted more and.more to the
company of his schoolfriends, he is likened to a departing pilgrim who
hears the hells of his native village but continues on his way (I,242) -

a comparison which illumines his desire for independence. After he has/
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passed his final school examinations, Tema is viewed as a young

swimmer who has reached the first sand-bank (I,502); the image serves
both to convey his state of nervous exhaustion, and to suggest that he
has come to his first resting-place on his journey through life. Later,

when he is said to swing like a pendulum between the telegrafistka's

cabin and Savel'ev's camp (II,426), the simile sums up the moral weakness
that makes Kartagev powerless to resist these temptations of the day and
night.

The author is not always successful in his cholce of metaphors and
comparisons. When, musing on his relationship with his mother, Kartasev
concludes it will be as difficult to remove the traces of past bitterness
from his heart as to 1lift a heavy carriage from a deep rut (II,16), the
pedestrian comparison fails to illumine his feelings. To describe the
effect of Satrov's speech on the schoolboys, the author calls it a

"rafreahing-batn of the spirit", and continues:

yMHTHE B 3TOW BaHHe, rja3a MOJIONEXHU ropeln,
yOOBNEeTBOpeHHHe, cuacTiuBuM orueM (I,

The images of fire and water are in conflict, the metaphor is mixed,
and its effect is comic confusion. Seeking to depict Kartadev's com—
plex reactions to his failure at university and the rejection of his

manuscript, the author again turns to metaphor:

Tenepr Bce 3TO eme B HEM, TO 3TO BCe OHCTPO

yineT ¥3 Hero, Kak KODHA Kakoro-To {aHrac-
TUYECKOr'0 PacTEeHHus, KOTOpPHE BIJIETYTCH

GHCTPO M CKOpPO BO BCe, BO BCE OTHOMEHUA E€ro

XU3HN U HABCEerjga OCTaHyTCs, CBA34aB BCE

KaKUM—-TO HENpeOOODpUMHM, MPOUHHM I[EMEHTOM.

I HUUTO yXe He MepeMeHUTCs, BEeCh CTPO# ero

XM3HU NPOHNET yX OT 3TOr0 3ANOXKEHHOTO INPOUHO
dyHIaMeHTa...Kaprames TouHO cTOAN Ha )
O6GHaXeHHOM OODHBE CBOe# xmsHeHHO# mocrpoiixm (II, 169)

The images ot the plant, the cement and the building are at odds with

each other, and the result is again confusion. In his search for/
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{lluminating analogies, the author has obscured the meaning he
sought to highlight.

Metaphors and similes are thus not only devices of description,
but also devices of evaluation and interpretationj comparisons repre-—
sent the author's judgement of the object compared, and descriptive
images become images for the significance he wishes to convey. The
hero himself uses metaphors in a similar way, to convey to others
his own view of his situation and impress on them his judgemenﬁ of
himselt. Thus he tells Korneva he is ensnared by his mother as
Gulliver was by the Lilliputians (I,423), and later describes himselt
to Manja as a rotten log -

HEerogHoe B CTPOHKY, B JyumeM clydae -

rozHoe Ha JyuWmHH, 4TO6 B M3BECTHHE MIHOBEHHA -

IOCBETUTH NPHU CIyuae KOMy-HUOYHABL M3 Bac (II, 302)
However, his opinion of himselt is not to be accepted without reserva-
tion. Korneva cannot imagine Aglaida Vasil'vna as a Lilliputian (I,
423), and she implieé that Kartasev is not altogether a Gulliver; he
is ensnared less by the wiles ot his enemies than by his own inertia.
Manja makes fun of her brother's lofty view of himself as a torch
lighting the way for others; with her, we conclude that his me taphor
does not correspond to the truth of his situation. In both these
cases, the author expresses his own view of the case by revealing the
faults in the hero's vision.

Where figures of comparison are repeated in difterent situations,
they create patterns of imagery which act as extended metaphors for the
author's judgement. Thus, Kartafev's various romantic adventures are
otten desoribed in terms of the magical and the fantastic. Rachil!
geems like a fairy-tale princess (II,194), Sikorskij's cousin looks

like a rusalka, and KartaSev tells her:

KaK B CKa3Ke...MH C BaMy JETUM Ha Kpuabax (II, 513)
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Elizaveta Andreevna has the air of a magician (II,364). The repeated
comparison suggests the similarity between all these relationships -
as F.D. Batjuskov noted:

n0w60BEL - gnﬂ l'apuHa, 2TO O6lacTh MEUTH

A CKas3KH.
and implies a judgement of them: a love that is magical and fairy-tale
is also one that is illusory and unreal. By contrast, the true and
lasting love of K;&taéav and Adelja is described in metaphors drawn,
not from the world of fantasy, but from religious idealism: she is the
bright angel who will transport him to some higher world (II,498), and
he tells her:

... Oyny TeOa BE€YHO NOOUTH, BEYHO

GOrOTBOPUTH, BEYHO MOJMUTHCA Ha Tela (II, 500)
Thus, as it is repeated, a metaphor is expanded, it "accretes meaning
from a succession of conjexts“4, and its range as an image for the

author's meaning is extended.

I1
Others of the author's artistic "images" may also function as
images for his judgements and interpretationa; For example, descrip-
tions of the natural satﬁing ol events may, as well as enriching our
imaginative response to the work, detine the author's view ot it in
geveral ways. The description of a scene can interpret that scene
for us, and point us towards the meaning the author seeks to convey
in it. Thus, the Karta¥evs' estate is described when Tema and his
family arrive for the summer holidays:
Buino BpeMda, Gymesana 3Jechk BOJIbHAfA 3alI0pox-—
ckad xn3Hb. Ho maBHO yx aT0 OHno. TOUHO
nmocje OCeBmey OT NOXAA NHIM CHUT Ha 3ape
AcHag, CIOKOMHAas, YMHTasg CBOEM Kas3anKou

CTapuHOi janekasda BHCH C CBOHMH OE€JIHMM
XaTaM, BUNHEBHMM CcanouyKaMu, C KOJOKOIHAMU
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Ha JaJleKoM ropus3oHTe. lI3 mycToro cama yxe
CKBO3UT KpacHasd KpHma rOCHONCKOTrO AoMa,
BHTISANHBAET ME30HMH C KDHIBIOM B TY CTODOHY,
TIe 34 NPYIOM JIGHTO CBEepKaeT B TyCTHX
KamMHmax Buchk. [[OoKka eme HeNnoONBUXHO CMOTPHUT
B BOIY KauMHm, [OKA €eme CHIUT CeJo a TOYHO
3agyManuch ero GenHe XaTH, [OKa TI'OCNONCKMiA
IOM IYCTHMU OKHAMM IIAAUT B 3€PKaJIbHYD
NOBEPXHOCTH PO30OBOrO OT 3apu Ipyna -
OCTOPOXHO BHNJHBAET U3 KaMHma Ha CJIaIKywn
PeuKy TO HOMKag yTKa C BHBOJKAaMHU, TO HHDKH,
a TO M mapa CepHX ryceii.(I, 347)

The description not only sets the scene, but conveys the mood of the
scene, its imaginative significance. The whole picture evokes an
atmosphere of serene tranguility — emphasised by the reference to the
stormy life of early times - that permeates all ot this dvorjanskoe
gnezdo and reflects the ancient, undisturbed feudal order it represents.
Nature is not merely a decorative backdrop, but an emotional presence
that influences our response to the work as a whole.

The imaginative interpretation of the setting may also reflect
the inner thoughts of the characters who perceive it, and so enhanﬁe
our understanding of their thoughts. When we regard the moonlit garden

in Detstvo Temy, with the wind playing in thé trees and the summerhouse

casting a thoughttful eye over the magical scene (1,23), we are in fact
seeing the scene as it seems to Tema, and viewing the picture his imag-
ination paints for him.

The author may use the setting to comment on his characters, expres-
ging his view by pointing to the contrasts and comparisons between the |
natural world and their inner state. Young Kartasev's pride and Joy
in his new school uniform seems mirrored in the balmy summer's day

around him:

OH men CUANMUNA U CUACTIUBHIMA.
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BHJIO aBryCTOBCKOE BOCKDECEHbe: ApKUEe Iyuu
3aNMBaiIM CBEDPXy, IJIa3a TOHYyIM B MATKOU
cCuUHeBe 4YUCTOro Heba. Akanusa, OKAUMIIABMUE
KNaNOMMEHCKYW CTEeHYy, TOYHO cnaau B CHUAHUH
Becenoro, nackoro mes(I, 111

-~

Many years later, when the hero is on his way to discover the fate of
the manusoript he has of'fered for publication, the bright spring

morning around him reflects his own happiness and hope:

PamocTs, BOpOUYEeM, HE MOIJIa HE OXBATHBATL;
BeceHee YTPO OHJIO MOJHO KPyroM Hemepe-—
IaBaeMOil nmpenecTH. B mapke yxe TOHKOHU,
NpO3pPAvYHO# NAYTUHOM HEXHHX JMCTOUYKOB
OKyTaluch HepeBbf, NPO3PauHHI TymMaH OHCTPO
ucues3al B MOJIOOHX JIydYax COJIHua, BIANH
CBepKaNu KaKme-TO HedCHHe o0pasH — CMecCh
Oe#CcTBUTENBHOCTH, apoMaTa BEeCHH, fAPDKOTO
yTpa, KamnM poca eme ropeiau Ha BHOerasmen
uonopoi Tpase (II, 161) \
When he hears his story has been rejected, this joyful scene throws
his despair into relief. When General Karta¥ev dies, the bright
.spring day which seems alive with all the joys of lite (I,198) empha-
sises by a similar contrast the cold finality of death.

The description of nature may thus define and enrich our knowledge
of the characters, their thoughts and feelings, and reveal to us the
author's view of them. More than this, it may symbolise and external-
ise events in their inner lives, and express the author's interpreta-
tion of them. When, on that first day, Tema realises that punishment
is inevitable, he notices the gathering thunderclouds in the evening
sky (I,72). Soon the storm breaks, and soon after that, Tema is
beaten by his father. The threatening storm, the downpour and the
return of calm thus parallel the events of the child's day - the suc—
cession of misfortunes culminating in the brief and terrible punish-

ment, followed by the peace that comes with confession and forgiveness —

and symbolise their significance in his emotional life. The heavy olouda/
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and moaning winds that greet the young man when he comes out ot the
doctor's surgery come to represent the black despair into which he
sinks as he contemplates his disease (II,209). As he leaves home
after his painful meeting with his mother, this depression gives way
to a growing will to live which finds an outward axpréasion in his

reaction to the scene around him:

B . JTpo, IOAHOE XW3IHM CBEepKaeT, OXBATHBAET,
U TaKk MYYUTEJIBHO XOUETCH CIUTHCH OOATH
co Bceil 3TO# mpenecThO XM3HU...0, Kak
XoTeyoch BAPYr xuTh! (II, 231)

The parallel between Kartafev's emotional state and his surroundings
is sometimes more subtle. During the night he spends with Rachil',
the very air seems to share his intoxication (II,198); as he rides
away, however, the light of the morning is more sober:

ymiaa paneko B He6O JyHa X, YBUIAB BIDYT

H& TOPHU3OHTE GIeNHYH PO30BYW MHOJOCKY,

TOYHO pacTepABNMCH B CBOE€M BHCOTE, Cpa3zy

noTepsiNa Bech CBO# BonmeOHH# Oneck (II, 199)
If the night represents his heady passion, the daylight shows it in
its reality, as a brief, drunken dream, and the natural parallel
judges fof us the quality of his feelings. (True, lasting love is
represented by a different parallel: the love of Tema and Adelja is
set against a spring background that suggests joy and hope (II,509)).

In his natural descriptions, the author may also find the imageé

for those deeper truths he wishes the reader to perceive. On several
occasions he shows characters responding to nature, and discovering
in it the truths of lite. Admiring a beautiful sunset, Kornev ig
reminded of the stories told him in childhood about an enchanted
tower in the rays ot the setting sun, trom which he would one day
rescue a beautiful princess (I,328)5. Watching another sunset on

the KartaSev estate, he has similar thoughts:
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KaKne-TO HedACHHEe, CclanKkue JAyMH HEeCINCh
JerKo, JacKalu IOyNy X DpACOBANA XU3HL B
KaKoi-TO CKa304YHOHK, BOJNmMEOGHOMU IEPCIEeKTUBE (T, 375)

Thus, nature reveals to him a world of ideals and visions, and
contemplating it, he loses all sense of himselt in the "vys5ij
poryv Selovebeskogo organizma" (I,375). Adelaida Borisovna has
—a similar experience; moved by the natural beauties around the

estate, she feels that the doors of some wonderful temple have
been opened to her, and that she has become one with nature:

u sra uaitka, ¥ 3TO HeGO, W Hanb, @ ONECK,

X Bce aTO - B Heif u B Hux, 3TO0 — oHm(II, 297)
Nature becomes an image-for the ideal, eternal world that is
accessible to men when they forget themselves.

Finally, because we come to view nature as a repository of
truth, natural descriptions may serve to express the author's
evaluation of his hero — for we will judge him according to his
perception of the truth. KartaSev is susceptible to te charm of
the steppe (e.g. I,3TT) and the beauty ot the south (II,162), but
for a long time he is unaware of any deeper meaning in nature.
Where Kornev gees in the sunset a vision of the ideal, Karta¥ev
sees in it omly a vision ot Odarka (I,377). Making only passing
mention of this aspect of KartasSev's character, G.A. Bjalyj regards

his response to nature as another sign of the hero's moral inadequacy:

IeNbHOr0 mnepexuBaHus npupoxns y Kapramesa
YX HeT; AN ero ymepOHOTO MMDOBOCHDUSATHSA

B OrPOMHOM MMpE€ MNpPUPOAH OKa3HBaeTCH
NOCTYyNHOM NUmME KpacoTa OTAEeNbHHX "MIHO-
BeHnu", GIMKOB, DPa3pPO3HEHHHX “Bnegarnenuﬁ",
HE COEIMHANMUXCH B OOMYW KapTHUHY.

A general picture of nature and an understanding of its truths come
to KartaSev only after his new career reveals to him the ideals of
altruistic work and the values of responsibility to and for his fellow

men. Resting from his labours, he admires a beautiful sunset and/
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experiences that same aspiration towards the ideal that once moved

Kornev:

XoTenock TOXE JIaCKM, XOTEJIOCh XHUTh,

XOTenochk, 4TOO0 XM3Hb Hpomia HenapoM (11, 339)
Wondering at the beauty of a magical night, he recognises that lite
ig like a fairy-tale, and affirms his belief in it (II,341); he sees
he must persue his vision of the ideal. On several occasions in his
life, Kartadev longs to forget himself in nature. Standing by his
father's coffin, he wants to merge into the spring day, to melt like
it into the sky above (I,198); leaving home to find a cure for his
disease, he feels the desire to fly like a bird into the "magical dis-
tance" (II,231). But it is only when his new path in 1life opens his
eyes to nature's truths and teaches him to understand its language
(aa he tells Elizaveta Andreevna - II,361) that Kartadev can lose
himself in the world around himt:

n Kapramea YyBCTBOB&J NPUIUB K cepiuy

TEeNnjao# KpoBu, eMy OHIO PAanoOCTHO H _Xxopomo

Ha ayme. OH mypuJIcA OT APKHUX Jyuei,

CMOTpEJI B LaJeKyW JIa3ypk TOUYHO YMHTOTO

He6a, mMypuJICcHA MHOTrZa Tak, 4YTO BCe HEOO

YTO HNOKPHBAaJNOCH 3O0JIOTHMM NCKpauMu, # Iepe-

XUBAaJl TO COCTOfAHUE, KOrJa KaxeTcda, 4YTO

HeT yxe Teja, UYTO BCEe OHO M OH cCaMm pac-

TBOPUIIUCE 6e3 ocTaTKa B 3TOW MCKpsameiicsa

pamocTHO# cumHeBe (II, 435)

It is thus by responding to nature that Kartadev learns the truth
about lite, and as he does so he wins our sympathy.

Descriptions of nature thus serve the expression of the author's
voice in many wagys, by evoking moods, revealing the character's thoughts,
conveying their emotions or suggesting the ideals and visions that move
them. In each case, the description shows forth the author's implicit

evaluation of some aspect of his story, and becomes the image that

gsummarises this evaluation for us.



Another special device which may serve as a vehicle for the .
author's meaning is the quotations from external sources which are
gsometimes incorporated into the narrative. They may evoke the mood
of characters - Kartadev's mood of expectancy before he leaves for
St Petersburg find expression in the song of a peasant on the steppe
(II,11) - or reflect their {9elinga: considering his secret love for
Manja Korneva, Tema recalls a song of unrequited love that underlines
his own unhappiness. 'Somatimea a quotation represents the shape of a
character's thought. Thus, when Kartadev at last sees the folly of
his imagined passion for Odarka, the truth is expressed for him in a

poem by Heine:

PacomcaHH OHIM KYJINCH NEeCTpo,

i TaK OEeKJIaMupoBall CTDPACTHO,

I MaaTHUK OneckKk, ¥ Ha miadAne mnepo,
I uyBcTBa - BCe OHIO NPEKDPaCHO

Ho BOT, XOTh yYXe CODOCHJCH 3TO Tpambe,

XO0Tsr HET TeaTpasIbHOrO XJaMmy,

Iocene OGONHMT eme CEpAUe MH, 7

Kax 6ynro urpaw s apamy (I, 381)
The poem implies judgement of his ridiculous romantic pose - and hia
recognition ot its aptness indicates a progression in self-knowledge.
Similarly, the hero's desire to end the way of lite he has been leading
with éackij and start afresh is crystallised for him and for us in a

verse he reads from Kornev's copy of Faust:
Jlaii TOT MOPHB MHe OE3yCJOBHHIA,
CrpamaHui CcHajgoCTHHE JHM,

I Momb BpaxOH ¥ IHJI JNWCOBHHI,
Moo TH MonomocTh BepHu! (II, 112)8

-

Theée quotations become-images which both show forth the inner thoughts
of the hero and convey the signiticance the author means them to carry
for usjy they interpret the hero's inner 1life és they illustrate it.
Apposite quotations can also show forth the author's judgements.
Visiting his reformed friend in his new surroundings, éaokij comments

on the change in Kartasev by quoting God's words to Mephistopheles in

Faust -
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Ho ycTHOMCBH, Y3HAB KOrJa-HUOYINB,
YTo mOGpHHA UeJOBEeK B CBOEM CTPEMIIEHbE
TEeMHOM

Haiitu cymMeeT HacToamuii myTh (IT, 120)9

"For all §ackij's irony, his words convey the author's view of
Kartasev's effort %o mend his ways; forla time at least, a good man
has found the strength to seek his true path in life. In the firqt
volumes of the tetralogy, Aglaida Vasil'vna frequently quote;-from and
refers to the New Testament in judging her son and his friends. On
that first day, she urges him to follow the example of Christ, who
valued the truth above all and gave His lite for it (I,86). After
his quarrel with the butcher, she tells him the parable of the talents
(I,109) in order to impress on him his duty to those who have been
given less in life than himself., Like his mother, we come to measure
Tema by the standard ot the Christian virtues she tries to instil in
him. Later, when his interests turn %o wider social issues, she tries
again to turn his eyes towards Christ, using His example to refute
her son's suggestion that in the struggle with evil and injustice
violence is quatified (I,295). And throughout the novel her conversa-
tions are interspersed with scriptural referapces and quotations.

In leading us to pass judgement on Aglaida herself, the author
makes use of the religious quotations which come so readily to her.
When she tells Kornev that peasants must be treated as carefully and
as firmly as children (I,400), we remember, as he does, the inscrip-
tion in her family chapel:

Ecnnm He OyneTe Kak néwn He BoilmeTe B

IIapCTBO HeGecHoe (1,3673
and judge her attitudes by it. When she condemns the two drunkards
and tells her gon that the truth is too holy a thing to be found in

an inn (1,292), we may remember that the Chriétian truth she vanerateq/
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could once find no room even in an inn, and conclude that her
judgement is at odds with her beliefs. As we watch her struggle to
forgive the dying Tichon his trespasses, we see the Christian and the
landowner in conflict within her. The contradiction between her pro-
fesgion and her practice is most clearly expressed when, repelled by
her son's indifference to the welfare of his family and his readiness
to sacrifice it to help the peasants, she turns for comfort to the

Gospel of St Matthew:

Nucyc ckasan emy: "Ecnu xouemsb OHTH COBED—
MEeHHHM, MO¥OX NpOoHmail UMEeHme CBOe M pasmai
HUmuM; ¥ OyIemsb MMEeTh COKpOBUmME Ha Hebecax:
X TNPUXOOM M CHEeny#d 3a MHOH." YenumaB CJIOBO
cue, HHOmA OTOmEN C HevYanbi, NOTOMYy 4YTO ¥
Hero OHJIO 0ONbmOEe MMEHUE.

JIunemepH! Xopomo NpPOpoOYeCcTBOBAN O BaC

Ncauss, roBopsa: OpUOIUXANTCHA KO MHE JIOIOU

CHM yCTaMM CBOMMHN M UYTYyT MEHA SA3HKOM: ceprie
Xe UX NaJICKO OTCTOMT MEHH...BCcAKOoe pacTeHnme,
KOTOpOEe He OTell MO HeGeCHHH Hacamgui,
KCKODEHHUTCH: OCTaBbTE UX: OHM CJIenHe BOXIH
CJeNnHxX; & eciu CJENnoi BemeT cClenoro, TO

o6a ynanyT B fMY.

He GepuTe ¢ co6Goidt HM 30J0Ta HM cepelpa,
HM MeOX B IIOFCH CBOM, HHU CYMH Ha HODOTY,
HU ABYyX OHexx, HM OCyBu, HEM mocoxa. JGo
TPYIOAmMuiicad HOCTOWH NDONNUTAaHBA.../l Bparm
YeJIOBEeKy INOoMamHAe¢ ero. Kro moéur oTua
UK MaTh 6oJiee, HEXeNMm MEeHfA, HeIJOCTOMH
MHed...lI KTO HE 6epeT KpecTa CBOEro u
clenyeT 34 MHOW, TOT HENOCTOMH MEHd. :
CGepermuif nymy csow, norepsier ee. (I, 401)

(Matthew, 19, 21-2; 15, 7-8, 13-15; 10, 9-10, 26-7,

37'9- )

These verses, selected and arranged in this way, amount to a direct
condemnation of KartaSeva, setting her conduct against the words of
Christ. Where He urged His followers to give away their possessions
and abandon their families, Aglaida Vasil'evna loves her family above
all, and for its sake prizes her property. She is seen to be a hypo-
crite, a blind leader of the blind, and we judge her as she judges
others. She remains blind to the truth about herselt, and we appreci-

ate the irony in her words wheh she tells Nata¥a:
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HeT oTBpaTHUTelbHEee M rlynee 4yejoBeKa,
KOTODHA XOOUT C HOGPOBOJIBHO 38KDHTHMH
rnasauu (I, 404

Thus the quotations included in the narrative become part of
the rhetoric ot allusion and implication by which the author transmits
his judgements to us, and act as the images which convey his indirect

i

commentary on the story and its people.

| III

By making the "images" ot his narrative the verbal images for the
judgements he wishes us to share, by speaking to us through them, the
aﬁthor achieves secret communion with his reader and influences his
viewpoint without that direct communication which '"weakens the picture" -
although his “images“ do not always avoid explicitness. To give his
judgements aignificancé, and to express the values that underlie them,
‘he will sometimes cre§§g?his "images" symbols that will show forth
the meaning he wishes to convey.

His symbols may be elaborate allegories. For example, before he
goes to alee; on the night of Satrov's lecture, Berendja remembers ;n
incident from his childhood. One day he stood in the garden enjoying
the beauty of the scene before him. Charmed ﬁy the sight of a mosquito
flying towards him, he held out his hand to it, and, to his aggrieved
surprise, was bitten (I,471-2). This memory prefigures and interprets
tor us Beren&ja's subsequent experiencesj like the child in the garden,
he is now happy and content, for his beliefs have found support in
§atrov'a words. The mosquito bite that will end the idyll comes in the
morning, when he goes to school and learns of Satrov's dismissalj his
confidence is undermined, his hopes are destroyed, and within a few
hours he has hanged himself. The childhood memory sums up the gignifi-

cance of the events that are about to befall Berend ja.
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More often, however, the author's symbols are metaphors which
convey his meanings in the comparisons they otfer. Aglaida Vasil'evna
compares her small son to a young tree, whose shoots must be tended and
nurtured with care (I,79). Much later, Berendja compares youthful minds
to fertile ground and education to the seeds planted in it (I,461). The
thoughts they convey and the images they employ are different — KartaSeva
argues that the child must be tended like a plant, Berendja that he must
be cultivated like a field — but the general area of their concern is the
same, and their analogies - both very common ones — are drawn from the
game general source: the mental development of the child is associated
iith the organic growth ot nature. The metaphors both define our view
of education, which is a central theme in the work. They are echoed
later in the works for éatrov, education is a cornfield continually pro-
ducing new crops (I,463), while Kartadev reiterates Berendja's comparison.
Contemplating his sorry plight, he blames his inadequate education for
his decline, and compares himself to a field sown carelessly with
unheglthy seed. He asks his uncle:

A He OnHBaeT Tak, 4TO, KOrja mja 3acenT

PHUJINMA CeMeHaMu U OyphAH HAUHET TIJIYMmUTH
nx, rosopsaT: He TO cegnu? Bens mojie-To

cean me . (II, 217
Each of these images repeats the general parallel between education and
agricultural cultivation, and thus directs us towards the author's
interpretation of the subject that interests him.
‘When Berendja describes the predicament of their generation to

Kornev, heitakes an image from the realm of navigationt

KopaG6ne 6e3 sgKopsd, P..padoTa 6e3 yCTOEB..
KyuKa BO3HUTCH, CTDPOUT, 8...3 OpHmiIa
BONHA, M..Mpaka, u Bce K uepry (I, 439)

without the anchor of a proper education, they cannot survive in the

sea ot lite. Satrov employs a similar parallel when he speaks of ths/
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need for a kompas soznanija and an observatory from which one can

survey the whole of life and chart one's course through it (I,463).
Berend ja seems to combine the two metaphors when, equipped with the
knowledge Satrov has described, he can lok on lite as though from
the top of a lighthouse (I,470). Even with the noose around his neck,
he feels he is looking down from his high vantage-point:

TaM, BHU3y 9TO# obGcepBaTopuu, myudena

BOJNHOBAJNIACh KakKaa-TO TeMHas, pa3bfApeHHad

Geamua (I, 483)
Together, these metaphors become a symbol for the author's view of the
relationship between education and life. Liife is a stormy sea, educa-—
tion is alternately the lighthouse, the compass or the anchor that will
guide the individual sately through its dangers. Again, the underlying
image is a commonplacej but the various metaphors and their various con—
texts expand its signiticance, and it becomes a symbol for one of the
main themes in the work.

Symbols of another kind are used to define the various factors in

the story of Kartadev's moral progress. An eagle glimpsed through a
church window (1,310) becomes the symbol.for his desire to escape from
an unhappy life. Later, the image of a tower comes to represent his
desire to find another, ideal way of lifej atter his graduation, he’
thinks of this lite as a high tower which must remain inaccessible
because he cannot find the ladder (II,249), and, after he has found his
purpose in life, he pictures with Elizaveta Andreevna a magical castle
in which everyone is happy and good (II,3713408); and, like Kornev,
Kartadev remembers his nurse's stories about a fairy-tale castle in the
sunset (II,442). There are symbols too for the vanity and self-delusion
that stand in the way of Tema's progress. His clothes are frequently the
outward manifestation of inner weaknesses. On a warm night he dons fur

coat and galoshes to impress Gorenkoj; when next he sees her, he is dressed/
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ﬂih a housemaid's dressing gown. For Gorenko, the change signifies thaL
his pride has been cured (II,178). The gold pince-nez he buys in
St Petersburg also symbolise his affectation. Adelaida Borisovna is
distressed by the vanity they point to (II,229), and, at Sikorskij's
brusque suggestion, he throws them away the day he starts work (II,330);
so signalling the change in his character. And there are also aymbgla
for the life Kartafev seeks to escape, the litre without ideals and wider
perspectivess ror him, this "organic lite" is represented by éhe crowds
he sees walking in the Letnij Sad. He asks himselt:
YTOo nyume - GHTH B 3TOM OO6mecTBe, MIH
YTOOH OPUHANM B pelakuuum pykonucs? (II, 6)
_his only chance to escape this lite into another is his writing.
Literature itselt becomes a symbol for Kartafev's moral progress.
The idlgnsaa of his existence with éackij is reflected in his reading
material — light French romantic fiction — while his decision to change
this way of lite is symbolised by a turn to more serious works, like
George Sand's Consuelo (II,117). Sir Walter Scott comes to represent
the ideals to which Karta$ev aspires. Aglaida Vasil'evna at one point

remembers how she wanted her son to be like Scottj; Tema's rejoinder:

- A Bumen rtonesko ckor (II, 8)

indicates how he has fallen short of her ambition. Later in the story,

it is through reading a life of Scott that KartaSev recovers his ideal-
ism; he realises that it is possible to live a life of worldly cares and
yet also be a majak for others (II,l?T). All these symbols illumine and
evaluate KartaSev's life story, not because they otfer any extended analogy
for it, but because each of them externalises some aspect of his inner
struggle, and delineates the signiticance some event or experience

assumes in his continuing story.
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Symbols are created by repetition. Metaphors become symbols
for the author's meaning when they recur in different situations.
Literary references acquire special meaning when their repetition
oreates a gignificant pattern. The operetta too comes to have a
symbolic significance when reference is made to it on several succes-
sive ocoasions in Kartadev's life. After attending a performance of

Offenbach's La Belle Helene, Kartadev fiinds his sexual instincts

aroused, and makes love to Tanja the maid. At the beginning of
Studenty, Kornev quotes from the same work:

BHCTPO MONOOOCTE HPOMUUTCSH,

Tax He nydme JU MOKAa,

KM3HBO BIOBOJIF HACHaNUTHECA,
¥u3Hp yxacHO KopoTka (II, 8)

and givea expression to the hedonism that characterizes much of
KartaSev's wéy of life in St Petersburg. This lite consists in .
nightly visits to inferior operettas in shabby theatres. The
operetta is thus consistently associated with the pleasure-seeking,
gself-gratifying side of KartaSev's character, and comes to represent
it; his moral struggle with himself is externalised in his attempt
to stay away from these performances. Because the operetia is
invested with this symbolic significance, the higher art-form of
opera also becomes a metaphor, representing the higher aspirations
ot the hero's nature. It is a visit to the opera that reveals to
him again a vision of the ideal and persuades him to change his lite.
(His later moral decline is again symbolised by a return to the operetta
and the music—hall). It is thus through repetition that images and
metaphors acorete signiticance and become symbols for the author's
values.

Repetition is, like the various forms of image, one of the principal
ways in which the author defines the meaning of his story as it unfrolds.
By the device of image, he gives expression to his meaning and his judge-

ments by making his words and incidents trormulae and symbols for them./
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By the device of repetition, he embodies his meaning in the péttarns

that emerge as his "imagesa" recur and echo each other.

IV
The repetition of individual words and phrases makes them special
vehicles for the author's meaning. Moiseenko speaks of the happiness
that comes with samosoznanie (I,285) and altruistic work. Berendja
later echoes him, deciding that education must teach the individual
to be a

Pa3yMHHM, CAMOCO3HAWMUM CeOf UENOBeKOM (T  425)

and speaking of the M"altruistic struggle" of work for the general good
(1,427), $Satrov defines the aim of such work as the creation of a
"narod samosoznajusdij" (I,466). The repetition of the key words
samosoznanie and al'truizm and their various cognate forms underlines
the values the author is advocating — knowledge of the self and the
world, dedication to the service of humanity. Similarly, the repetition

ot the words egoist, egoizm etc emphasises the author's mndemnation -of

this failing; Moiseenko feels that, because she lacks Gorenko's inde-
pendence of mind, Nata¥a will always be an egoist (I,45?). Gorenko
Earaeif denounces Kartafev as an egoist (II,225), and she is later
echoed by Manja (II,302). Borisov attributes Savel'ev's suicide to
the

B NPpOKJIATAasAs BeuHag cjlenoTra 3Toro JroucT-
rumOro ®&  (I¥, 455)

which distorted Kartadev's judgement.

The repetition of kindred concepts in different words will similarly
create embhaais and oonvey.the author's view. Berendja's idea that the
root of evil lies in social conditions and not in the character of the

individual (I,435) is echoed by Kartefev when he thinks:
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Saeculi vitia /non hominis/ (11, 177)

Moiseenko tells his cousin that theirs is a "remeslennoe vremja"
(1,319), and Kornev later echoes him in conversation with Aglaida
Vasil'evna (I,365). Kartadev himselt seems to repeat them when he

deoides after his failure at university:

Byny pemecineHHuKOM (II, 169)

Samoljubie is a word much repeated in Kartafev's story. It is
the weakness that the mother seeks to correct in her son, but also
the strength that she means to cultivatej for her, education must
convert self-esteem into selt-respect, and so lead the child %o
correct his own faults. The punishments of her husband and the harsh
discipline of the school destroy that proper sense ot "teloveleskoe
dostoinstvo" (I,77s cf. I,146) which education should nurture. When
Tema feels himself humiliated by one of his teachers, he echoes her
words:

OH CIMNKOM He mamuT camonnéms (I, 249)

Later in his story; it is his gamoljubie that leads Tema to overcome
his weakness, and in his enthusiasm for his new profession we see the
result of his self-respect, his desire to prove that he too is worth
something (II,351). From its various successive contexts, the word
acquires a special meaning that points to its place in the author's
gcheme of values. In the same way, the repetition of the words
"pre¥nyj Tema" or of the idea they represent — the notion of Kartadev
as he might ideally be — conveys another ot the author's themes to us.
As he tries to kill h;mse;f after his disgrace in the examinations,
young Tema suddenly feels

Kak OH OTOpPBAHHHM OT mpexHoro Tewu:,
nw6amero, Hexuoro (I, 182 z
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and longs to be like him again. Aglaida Vasil'evna, contemplating

her adolescent son, notes with sorrow that he is growing more and more
unlike the "pre¥nyj Tema" (I,342), and Nata$a too fears that her brother
has become quite unlike the ideal Tema she used to love (II,8). The
notion of another Tema is echoed at various points in the story — for
example, when the schoolboy thinks wistfully of what-he might have
become in a different enviromment (I,411), or looks back over his unhappy

career and sobsg:

Ax, Kax xoTejyioch Qi OHTH YECTHHM, XODpOmMM,
6esynpeunsu (I, 501
we again catch sight of the other, ideal Tema.

Just as repeated references to the "prefnyj Tema" remind us of the
ideal against which the hero is to be measured, so echoing allusions to
the "inaja %izn'" keep before us the vision with which the ¥eality of
his life is always being compared. The disillustioned schoolboy
deoides that the "other lite" he reads about in books is inaccessible
(1,411), the youth about to leave for St Petersburg imagines a new
and different way of life bthat will transform him (I1,11). Sickened
by the "organideskaja %izn'" (II,118) he leads with Sackij, he believes
his writing will open the door to the other, higher way of life he dreams

ofj when his hopes founder, he asks bitterly:

. 3ayeM IMO3HAJ OH HaMeK Ha KaKyK—-TO MHY
xu3Hbp? Bes 3TOro u OH OuJ OH TENeps )
yIOBIETBODEH, X HMKyHa OH He rauyno(II, 127

Soon he abandons all thoughts of the other lite and gives himselt up
to the lite of the momentj but when he at last discovera his new path
in lite, the vision of the "other life" returns to him, and he sees
Adelaida as the angel who will 1ift him up to it (II,498). The echoing
image of the "other life" thus becomes a commentary on Karta$ev's moral

progress, a symbol for the values he is to be judged by.
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By repeating not only words or images or ideas, but whole
incidents, the author may construct significant patterns from the
guccessive events of his story and illumine their place in his
unfolding purpose. By echoing in subsequent scenes the earlier
actions ot his characters, he can make entire episodes tpe images
for his judgement, and have the narrative &efine itself. Echoes
of this kind sound throughout the hero's story as new incidents
call up the memory ot past incidents, and each defines and enriches
our view of the other. For example, after his first months as a sur-
veyor, Kartadev takes a bath at the Petrovs' (I1,359)3 we are at once
reminded of an earlier occasion, when Tema took his bath on the night
ot the "unhappy day". When the youth dresses himselt up in the fine
clothes made for his journey to St Petersburg, we are reminded of the
swaggering schoolboy who paraded through the streets in hig new uni-
form. Such echoes have meaning not only because they repeat some
aspect of Karta¥ev's situation, but because they repeat it with vari-
ations. The scene reoalléd differs in some way from the scene in hand,
calling our attention to the differences as well as the similarities,.
and leading us to some conclusion about them. Engineer KartaSev
bathes to scrub off the grime of months of hard work; Tema's earlier
bath was a means contrived by his anxious mother to draw him out ot
his depression after the traumatic events of the day. The echo under-
lines how KartaSev has developed from a highly-strung child into a
mature adult engaged in serious work. Conversely, the comparison of
the intervening years, KartaSev has altered little in the matter of
personal vanity.

When after an embittered quarrel KartasSev apologises to his
mother with the same formula he used to excuse his misdeeds in

childhood:
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Gonpme He OyAYy (I,'414; cf. I, 104)

the echo implies that, for all his desire to be treated as an adult,
there is still much of the child in KartaSev, as Korneva has suggested.
When Gorenko visits KartaSev in St Petersburg and reminds him ironically
of the change in his attire since their last meeting (II,ITB), the echo
leads us to compare his present situation — he has lent his clothes to
Lario and become éackij's nurse — with his former foolish pride, and we
conclude with Gorenko that the change is for the better. At his work on
the railway, KartaSev is approached by a policeman who cannot distinguish
this dirty ragged figure from the rest of the workmen (II,350). The
change ;n his appearance since he first reported for his new duties in
shiny boots, elegant suit and pince-nez underlines the change the inter-
vening months have wrought in him.

As he gits with his workmen in the fields and listens fo their
conversations, Kartafev learns that one of them comes rrom his uncle's
estate and knows Konon L'vovid the steward (1I1,350). At one he is
reminded of another scene in the fields, when he and Kornev were witness
to the dispute between the steward and the peasants. The past is set
against the pfesant, where engineer and workmen sit together as friends,
and the contrast highlights for us the new pattern of social relations
KartaSev has discovered. As he leaves home at the end ot Studenty with

the words ot Gorenko -

He cueinTe!

ringing in his ears, Tema is reminded ot his mothers injunction about
the revolutionary groups of St Petersburg:
Tema, He cumeit (II, 229)

(although these were not the words she uttered — of.II,12), and the

echo brings his career full circle. By obeying his mother, he h&s/
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earned Gorenko's recriminations and arrived in his sad predicament,
he decides that, in future, he will live his life as he wants, and
rejects the pressures of his mother and Gorenko alike. As we have
geen, every new appearance of Ivanov in the novel echoes the scene of
Tema's betrayal and serves to underline his moral inadequacies. Even
when he sinks into the embrace of Tanja, we are reminded of his earl-
jer failing (for the image of Ivanov flashes through his mind -
I,459) and so brought to judge him.

By an elaborate system of echoes and cross-references, the
author thus uses the events of his narrative to int'luence our view
ot the action. Echoes can bring to light hidden ironiesj thus,
Berendja's death recalls a comment he once made to Petr Semenovid,

tryiné to convince him that there was yet hope in the worlds

U3 3TOrO He clenyeT, 4TO HeTHa Jydme
xomyTa (I, 427 .

Seen in retrospect, the metaphor becomes an ironic foreshadowing of
his own fate. Echoes may also shape our attitudes to characters, by
suggesting similarities and differences between them. Adelja's
favourite view on the KartaSevs' estate — the old church (II,296) —
recalls NataSa's (I,361), and so identities her with this wholly
sympathetic character. On the other hand, her insistence on a cheap
enggé%ﬁ@%t/(11,506) contrasts with the Rumanian lady's delight in
Karta%ev's extravagant gifts, and underlines the difference between
the two women.

The juxtaposition of past and present events is thus an important
vehicle for the author's implicit commentary on hisg story. Occasion-
ally he may be seen creating echoes ad hoc, to define the significance

of some particular scene for us. As he prepares to face his mother's
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of how, as a child, he saw the servant Akim tremble in anticipation

ot Aglaida Vasil'vna's anger (I1,223)3 the memory illustrates his own
feelings. later, when he realises he is to blame for Savel'ev's pre-
dicament, the hero's feelings of humiliation and guilt are summed up in
a memory from his schooldays. Given a rouble to buy a textbook, he
spent the change on sweets, and then told his father that the book had
cost the whole amount. To teach his son a lesson, General Karta¥ev
took him back to the shop to demand an explanation, and so htumiliated
him into confessing his deceit (II,441-4). But however successful such
"flashbacks" may be in conveying the hero's state of mind, they must,
like the characters from the past we have not met before, remind us that
our knowledge of the hero and his life is incomplete, and so impair our
sense of total involvement in his fate. ‘

The scene which is echoed most throughout the subsequent course of
the narrative is that in whioh Tema rescues fuka from the well. ‘The
memory of this incident, which reveals the child's courage, generosity
and affection, returns to us and to him again and again, influencing
our view of many ot his later experiences. The shame of selt-hatred
he feels after his betrayal of Ivanov reminds him ot the stench of the
disused well (I,161). The ragged Vasilij Ivanovié reminds him ot the |
grimy dog atter its rescue, and it is only this memory that helps him
overcome his distaste tor the man (I,291). Later, Kartajev compares
himselt %o the untortunate Zudka; after his visit to the doctor, he

tells Sackijt

Tenepr s, kaxk Xyuka, B BOHIUEM KOJOIIE,
M HEKOMY MEeHS BHTAMUTB...XU3Hb TaKoOil
BOHWUMN KoOnonmen (rr, 212)

Leaving home to find a way out of his predicament, he again remembers

iudka, and draws a parallel between their situations:
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Torpna TOXe 4YTO-TO CIYy4YMIOCh C HHUM, €ro
HaKasajld, X eMy BO CHE IPUCHUIOCH TOTrHa,
KaK BHTamuTh XyUKY...OH TaKk ¥ BHTaAMMUI
NOTOM...0HI GOJIEH..H..HAK JOOUIHA €ro
TOTI8...TOTOA HANA KaKOK-HUOYAb KydYKH OH

He 3anyMalcd PUCKHYTH XM3HBI, & Temepsn?
Inz HeT yX B HEeM MyXecTBa, ¥ OH OomTCH
cuepTu? HO pasBe OH He Temneph He DHUCKYET
XM3HBO, X HA 3TOT pas jaxe He nua Kyuxm?
Pa3zBe He caM OH He XOTeJ JNeYuThcd, HE

camM jmoBen cefa OO Taxoro cocrosHua? (II, 230-1)

The diseased Kartasev is, like 2ubka, at the bottom of the wells
he must find that courage and strength that enabled the boy to
rescue hig pet to rescue himself. His moral disgrace and down-
fall, and his regeneration, have been foreshadowed in that mem-
orable soceney we are reminded of it again when Kartagev takes his
fiangée to see the socenes of his childhood. The well which once
seemed a bottomless pit now seems small and insignificant (II,504);
now that he has dragged himself out of the mire, he can look back
on his past sutfferings with assurance and equanimity. |

Through echoes and toreshadowings, the significance of events
reverberates throughout the whole novel: It is this mode of implicit
evaluation, in which the memory of preceding scenes defines and
enriches the story's events for us, that makes the most demands on
the reader's contributory effort, and perhaps leads us to the centre
of the author's attempt to establish secret communion and under—
standing with his reader. After his misfortune with the flower,
Tema has a glimpse ot his other selt, a good, clever and happy
little boy who would never have been guilty ot such a crime. He

longs to be like this other Tema, but -
yT00 no6paThca OO 3TOro Apyroro, Hano

npouTu 6e3pHy, pas3pensapmyl ero OoT 3TOro
IPpyroro, Hano HepexuTsh YTO-TO CTpamHOe,

yxacHoOe (I . 57)

Herein is contained the whole ot Kartafev's story, foreshadowed

in the events of this unhappy day. The cause of his miafortunes/
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is the impulsiveness that lead him to reach out for the flower:

g BeOobk 3TO CIYHUHIIOC IO%%SPO, qyTO OH He
yoepxajcs, ¥ ynam\‘s
and the fear that made him run away. It is this same impulsiveness,
this inability to withstand temptation, and this same lack of moral
courage, that cause his misfortunes in later life. We may see the
-whole of his experiences in Studenty summed up in Zina's words as
she tries to reason with the capriocious c;ild:
cTouT TeGe pasoiiTHCH, TOrja TH yX HE

yOepxumb cefa U Hajelaemb Yero-HUOYHRb
TaKoro, 4eMy ¥ caM He Oynemsb paj MOTOM (I, 66)

Before he can find happiness, and be the man he wants to be,

Hano MHNepexmuTE: 4YTO-TO CTPAMHOE]

he must climb into the well to rescue iuéka, he must climb into a
pit just as dark to rescue himself. Then,

Kormga nepedypnumc, KOorna rpa3p XWU3HH

6ymeT cosHaHa (II, 303)
he may discover the other Tema, and lead the life he dreams ot.

The devices of disclosure by wﬁioh Garin seeks to define and
enrich his narrative as he unfolds it, and speak to the reader
through its "images" are manifold. Similes, metaphors, descriptions,
quotations, symbols, repetitions, echoes - all serve as vehicles for
his view and judgement of the story he tells. The two general prin-
ciples underlying all these devices, the principles of image and
repetition, operate in all works of fiction, and all the devices hsed
by Garin may be observed in the works of almost every novelist. He is
not always skillful or successful in %he techniques he employs - his

symbols are sometimes commonplace, his metaphors are sometimes mixed,/



..3@2...

his repetitions may be too insistent, his echoes may seem too
contrived, and his effort to influence our view may sometimes show
through his devices. But in his use of a single, memorable scene
to symbolise the meaning of the whole work, he combines the tech-
nigques of image and repetition, achieves a secret and subtle
communion with his reader, and perhaps makes his greatest contri-
bution to the rhetoric ot fiction. The whole of the tetralogy is
an echo of the first "neudadnyj den'", and as the image of this

scene is repeated, it becomes a metaphor for the judgement embodied

in the story.

NOTES

1. Winterowd, Rhetoric, p. 196

2. Daiches, A Study of Literature, p. 44

3, F.D. Batjudkov, Kritiko-biografideskij olerk, p. 14

4. Brown, Rhythm in the Novel, p. 9

5. the text here echoes a passage in Staryj cholostjak.

6. Bjalyj, Istorija russkoj literatury, p. 522 . It is interesting that
Bjalyj's remarks recall the observations of other critics on
Garin's "impressionism".

7. "Nun ist es Zeit, dass ich mit Verstand...", translated by A.K. Iy
Tolstoje. .

8. Trom Part I, Prelude at the Theatre; the translation is Fet's.

9. from Part I, Prologue in Heaven. ‘
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CHAPTER VI: THE AUTHOR'S VOICE AND THE AUTHOR'S JUDGEMENT:

CONCLUSION TO PART II

In our study of the tetralogy, we have sought to illustrate
"the theory that novelists' ethical beliefs, Opini?ns and prejudices
ére expressed as the formal signals which control our response to the
characters, acts and thoughts represented in their novels“l. We have
examined some of ghe purposes that moved the author to write, and some
of the means by which he has tried to communicate these concefns to us -
the "formal variables" of plot, narrative technique and style designed
to guide our reactions to the people and happéninga of the tale. We
have attempted to recover the main devices of rhetoric in Garin's fic-
tion - structure, point of view, contrast, image and repetition - which
together constitute his implicit commentary on the meaning of his story.
Finally, we must now consider this meaning, the judgement of reality, the
"ethical beliefs, opinions and prejudices" these téchniques and devices
have been organised to convey.

To discover the author's belief; and judgements, we must consider
his "signals", not in isolation, but in interaction, and see how they
control our response from chapter to chapter, from page to page. We
must relate one to another those reactions to characters, actions and
thoughts to which the fiction persuades us; for the author's judgement
of life emerges from our total response to his fictien, and his voice
sounds forth in the whole vision of 1life it presents.

I
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I
A.A Volkov, expressing the general view of Soviet oriticism,
has written ot the first two volumes of the tetralogy:
3TO pacckKas O TOM, Kak Gjpxyaanaﬂ ceMbd,

a 3aTeM ¥ TUMHA3Usd, JPOLYWT CO3HAaHMUE
peGeHKa ¥ HHOmM, KAJeyaT ero JUUHOGTE.2

In this "ideological" interpretation ot the work, the author's social
purpose is dominant, and the tetralogy is above all an "indictment of the
age"3, a condemnation of a corrupt and corrupting social system which,
in its attempt to cast the hero in its mould, does irreparable damage
to his mental, moral and social development. We must decide whether
this is indeed the judgement embodied in the story ot Kartadev's child-
hood and youth.

Another critic ot the same school, N.A. KurySeva, has observed

ot Detstvo Temy:

- mar 3a maroM mucaTenh NPOCIeXuBaeT, KaK

YPOAyEeTCHA Cpejoy M BOCNUTAHUERm YUCTad

oyma peGenka.%
There are scenes in the first volume which tend to justify her view.
General KartaSev beats his son to instil in him the virtues of manliness
and rectitude, but he succeeds onlf in rousing the child's hatred and
resentmentj; fear, alienation and deceit are the only results of his
educative system. The scene in which the headmaster terrorises Tema
into betraying Ivanov shows the effects of an education similarly based
on fear: the boy's self-respect is desiroyed, his instincts of loyalty
and friendship are crushed, his spirit is cowed. We must thus condemn
fhe influences of home and school which together perver the natural
courgse of the hero's moral development.

But this is hardly the picture which emerges "Sag za dagom" from

the story as a whole. We have seen how the structure of Detstvo Temy/
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concentrates our attenti&n on a series of episodes which reveal the
hero's shortcomings and weaknesses. Time after time, we see Tema

put to some moral test énd found wanting: when Abrumka threatens to
go to his father, he lies to his mother; when the headmaster brow-
beats him, his determination to be true to his friends crumbles; when
his parents reprove him for his deceit, he tries to avenge himself by
attempting suicide. Each incident points to some weakness of his
characterl— untruthfulness, self-pride, cowardice. Cowardice is the
ultimate cause otf his sufferings on that first day, for it is fear
that leads him from escapade to escapade in an attempt to delay the

consequences of his action. As his mother remarks,

caM Xe rosopumb, 4TO OOfJICH, 3HAYUT —
Tpyc. A TpycUThCs, GOATHCHA NPABIH -
crunuo. (I, 85

His cowardice must be held responsible for his failure in the "first
battle" (I,164) of his lite, the stormy interview with the headmaster:
he betrays Ivanov because he lacks the courage ot his convictions.
Environment and education are to some extent to blame for the
flaws in Tema's character. He runs away from the broken flower because
he pictures:the punishment that will befall him (I,57)3 his fear is due
to some aarlierlexperience of his father's discipline. He betrays
Ivanov because the headmaster's brutal methods overwhelm him. We must
gympathise with the child in his fear and condemn those who have caused
it. But when he later deceives his parents, there is no threat of phy-
sical punishment to excuse his actions: his mother will never again
permit his father to beat him (I,77-8). And while he trembles after
his ordeal with the headmaster, he hears Ivanov, unperturbed and unshake-
able in the face of even worse terror. We must thus recognise the faults

in his character, which are exacerbated, but not eaused by the harmful
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influences of home and school. It is therefore misleading to speak _
of the child as a "pure soul" corrupted by the world around him;5
the story shows us there is both good and bod in the hero, and that

he is capable of good and bad alikas. His moral development is
determined not only by his environment, but also by the strengths

and the failings of his character.

Kurydeva's view orlthe story ignores those signals of evaluation
by which the author leads us to judge, as well as to sympathise with
the hero. Seeing in the work only a condemnation of the bourgeois
family and school, she overlooks yet another indications of the
author's judgement. For the dominant influence on Tema's moral
education is not his father, but his mother, and through her the
family exerts a consistently beneficial influence on him. For critics
like Kury$eva, Aglaida Vasil'evna is, like her husband, the representa-
tive of an evil social system bent on imposing its false values on the
young hero. Volkov suggests that she hinders her son's moral growthT,
and Judina accuses her of training him to accept without question the
existing order ot thingse. In reality, however, the mother is devoted
to the boy's moral welfare, and her aim is always to cultivate in him
that selt-respect and fortitude which alone can overcome his weaknesses.
When she tells him that he might one day be a loyal servant of the tsar
(1,110), it is not to indoctrinate him in the support ot autocracy, but
to give him an ideal to aim at. When she urges him to pray after his
betrayal of Ivanov, it is not to reconcile him to his faults (as Judina
suggests), but to show him how to overcome them. She is the severest
oritic of the educational system practiced by her husband and the
headmaster, for she sees in it the antithesis of what education should
be. If General Kartafev shows how the family can harm the child;s moral

growth, his wife shows how it can nurture it.
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The structure ot the story, the pattern of its events, and abcve
all the author's control over our response to the hero and the other
characters direct us towards a judgement wider than that represented
by Kurydeva's view. We sympathise with Tema, but are never allowed %o
forget his faultsj we condemn his father and the headmaster and their
prinﬁiples of education, but we are also led to sympathise with them.
We know that the General believes he is ao%ing for his son's good in
beating him, and we see how the headmaster is moved by Tema's sincerity
in his final examination (I,186). And we must sympathise wholeheartedly
with Aglaida Vasil'evna, who lives for her son and seeks always to
guide his moral consciousness towards the truth.

Kurydeva's interpretation is based only on some of the author's
devices of disclosurej by attending to them all, we discover that
Tema himselt is as much to blame as the society around him for the moral
weaknesses that develop in his character. The author's view of the
relationship between character and environment is perhaps illumined by
the writings of a contemporary educationalist, P. Lesgaft. He distin-
guished between the child's temperament - his innate characteristics -
and his "type", the effect of education on these characteristics:

Tun pebeHKa onpejeseTca CTENeHbW ero

OTHOmNEHNA K OKDpYyXawleld cpelle ¥ HPaBCTBEHHHM

ero pas3BuUTHEeM, T. €. OTHONMEHUEM €ro K

npasne 4
Self-pride, deceitfulness and cowardice are the faults of Tema's
temperament. Aglaida Vasil'evna seeks above all to correct these
faults by education, to foster his moral development and to develop
his attitude to the truth. The influénce of his father and his school
harms the child, not by creating in his character weaknesses which were
not there, but in neglecting to mould his attitude to the truth, to

teach him to recognise and fight the faults of his temperament. The

judgement embodied in Detstvo Temy is not thatthe individual ig the/
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helpless victim of his milieu, but rather thaf his ability to
overcome his own failings depends on his education giving him a
true picture of himself and the world he lives in.

Developing Kury¥eva's thesis, Judina has seen in Gimnazisty
an expose of the tsarist school, which developed in the young gener-
ation those faults and weaknesses that must inevitably lead to moral
deqaylo. We must again consider how far the devices of the author's
voice in the novel support such a view.

Our analysis ot the volume has shown that the episodes of the
plot often present Kartasev in contlict with the world around him.
A series of clashes and quarrels alienates the son from his mother
and shows his growing desire to be independent of her. This desire
for independence is linked with his inecreasing interest in the wider
world: with his schoolfriends he studies social and political thinkers,
and through them he has his first encounter with the "common man" -
Berendja's drunken philosophers; with Kornev, he sets oﬁt to explore
the "peasant question" on his mother's estate. At every stage, his
mother tries to curb this interest; she urges him to spend more time with
his family, she deprecates his association wifh the drunkards and for—
bids his interference in the affairs of the estate. Her constant
effort is to direct his attention away from these wider issues back
to his family duties. By showing this ideological conflict between
mother and son, the story leads us to take sides, and we naturally
sympathise with the adolescent struggling against parental pressﬁres.
Other incidents show how the frustration and depression caused by this
struggle cast their\shadow over the young man's lifej his wretched
affair with Tanja is in part the result ot his mother's effort to

ourb his social interests. The trend of the novel's events sate g <
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thus turns our judgement against the family than seems to impede
the hero's natural development towards adulthosd.

We are led to a similar conclusion by our changing attitude
towards Aglaida Vasil'evna. The views of other characters, the
apparent contradictions in her own thoughts and actions now show
her to be no longer a wholly sympathetic character; she is flawed
by wilfulness, self-deception, hypocrisy and greed. She seeks to
imﬁose on her son those views which will ensure his safety and
success in life, and cannot see that this amounts to tyranny.

Korneva and Ryl'skij both note the negative aspect of her love,

and Tema himselt tries to open her eyes to it:

MamMa, MOxXeT OHTh, BH He CO3HaeTe CaMu, HO
BeIb BH JeliCTBUTENBHO XBaTaeTe MEHd Tak
3a ropno, uTo # ANmaTs He Mory(I, 413)

At the end of the volume, she herselt at last seems to realise that
she is in part to blame for the "koverkan'e" (I,501) she observes
in her son.

The events of the story also lead us to blame the gimnazija f&r
KartaSev's unhappiness and frustration. As he grows older, the con-
trast between the school's concern with external discipline and its
neglect of the internal discipline of the mind becomes more apparent.
Mediocre teachers and boring curricula (both Kartaev and Berendja
protest against the deadly routine ot Latin and Greek) do nothing to
stimulate inquiring young minds, and the restrictioms grow more rigid
with %he advent of the'tolstovskaja gimnazi j « Deprived of intellectual
guidance, the schoolboys try to educate themselves, reading and discussing
amongst themselves writers like Pisarev and Darwin. The result is dis-
illusion: dimly aware of some ideal 1lite referred to by these authors,
Kartadev only becomes more aware of the "proza dejstvitel'nosti" (I,
336) around him, and loses all faith in idealistic visions. As Vorob'-

- 11
eva has suggested™ ", his internal turmoil is the result of this disparity/

[l
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between vision and reality. In the country, he writes poems expressing
his dissatisfaction with himself and his need for some "delo", some
faith and task in lifej in the town, he broods on his apathy and
boredom (I,411). Reality seems unbearable, and the ideal illusoryj

by neglecting his deepest immer needs, his education has sickened him
life.

The parallel stories ot his friends all underline ;ha failure of
the gimnazija. Like Tema, they are all unprepareﬁ tor lite and unaware
ot their purpose in it. Berendja sees death as his only escapte into-
the world of ideals, and Kornev, Ryl'skij, Semenov and the others show
the gimnazija to be a "school of morally inefficient and nervously
unstable men"lz. The standards by which theschool is to be judged are
made clear by Moiseenko, Berendja and éatrov, who all condemn the exist—
ing system of education and discusg the purposes adncatipn should serve.
Berendja and Moiseenko hold that the individual must be taugnt that
knowledge of himself and the world that will enable him to work for
the general gobd, and §atrov,trelating these ideas %o the specific needs
of the country, affirms that individuab must be educated in those skills
that will serve Russia's progress. Set agaiqsttnese ideals, the faults
of a system which restricts and neglects the social and intellectual
development of its pupils become evident.

The greatest condemnation ot family and school is their effect on
the hero. Torn between his emotional dependence on his mother and his
desire to find some guiding principle for his own life, Tema at length
accepts a compromise in the shape of the populism expounded by Satrov:

3TOT B3JAN HEe ey TaK Bgaapea CcO BI3rnAnou
MaTepu - paspes, KOTOpHH CTaBUAX €ro B
Ge3BHXONHOE IMOJIOXEeHUE KAaKOW-TO ONIO3IUINM,
OOpeueHHO# RUTH YEeM~TO TAKUM OTBJICUCHHHM,
K KOTOPOMY HIKaK He MONMOCTHUNDL HI Cephua,
HU BECeJoro, 4TO HAanoIHAEeT NOBCEIHEeBHYN
XU3Hb, YTO TpeOGOBayO OOMEHUA, NPUMUDECHNST,

nw6BM, REATENBHOCTH, 34 YTO KpUuan Beckh
opranuam (I, 467-8)
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At school, the oppressive tedium and humiliating discipline at% length
exhaust the boy and undermine his faith and hope in the futurej; at the
end of the story, Tema can find nothing in himself that will bring him
to the other lite he so desires to lead (I,501-2). ‘

The structure ot the narrative, the chains of cause and effect
linking each episode, the changes in the narrative perspective, the
adjustment and_;ontrol ot our sympathies, the various authorial
mouthpiaéea and "ethical agents" - all lead us to blame society,
gchool and family for Tema's moral inadequacies. But we must recog-
nise too othersignals of evaluation neglected by Judina's view.

Karta¥ev is a victim of his environment, but he is also an object for
our judgement, sometimes for our condemnation. We must sympathise with
him as he suffers under the pressures put upon him, but we cannot sym-
pathise with his petulance during the river-outing, his folly over
Odarka, his deceit in the examinations, his consistent moral cowardice
in his relations with his mother. Resentful of her despotic rule, he
lacks the strength to break free of it, and atter his only open protest,
he returns to her with an insincere and abject apology (1,41{). He tells

Korneva:

- .. L S
_').:..-‘ 2. ARG

1 Tpanka, gpsHb, Tpyc (I, 423)

and we hear the echo of his mother's words on that distant "unhappy day".
His old faults are still in evidence, amd they too are to be blamed for
his misfortunes. Again, home and school have failed to give him a proper
attitude to.the truth and to himself, and this is the greatest damage they
have done him. While acknowledging with Nikolaev13 that his upbringing
and education have undermined his will, seltf-dependence and individuality,
we must also recognise that in his weakness, his inability to withstand
the int'luences otf his environment and to overcome the faults of his

temperament, KartaSev himself has contributed to the process. As another/



critio has observed,

[lo mercTBy TeMmH, TPYOHO eme CKasaTh, YTO
CTaHET U3 MATKOWM HO MOPHBUCTO! ¥ CTDPACTHOM’
HaTypH MaJlbuMKa, OCBETUTCH JI¥ HIEWHHM CO-
IepXaHueM ero MOPHBUCTOCTH M XM3HEHHad
CTDEeMUTENLHOCTh; HO MaJO MNO-Majy Heomnpen-
€JIeHHOCTH CrIaxMBaeTCs, TYMaH IeTCTBa U
paHHelfl WHOCTH pacceliBaeTca, M BOT MACKOCTH
nepexonuT B 6e3BOJMe, CTPACTHOCTH yaneua%E
Ha NyTh HPABCTBEHHOU 0€30TBETCTBEHHOCTH.

The judgement embodied in Gimnazisty is a judgement of KartaSev
and his milieu. The author's purpose is wider than any narroﬁ,
"ideological" view has suggestedj; he shows thatthe individual's
moral growth depends both on his upbringing and on his imnner resources
ot character. KartaSev's future fate will depend on his ability to
conquer his own weaknesses and resist the harmful influences of the
world around himj it will also depend on his ability to atruggle
against these intluences, against the education that has contributed

to his unhappiness. For, as Berendja tells Petr Semenovid:

B OJHOM C8MOYCOBEDHEHCTBOBAHMM.«0+sTe s
ronky Her (I, 427)

The individual must not only work to improve himselts; he must also
try to fight against the evils of a system which has failed to give
him the vision and the purpose to cope with life.

Karta¥ev's moral decline as it is depicted in Studenty is the
logical outicome of his schoolingj in it we see the consequences ot
the faults of his temperament and of an education that has failed to
correct them and to develop in him‘a proper attitude to the truth.
For oritics of Kurydeva's views, this volume is the final, damning
condemnation of a society that has destroyed the hero's innate good-
ness and turned him into a worthless scoundrel who embodies for her
the

I5

PEaKIMOHHYHD CYMHOCTh OYyPXYA3HOW MONOmexu
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But the events of the story, and the light in which the hero is shown
to us must lead us rather to condemn him for those failings which are
in evidence at every point, and which play their part in causing his
downfall.

At the beginning of the story, Kartafev looks forward to the new
life that awaits him in St Petersburg, a lite that will at last give
him a sense ot purpose and an ideal (II,ll). Within a few months,‘
however, he has forgotten these hopes and embarked on a life’ that
has no ideals, no purpose. As Borisova has pointed out, it is
precisely when he is freed from the pressures of his enviromment and
left to his own devices that the faults in Kartafev's nature come to
biie Forar. Tk 1n hiw ewn indolence fhad Isais i Inke BsckijVs way
of life, it is hiw own weak will and intirmity of purpose that prevent
him from breaking with this life after it has ceased to satisfy him;
it is his lack of fortitude that undermines all his efforts to reform
himself and leads him eventually into the debauchery that at length
threatens to kill him. Kartadev alone must take the responsibility
for his disease, and he stands condemned by his own actions.

But again we must attend to other signals of the author's evalua—
tion and sympathise with the fallen hero. The narrative perspective
whioh reveals his immost thoughts reveals too his desire to break away -~
to some better way of life, his thirst for an ideal. He makes repeated

efforts to change his ways, and once makes a complete break with the

past because

BCA XM3HB Kaszanach Takoil mycroit, ramynoi (II, 104)

At the end of his story, the desire to begin life anew triumphs over
despair and morbid self-pity. Beo;uae we recognise these good inten-
tions, we see that his education is to blame for the lck of atrength
and self-reliance that prevent him acting upon them. In failing to give

him a proper relation to the truth, to the world and to himself, home,/



school and university are partly responsible for his predicament.
Throughout the volume, KartaSev is shown in search of a mirovoz-
zrenie, and his failure to find i% is another indictment of his education.
The young.atudent decides confidently to learn from life the ideals school
has failed t6 teach him, and to rely on his honour alone to guide him %o
them. It is this faith in himself and in lite, as much as his mother's
injunctions, that persuades him %o reject the doctrinaire revolutionism
ot Ivanov's group. But his honour soon proves an inadequate compass in
the ways of the world, and his search for an ideal is abandoned. The
vision of some other, ideal life never leaves himj and when he discovers
a talent for writing, he believes that this will give him access to it.
Under Kornev's guidance, he searches for some philosophy to:.express in

his writings, but -
Cogito, cogito , a HmM uepra He BHXOIMT (II, 137)

When his story is rejected, he feels he must accept for ever the life of
the crowds around him; there is no way out of it without the ideal he
cannot find. The ideal Kartakev is looking for is one that will exﬁlain
his place in the society he lives in and guarantee his integrity amid
its corruption. According to Kornev, the firsﬁ gtory he wrote was about
a man who sought %o remain pure in a corrupt world (II,132). Kornev tells
him that self-perfection is impossible without some effort to fight the
evil in the world, and Kartalev seems later to discover this truth for
himself when he ponders the problem of the individual and society. The
view that human vices are due to the social environment alone - saeculi
vitia non hominis — seems to deny the value of the indivudual's actionsj

the opposing idea that

OT OJHOTO XOpOWETro YeJOBEKa yXe Bech
Mup penaetca syume(II, 177)
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" denies the individual's duty to combat social evils. In the lite
ot Sir Walter Scott, KartaSev sees his way towards a synthesis of
the two views that acknowledges the value of selt-improvement and
recognises the need for action - on however small a scale — in the

wider world:

Bech MMD He Nepelesiaemb, HO B CBOEM :
yrOJIKE MOXHO MHOro gmenaTts (II, 177)

Thus Kartasev gropes towards an ideal that will guidehis litej the
solution he finds is no; enough to change his way of life, and it
is soon forgotten in his renewed pursuit of self-gratification.
Our insight into KartaSev's thoughts shows us the idealism he
is capable ofj his failure to find an ideal illustrates again the

failure of his education. Kornev asks his friend:

Cxaxu, Tema, UTO TH UIM S MOXEM OCMBCIINUTH
npyrzM? Ms, cTykawnmmecs camm Ji6aMu B KaKOU-
TO TemMHOTe npyr o unpyra! Ms, nonuy He-—
CHUCTEMATUUECKOTO odpasosaHnH(II,liz)

In the plight of Tema, Kornev and even §ackij, who are all torn
between g liite that does not satisfy them and a life they cannot
reach, this "unsystematic education" is to blame.

By arousing our sympathy for the wayward Kartasev and his friends,
by revealing their inner aspirations and thoughts, the author turns our
judgement against the society that has failed them, and we see them as
its victims. When Kartadev compares himself to an ill-sown field, and
blames his education for his troubles, he is partly right. But we must
hold him responsible tooj for, at the end of the volume, Ivanov reappears
to turn our judgement against him. Ivanov has overcome the disadvantages
ot education and upbringing to live for his idealsj KartaSev, like the
small boy on that first day, has, by his weakness, cowardice and unres-

trained impulsiveness, been the chief cause of his own misfortunes.
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o In the original text of Studenty, Kartasev finds the way to
spiritual renewal when he decides to stand on his own feet, to shake
of f the efforts of his mother to influence his lire, to assert his

samostojatel'nost'. In the revised version, however, his regenera-

tion is not yet in sight, and we see that he must follow a more diffi-
culﬁ_path. It is not enough to be self-sutficient; he must find a
personal ethic to govern his moral development, and a social ethic that
will show hiﬁ how to wrestle with the evils of society.

. . .

As we have suggested, the structure of events in Infenery shows
the hero ascending to personal happiness and professional success.

At the beginning ot the volume, KartaSev is weary ot lite and expects
nothing from the future; he has abandoned his earlier "fantasies", and
although he impresses on his brother the need for an ideal in life,

he remains without one. He considers himself the "grjaz' zemli" (II,
302), and is convinced that the angelic Adelaida Borisovna must forever
remain outside his reach. Within two years, all has changed: he has
found a sense of direction and purpose in life, he has rediscovered
hope and idealism, he has found love and happiness with Adelja.
Clearly, we have been witness to an inner transformation, a moral
rebirth.

The cause of the transformation is the job of work that Kartaev
has at last. found t6 do. His profession brings him inner satisfaction,
and acquires aspiritual significance for him: it develops in him a
proper attitude to himself, to the world and to the truth. He accepts
the position oftered by his uncle because he believes he can remain
unsullied by the corruption ot the other contractors - although
instinot causes him to doubt this (II,306). He is glad to escape from

this corruption into his new protfession, and here he learns that the/



only way to withstand the world's evils is to fight them. In building
railways, he is working against the evils of ignorance, poverty and
backwardnessj in devoting himself to this cause, he feels the moral
change taking place within him. At the end of the first day's work,
he feels he is no longer a parasite and a wastrel -

oH, Kaprames, moiyuawmmi Tenepr naxe -
uenpme pabouero, Gonbme He napmoexn (II, 329)

and begins to think he might yet find his happiness with Adelja. His
labours reawaken in him his interest in ideals, and he reconsiders his

old "fantasies", his attitudes to the problems of evil and injustice.
Sympathising with Manja and her friends, who are working for revolution,
he cannot accept their terrorist methods. Rejecting all polifical dogmas,
he decides again to base his conclusions on his obgervation of life itselt.
His conversations and contact with the workmen open ﬁis eyes to the injus-
tices they have sutfered — even at the hands of his mother's steward —
and convince him he must help them as far as he can (II,346); again he
decides on action "v svoem uglu". Finally he recognises the need for

some political creed to help him combat evil and serve his fellow men,

and donates money to help those who like Manja hrg waging a wider battle
against injustice. This change in outlook is accompanied by a change in
the immer manj work has cured him of his vanity, and in it he has found
new strength of character.

The two aspects ot Karta¥ev's regeneration, the personal and the
social, are interdependent; his love for Adelja inspireé him in his
labours, and his success as an engineer makes him feel less unworthy
of her. Union with Adelja is not just the reward tor his victory over
himselt's it is the impetus that will carry him on to further victories
over the evils of the world. His happiness opens the door to the ideal

world he has always dreamed of, and he looks on his fiancée as an angel/
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who will take him to a higher world of love, beauty and truth.

The judgement embodied in In!enerz is not that work has purified
KartaSev, but that it has given him the knowledge of himselt and the
world with which he can sight the goals he has been searching. Neither
in his moral development nor in his growth as a social being is Kartadev's
progress complete. We can still see in his conduct those faults of temper-
ament tha? were apparent in childhood. Each new romantic episode - with
Darja Stepanovna, the Rumanian lady, Sikorskij's cousin — is fresh evi-
dence of his inability to be true to his own resolve and faithful to the
image ot Adelja. It his future happiness - and that of Adelja - is to be
guaranteed, he must recognise and correct this weakness in himself. In his
attitude to the world, he has progressed trom inditference to the conviction
that he must take his stand against injustice, but he remains undecided as
to which stand to take. Borisova and Bjalyj argue that Karta$ev is incap-
able of finding true regeneration because he rejects the way of revolu-

17; Judina is probably nearer the truth in

tion represented by Manja
suggesting that Garin intended to bring his hero to accept his own brand
of social Democracy. We can only judge the tetralogy as it stands. At

the end ot InZenery, Karta¥ev decides he cannot accept the doctrine or

the terrorism ot the narodovol'cy, although he must admire their dedica-

tion, he sees the hope for social progress in "samosoznanie" and "obrazo-
vanie" (II,521) - in the proper education of the people, tha¥ they might
understand themselves and the needs of the world. This is the turning-
point in the development ot his attitude towards society, and this will
determine the future trend ot his thinking.

Manja once prophesied that her brother might find his true

vocation as a writer

- KOrja Bcsa rpA3b coimeT, KOrma Mmumypa
XU3HM OymeT cosmasa (II, 302)
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The individual will achieve fulfilment only when he sees the truth
about lite and tinds his place in society. Education - true education,
not tﬁe education or the gimnazija - holds the key to human happiness
and progress, because in understanding themselves and their world,
individuals will see how to correct the faults in themselves and in
society., Thus, Kartafev will achieve fulfilment only when he has_pon—
quered the faults of his temperament and discovered an ideal to guide
him in his struggle against societyks ills. The judgement émbodied in
Inﬁenerx is that these two goals embrace each other. Only through work
in and knowledge of the world can the individual know himselt and improve
himgelfy and only in personal happiness and selif-perfection can he find
the inner strength that enables him to work for the good of his fellow
man.

ITI

An interpretation of the tetralogy which sees Karta%ev only as thse
innocent victim of an evil society not only neglects those faults in
the hero which the author intends us to judge, but also takes no account
of the final volume. For if education and society have systematically
destroyed Karta¥ev's good qualities, it is difficult to see how he can
recover these qualities and find the strength to challenge society.
Thus Borisova, Onufriev and Bjalyj cannot accept the regeneration of
the hero, seeing in him an "antiharo"ls and a bourgeois “ranegat"19
incapable of reform. Their view of the novel ignores the author's
purpose in the final volume: to show his hero, under the intluence of
a new environment, discovering within himselt the moral qualities his
education failed to develop.

A truer view of the meaning of the tetralogy as a whole ﬁust take
into account the events ot all four volumes and the whole range of
"signals ot evaluation" by which the author manipulates our sympathy
and judgement. We must condemn the social system that brings KartaSev

to despair, but we must also condemn his own faults of temperament/
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that bring him to the verge ot selt-destruction. He is demoralised
by an unsound education which cultivates his weaknessesy he is regener-
ated by a new education ot work which shows him how to overcome them.
The tetralogy is indeed an indictment of a social system which created
a "lost generation" without beliefs and hopes, and Garin has given us,
as Ettore LoGatto remarked, "une bonne documentation sur son temps"zo;
but this is only part of the author's purpose. The story ot KartaSev
shows a man struggling against himselt and the social order that mad
him to find a proper relation to the truth, to find an ideal to live by
and discover happiness and fulfilment; it is a story of universal
implications. It shows thatthe individual will find his happiness
not in Tolstoyan "samousoverSenstvovanie" alone, but in work within
gociety for the general goodj; he must fight both the evil within and
the evil without, and his mpral and social development are inter-
dependent and inseparable. Writing to Ivandin-Pisarev in September
1895, Garin wrote:

I Bunsrensm MelicTep Benukoro I'eTe m

KaprameB HuuToxHOro I'apuna - o6a ruCHYT

¥ HaxOnOAT CBOe OOHOBJIEHue, KOHEUYHO, HEe

Ha JIyHe X He BHe ofmecTBa.
Kartadev discovers strength and self-knowledge only when he finds his
place in working to build anew the society that so long kept him in
ignorance. By comparing his hero to Wilhelm Meister, Garin places his
tetralogy within the tradition of the Bildungsroman, defined by one
recent critic as "the story of the formation of a character up to the
moment when he ceases to be selt-centred and becomes society-centred,
thus beginning to shape his true seltn22, Kartasev finds his fulfilment
as an individual only by finding his place in society. The author's

ultimate purpose is to show the individual in search of his true selt.
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The means of persuasion by which the author has communicated
his judgement ot lite through the tetralogy are varied and numerous.
There are the more explicit appeéls to the reader, the characters who
gspeak out to us the author's views — Aglaida Vasil'evna, Berendja and
Satrov in their remarks on education, and the hero himself when he
condemns the corporal punishment of children (II,503). But the author
makes less use ot such mouthpieces than in the shorter works, and rglies
more on the subtler ploys ot structure, style and the manipulation of
sympathy to achieve communion with his reader. Finally, he uses the
story itself, the selected sequence ot imagined facts, to exemplify
and enbody his judgement and truths. All the elements of the fiction
are devices of the author's rhetoric, for all of them draw forth some
response and direct us towards some judgement. The author's voice
is to be heard both in the matter of the story and in the manner ot
its presentation.

The tetralogy has many faults besides those of incompleteness.
As the narrative stands, it fails to explain the mystery of Kartadev's
recovery23, and leaves a serious gap in our knowledge of the hero.
Several critics have condemned the carelessness and inattentiveness to

24

matters of style evident on many pages ', and it is not ditficult to
find in Inéenerx the traces of hurried composition and lack of revision.
Carelessness of another kind is to be found in the unintentiénal repeti—
tion of incident - Kornev (I,328) and Karta¥ev (I1,442) have the same:

visions ot fairy-tale castles in the sunset - in the confusion of names

and relationships ot characters (Ios'ka in Detstvo Temy becomes Zos'ka

in InZenery, and Jaska and Garas'ka, playmates in the first volume, have
become brothers in the second), in other minor inconsistencies and

contraditions. The rasplyv8atost' noted by some critics has been modified/
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by subsequent revisions (particularly in Studenty) , but in the latter
part of Indenery we find the same undisciplined profusion of incident
and character. And we have seen that many of the author's devices fail
because they are to obvious - our credulity is strained when the lady on
the train is discovered to be Sikorskij's cousin, our patience is tried
when Manja expounds the policies of "Narodnaja Volja". And similes,
images and symbols are sometimes no more than literary commonplaces.

With all these faults, the tatralogy‘ia yet successful as rhetoric.
As we have suggested, the author's judgement is the accumulative result
of all those judgements elicited from us by the story and the way in
which it is told. No single device of disclosure, not even the most
transparent mouthpiece conveys the whole of the author's judgements; it
is only by responding to the work as a whole that we come to discover
that. Some devices are more direct than others, but all are equally
esgential to our proper understanding of the work. The author attempts
to communicate his judgement by involving us imaginatively in his story,
by having us respond to it, and by varying and manipulating this .-responsej
his attempt to communicate is thus inseparable trom his attempt to interest
and entertain.

The ultimate expression of the author's purpose is of course the
career ot his hero, and in judging his achievement, we must decide how
well the incidents of Kartafev's story exemplify the meaning the author
seeks %o convey. S.A. Vengerov felt thatthe hero's story - particularly
in Studenty — was too "untypical", too close to the author's own biography
to express any general meaning:

aBTOGMOTrpafUUECKU SJIEeMEeHT CIUMKOM NuM
BJlageeT: OH 3arpoMoxnmaeT pacckKas 9NN 30O3aMM,
HapymanimuMm E%JIBHOCTB XYOOXEeCTBEHHOTO
BIEeUaTIICHUA.

We cannot judge the degree to which the tetralogy is "autobiographnic",

but we must recognise that the story's meaning transcends the aim of/
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autobiography. It is true that the first version of Studenty was
overloaded with incidents, but there is no reason to suppose that®

this was the result of the author's "autobiographic" purpose, and the
unity of the artistic impression has been enhanced by the later revisions.
On the whole, Vengerov's criticisms must be deemed unjust - and indeed,

it is likely that they are directed towards the ideological rather tnan
the literary shortcomings of the work. Garin is perhaps being criticised
for his failure to give in the work what another critic has called the

BCECTOPOHHAH XapaKTepPHCTHKA UOEeAHOTO M
HPaBCTBEHHOTO 0O0NUKa MOJIOIEXHU.

Nikolaev suggested that his interest in Kartafev's moral lapses prevented
the author from describing more "typical"™ and "positive" representatives
of contemporary youthj Vengerov has attributed this interest to Garin's
autobiographic intentions. Underlying these criticisms is the belief,

27

shared by not a few Soviet critics ', that Garin should have written,
not about KartaSev, but about Ivanov and his revolutionaries; they are
not valid criticisms of the work as it is.

Bjalyj has suggested that Inﬁenerz fails because KartaSev's regen-
eration is "untypical" and miraculouaza. As we have seen, Kartasev's
regeneration is by no means complete, and his transformation in Inéenerx
is the result of work and selt-discovery, not of any miracle. Yet in on&
respect, his moral rebirth remains unsatisfactory as a vehicle tor the
author's purpose. KartaSev comes to grief through his own actions; such
a judgement is implicit in the nature of his disease. Ir we are to believe
in his regeneration, it too should be the result of his own action. But
in fact, Kartadev owes his new lite to the chance iﬁtervention of a
kindly stranger, the old landowner §i§kov, who urges him to leave his

uncle's employ and finds him a place on Pachomov's staft. This is surely

a flaw in the novel's structure of valuesj without this deus ex machina,

KartaSev would not have found his redemption at all.
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But apart from this, KartaSev's story does embody the author's
Judgement, and the hero himself, always an ambivalently human character,
involves us in the tale, and ensures that we respond to its meaning.
Sometimes the devices ot the author's voice are inadequate or too
obvious, but usually they serve their purpose without showing him at
works and sometimes, they fulfil their function so well that we lose
sight of them altogether. The events of Tema's childhood, described

with "une grande chaleur humaine et une rémarquable simplicité de

atyle"zg, elicit a response so immediate, a judgement so direct, that

we forget the rhetorical devices employed to produce them.
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CONCLUSION

Taking as our point of departure the view that a work of fiction
is "something designed, or at least suited, to impose itself on us"l,
we have examined the works of Garin-Michajlovskij to discover the
methods and techniques by which the author has sought to impose upon
us his fictional world, and the judgement and truths embodied in it.
We have seen that "every separate piece of literature has an architec-
tural design“z, that every element ot the story - dot, narrator, hero,
characters, language, style, imagery — plays ifs part in the author's
rhetoric to influence our viewpoint and convince us of his truths.

Our investigation has not only shown the wide range ot devices
which Garin employs as he strives, consciously or unconsciously, to
impose his view upon us, and revealed how these devices interact to.
achieve his effects, but has also enabled us to assess his abilities a
and methods as a literary crartsman, and so to reach a fuller view of
his success and standing as a writer than emerges from the studies of
earlier critics.

In many respects, Garin belongs to his age, and représents a
generation of éiffed but now forgotten writers. His desire to express
in his fiction his views on the problems of the time, and to offer.
solutions to them, is characteristic of many ot his contemporaries.
The problems that converned him - education, the place of the intel-
ligent in society, the plight ot the peasantry, the future of the
country - are the problems we find refle;ted in writers like Gleb

Uspenskij, Timkovskij, Amfiteatrov, Bobaykin, Korolenko, even /
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I k0 BceMy 3TOMy, Kakoil TalaHT HYXEH,
9TOOH BCe 3TO OHJIO M He y3KO M 6e3 BCAKOH
CKYYHOW MOpanm, 3aKOHHO, ONIO OH BKYCHO,
¥ NOHATHO, 4, HAaKOHEel, HACTOJBKO MPaBAMBO,
YTOOH C TBOMMM BHBOJAMU He MOT HE CO-
rnacuTeca uuratens (II, 132)

Garin is at his best as a writer when his skill as a rhetorician
enables him to achieve this objective, when his warmth and immediacy

ot tone, his agility to engage the reader emotionally and imaginatively
in his tale and his subtle control of the reader's responses are so
convincing that the reader is persuasded to accept the author's view

without realising it. In stories like BabuSka, Dvorec Dima and

Derevenskie panoramy, in most ot the tetralogy, and above all in

Detstvo Temy, which Judipa has rightly called

OIUH M3 mMeNeBPOB PYCCKOM KIaccCUUeCcKOH
NUTEPATYPH O HNETCTBE,

Garin shows himselt a master ot the rhetoric ot fiction, and proves
his right to the recognition which literary history has been so long

in according him.

NOTES

1. Booth,"Rhetorie of Fiction and the poetics of fictions}y Novel 1,
2. Clark, Defence of Rhetoric, p. 80
3, Judina, Zizn', p. 88.
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"Lev Tolstoje The solutions he ofters are seldom profounds the view
of the moral and social education of the individual, and ot his duty
to society otffered in the tetralogy has universal relevance, but for
the most part, the ideas he advocates — technological progress, agrar-
ian reform or political action - are the ideas of the age, now only
ot historical %pterest. Ir the themes he discusses otten detrac£ from
the permanent value of his works, so too do the methods he employs to
express éhsm. His rhetorical devices- are most often drawn from the
common stock of literature, and his application of them is not always
original or distinctive. '"Mouthpieces", narrative commentary, even
the subtler devices of image and style are the methods by which any
writer of fiction seeks to make his purpose known. And Garin's
rhetoric is not always successful. The more "explicit" devices -
"mouthpieces" and commentary — are often too explicit, the implicit
devices of style and metaphor are sometimes too obvious. Judged in

his own terms, his belletristika often sutters from his publicistic

motives, the author is too frequently to be seen talking ot sebja,
the pictupe he paints is often weakened by his desire to make his
meaning clear. But because of these shortcomings, even his less suc-
cessful works are not without interest or value for students of a
literary tradition which shared his view ot the social duty ot liter-
ature, and whose greatest practitioners were not always free from his
faults.

Garin's rhetoric is not always his weakness, and where his
handling of the means of persuasion is most skilful, where he speaks
through his "images" and conveys his judgement without weakening the
picture, his literary gifts come to the fore, and his literary stand-
ing as something more than a representative figure is assured.

Discussing with Karta¥ev the writer's task, Kornev remarks:
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APPENDIX I : THE WORKS OF N.G. GARIN-MICHAJLOVSKIJ,
Details of Composition and Publication

(§ indicates works not included in the Soviet edition of
the collected works.
+ indicates works we have been unable to locate.
(p) denotes works known to have been published after the
author‘s death.)

The following abbreviated titles indicate the earlier
collected editions of Garin‘s works:

Znanie - [logHOe co6paHMe COUMHEeHUN, UBLZ-BO r-Ba "3HaHue',
Cll6 1903-11

OsvoboZdenie - [losHoe co6paHMe COYMHEUH, MIZA-BO
"OcBoGoxmenue" M, 1914

Marks - IloqHOe Co6GpaHue COUYUHeHui, usz-Bo A. &. Mapkca,
Ir 1916

In addition to "RB" for "Russkoe bogatstvo", the follow-
ing abbreviations have been used for the titles of
several Jjournals and newspapers:

"SG" - "Samarskaja gazeta"
"SV" - "Samarskij vestnik"
"yV" - "VolZskij vestnik".

(See also Appendix II).

I THE TETRALOGY

IOetcTtBo TeMmsl: U3 cemeiiHON XpoHUMKM: written 1891-92;
first published in "RB" 1892, 1-3. Revised in
1893 and republished in Oerki i rasskazy, I.

F'MMHa3UCTH: W3 CeMeHHOM XpoHMKM: written 1892-93%, com-
pleted in September 1893, after the first chap-
ters had been published; first appeared in
"RB" 1893, 1-4, 9, 11, 12. Extensively revised
for separate publication in 1895, revised again
in 1902.

CrymenTsi: Tema M ero ApPy3bs: U3 CEMEUHOW XPOHUKMU :
written 1894-1695, first published in "RB", .
1895, 1-6, 9-11; and supplement extensively
revised in 1898 and 1903 for republication.

Urxenepn: (p): written 1904-6, unfinished at the author's
death. Published (together with Gor'kij's Mat')
in Sborniki tov. "Znanija" za 1907, nos. 7,
and 9.
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ITI SHORT STORIES AND NARRATIVE WORKS (in alphabetical
order)

Anouxka: first known publication in the Znanie Collected
Works, 1911, vol. VI dated in Marks 1898.

AxyivHa: [epeBeHCKME NaHOPaMH

Badymka: first published in "RB" 1904, No. 2. An
earlier, undated MS version is entitled
Ha 6Goromoane

BPadymxa Crenasuza: - JlepeBeHCKME IaHOPAaMH

§Bpoasxkxu (p): written in 1892, at same time as Karan-
dafom s natury. First published by
I. M. Judina in "Sibirskie ogni", 1966,

B
Bypuiaxmu: written in 1894 at the same time as Derevenskie
ganoramx. First published, not in
RB" as planned, but in "Mir Bo%ij",
1895, No. 1. Referred to by Garin in
his letters as l'amuz, Crapuii AM3d.

BanrpHek-BaJbHOBCKUM @ written in 1895, and published in
that year in Sbornik v pol'zu
nedostatodnych studentov universiteta
sv. vVladimira.

Bapuant (p): written 1888. MS rescued by the author's
wife and published by her (incomplete)

in "RB", 1910, No. 2.

BepoHuka: - TeHM BeMiIu

Beceasie apau (p): first known publication in the Osvo-
bozdenie Collected Works, 1913%, vol.
XII. Dated in Marks 1897. An un-
dated MS version is entitled
Maxonaii.

B o6xnacTy OGMIJIMOHOB M TPUIJIMOHOB: pPal3l'OBOP B Hnoes3se y
oxHa BarosHa: first published in "Russ-

kaja Zizn'", 1894, No. 191.

SBoimex: first known publication in Marks Collected Works,
- 1916, vol. VIII, where it is dated 1895.

Bokpyr cpeta: first known publication in 1904, in a
single volume with Po Koree... pub-
lished by Znanie; dafted in Marks 1902.

Boak (p): dated in Marks 1902. First known publication,
under the title Tpscura in the
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OsvoboZdenie Collected Works 1913, vol.
XII. Published in vol. VIII of the
Marks edition as Bouak.

Berpeua (p): dated in Marks 1902; first known publica-
tion in "Novoe Slovo", bk. 12, M. 1907.
Has affinities with various MS frag-
ments -- [loTepsHHHe, Ha oZHOW CTpPYHE,

IypmaH.

B _cyToakxe npoBuHnmManbHoi xmuamm 1886-1896: written 1895-6,
i rewritten 1898. Refused by N.K.-
Micha jlovskij for publication in "RB",
it was first published in "Mir BoZij",
1900, 2-4, 9, 11, 12.

B ycans6e nomemuus fpmmeBoii: first published in "RB",
1894, No. 11.

eyt : - TeHU 3eMIU

IBa MreEoBeHus: first published in "SV", 1897, No. 1.

IBopen luma. PoxZeCTBEHCKUIA pacckas M3 XU3HU ZeTeh :
first published in "Zizn'", 1900, No.
1. Shows affinities with the earlier
Mal'&ik.

Hexna. HaGpocky KaparZamom: first published in 'SV",
1897, No. 27.

HepeBechue IIaHOPAaMEI &

1 Fa6ymka CTtenaHuZa

first published in
"RB", 1894, No. 1

2 AxyauHa

3 Iukuit yeloBeK "RB", 1894, No. 2
4 Ha cexe "RB", 1894, No. 3
5 MaTpeHUHH AEeHbI'M "RB", 1894, No.

The Panoramy were revised before being
published in the second volume of
Ocerki i rasskazy, 1895.

IOvkui yesoBexk : - [lepeBeHCKMe IaHOPaMbl

§OueBHUK BO Bpemss BOMHH: Written in 1904 for immediate
publication in the Moscow newspaper
"Novosti dnja". Published in the
Osvobo¥denie Collected Works as Boiina:
ZHeBHUK oueBmzana (1914, vol. X-XI).

SlonoTonHoe uyzoBume : first known publication in the
Marks Collected Works, where it is
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dated 1898 (vol. VIII).

Eppeiickuit norpoMm : first known publication in vol. XIII
of the OsvoboZdenie Collected
Works. (1914%4) )

Xusup U cMepThs : first known publication in vol. VIII
of the Marks Collected Works (1916),
where it is dated 1896.

3asm (p) : the two fragments, perhaps dating from 1905,
were published in the Znanie
"Sbornik" for 1910, Book XXX.

§3ane awau (p) : published from the MS by Judina in
SR "Nedelja", 1962, No. 46, 18-19.

V3 Moero nHeBHUKa : first published in "SG", 1895, No. 1.
§U3 okHa Baros"a: oT [leTep6ypra mo Tpuecra : fragment of

a travel account first (?) published
in vol. VII of the Marks Collected
Works (1916), dated 1899.

Vcnosens otna : first published in "vv", 1896, No! 24,
as ['ope u cuacThe pacckKas otma, tGthe
day after the author had read it at
a meeting in Kazan in aid of higher
education for women. Revised and
republished in "SV", 1896, No. 50,
and in "Zurnal dlja vsech", 1899,
No. 3.

HecTtopuga onﬁoﬁ MKOJIH . Ha6pocok ¢ Hatypum = first
published in "vv", 1893, Nos. 6, 8.

Vimxa u JaBsaka. Quepk : first published in "RB", 1892,
4-5. Revised for publication in
o¥erki i rasskazy, vol. 1, 1893.
Republished in 1894 in Dobroe delo.
Sbornik povestej i rasskazov, XXVIII
(Posrednik, Moscow). '

§Kasup (p): (arbitrary title). Probably written in 1906,
unfinished; published from the MS
by Judina in "Russkaja literatura”
1962, No. 2, 213-214.

KapanmamoMm ¢ HaTyPH. [lo sanmaaHoit Cu6upm : first pub-
lished in four parts in "Russka]
Yiznt'", 1894, Nos. 209, 217, 221,
230 (August 8, 17, 21, 30). A pro-
jected fifth part did not appear
because of a dispute with the
editors. The oferki were repub-
lished in "SV" 1896, No. 274, 1897,
Nos. 4, 16; in 1897, No. 55,
another part appeared, but further
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continuation was prevented by the
closure of the paper. The work is
published in vol. VII of the Marks
Collected Works as I[lo 3emye CHUOUDMU :
KapaHZaloOM C HATYDH.

§Kapan Moop: first known publication in the Marks Collec-
ted Works, vol. VII.

KHapTHrHKA. Us netcko#t xu3HM : first known publication
in the OsvoboZdenie Collected Works,
1914, vol. XVII.

KapTvHKM BoamHmM : written 1894-1896, Announced as a
forthcoming publication in "SV"
(Dec. 1896), but published in "Mir
Bo%¥ij", 1897, No. 2.

Knotuapza : first published in "Na&alo", 1899, No. 1.
Korma-to : intended for the Znanie "Sbornik" of 1903,

but rejected by Gor'ki]j as not being
in keeping with the tone of the
volume. Published in 1907 in
‘Literaturno-chudo¥estvennyj

al 'manach izd-va Sipovnik, Bk. 1,
Spb. 1907. The work is dated 1898
in the Marks Collected Works.

Kopefickue CKasKy : collected and recorded in 1898.
Apparently published soon after the
author's return from the East.

First known publication in the Marks
Collected Works, 1916, vol. V.

KopoTeHbKasg XM3Hb : first published in "VV", 1894, No.
241,

Kypouxa Kya : - Cxa3Ku LJd HEeTEM.

SManpumx : first published in "NiZegorodskij listok",

1896, No. 166; and later in "SV",
1896, No. 134. Apparently the
basis for Dvorec Dima.

§Mamen : written 1905-6. First known publication in
vol. VII of the Marks Collected
Works (1916). '

MaTpeHUHN LeHbI'M : - llepeBeHCKHEe NaHOPaMh

Mou ckutammg (p) : first known publication in "RB", 1912,
: No. 12. Dated in the Marks Collec-
ted Works 1899. e

Ha Housere : first published in "Mir Bo¥%¥ij", 1892, No. 2.
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Ha mpaxTtuke : originally an incident in Studenty before
1898 revision. First published in

Jurnal dlja vsech, 1903, No. 10.
Republished with final chapter in
vol. V of the Znanie Collected Works.

Ha cexe : - JlepeBeHCKMe IaHODaMH

SHa ctammuu : dated in the Marks Collected Works 1901.
First known publication in the Osvo-
bo¥denie Collected Works, vol. VI,

Hatama : first known publication in Znanie Collected
: Works, vol. VI, 1911. Dated in
Marks Collected Works 1901.

Ha xomy : <first published in Put'-doroga, an anthology
in aid of the Society for the
Assistance of Needy Settlers, SPb,

1893.

Hemaurnes : written in 1894, referred to in letters vari-
ously as Coamar; Paccka3 coJzaTa.
Intended for "RB", it was not pub-
lished there, nor in the second
volume of Oferki i rasskazy,
although the author asked Ivandin-
Pisarev to include it. First pub-
lished in "Mir Bo¥ij", 1896, No. 1
as XusHp GeccyoBecHad.

He ot mupa cero. C HaTtype :. first published in April 1895
in "SG", No. Tl.

HeCKOJBKO JIeT B ZepeBHe : written between 1889 and 1891.
First published in "Russkaja Mysl'",
1892, Nos. 3-6. Revised for in-
clusion in vol. I of Oferki i rass-
kazy, 1893.

HoBrie 3BYyKHU. Cxaska : first known publication in vol.
VIII of the Marks Collected Works
(1916), where it is dated 1897.

§OHa noGeaurtenpHmia : first published in September 1894
in "SG" (according to a letter from
the author to Ivan®in).

Ocensb. CtuxorBopeHue B_mnpose : first known publication
in the OsvoboZdenie Collected Works,
1914, voI. XIII.

[lepenpasa uyepes Boary : first published in "Russkie ved-
omosti", 1894, No. 348. In the

Osvobo%denie edition of the Collec-
ted Works, it appears as the second
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part of a work: S§Boukom, I'yChKOM

M YTOYKOM. [lyTeBHEe 3aMeTKu 6e3

BCHAKOI'O IIJIaHA.

Ouyepk : first published in "RB", 1892, No.

[Tom npasaHuk : first known publication in the Marks

[Io Kopee, MaHbUXypuu U JISOAYHCKOMY IOJYOCTPOBY :

where it is dated 1901.

[lpaBra :

Collected Works, 1916, vol. VIII,

first

published as KapanaamoM C HaTyDPH

in "Mir Bo%ij", 1899, Nos. 2-7, 10-
12, Published by Znanie in 1904

in a separate volume with Vokr
sveta. In the OsvoboZXdenie Collec-

ted Works (1914, vol. VI-VII) it is
entitled CrpaHa XeJToro ZmfpoJa.

first known publication in the OsvoboZdenie

Collected Works, 1914, vol. XVII;

dated 1901 in Marks.

[lyTemeCTBUEe HA JYHY. CBaTouHas ¢aHTasusa : . first known

PagpocTu Xu3HU

publication by Judina in the 1957

Collected Works, vol. III;

she

suggests it was written about 1894%.

PeBexka.

first published in "SV", 1895, No. 189.

CeaTouHasg Jerenza : first published in "SV",

1896, No. 273. Revised for pub-
lication in the sbornik Ssyl'nym

i zakl ju€ennym, SPb 1907.

Part

of the story is related by one of
the characters in the 1895 version

of Studentz.

CrasKu ILJA LeTeH

SBoame6Huira Amam.

ShcTopud OAHON AEeBOYKHU.

SKax ozHa MaJieHbKasd AEBOUKA 3aCHYIA.

Crazka.

KeuxkKa cuacThi. Craszka.

Kypouka Kyxa. Cka3ska.
[lonyrai. MalikMHa CKas3Ka. .
§CuacTre.

§XuTpas mesouka. BepoHVKUHA CKa3Ka.




§UYepHH DPUHI -KaIpPU3yKa. HykuHa CcKaska.

Published together in "Junaja Rossija" in February
1908, as previously unpublished
works. However, earlier publi-
cations have been traced for
Kni¥ka s&ast'ja ("Russkaja %izn'",
1894, No. 103) and Kurodka Kud
("SG" 1896, No. 275).

CouelbHUK B Dycckoi zmepeBHe : first published in the
sbornik Put'-Doroga, 1893.

Crapuit eBpeit : first published in the sbornik PomoX3&!
evrejam, postradav3im ot neuro?aja,
SPb, 1901.

Ctapuit xoudocTax : first published in the newspaper

"Kamsko-Vol¥%skij Kraj", Feb. 22,
1896, No. 52. Published a week
later in "SV" No. 47, with minor

changes.
§Cymepxm : first known publication in the Marks Collected
_ Works, 1916, vol. VII, where 1t is
dated 1913.
CuactauBuil medp : first known publication in the Znanie

Collected Works, 1908, vol. V.

TeHEU 3IeMIU

T XyZoXHUK

II TeHuii

IITI Beposnuka

Published as a group in "Obrazovanie" 1903, No.
4. other stories were apparently
to follow. ChudoZnik is dated
1897 in Marks, the others 1901.

XynoxXHUK - TeHU 3eMau

§busocod o : first known publication in the Marks
Collected Works, 1916, vol. VIII,
~ where it is dated 1893

Jdckn3 : an unfinished sketch. First known publication
in the Osvobozdenie Collected
Works, 1914, vol. XIII. The MS
is entitled Homesex mponad.
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ITI DRAMATIC AND POETIC WORKS

+8Kouraepn uyecTu. B MeaBexpux yraax : An unpublished MS
dating from about 1897.

Opxuzes. Ipama B 4-x meficTBuMAX M 5-u KapTuHax : written
1896-7. First performed in St.
Petersburg on Dec. 7, 1897 by the
Theatre of the Literary Arts
Circle; soon afterwards performed
in Samara, Odessa and NiZ%nyj
Novgorod. Re jected by N. K.
Michajlovskij for publication in
"RB", it was revised and published
in "Cosmopolis", 1898, No. 1.

Slepesenckas npama: B 4-x meficTBuax : first published in
1904, in the "Znanie'" sbornik for
19035, No performance is recorded.

§3opa : mposor u 2 gmefictBusg : first known publication in the
Marks Collected Works, 1916, vol.
VII, where it is dated 1909. - Per-
formed in Cuva¥ in the 1920's.

[IOZPOCTKMU. IpaMaTtuueckuit aToA B oxHom zmeictsuu (p)
first published in "Vestnik Zizni",
1907, No. 1. Written shortly
before the author's death.

§Tpu GacHu. I Baubpka IT CBUHBSA IITI XepeGenok : (three
verse fables). First known pub-
lication in the Marks Collected
Works, 1916, vol. VIII, dated 1902.

IV PUBLISHED ARTICLES

A. TECHNICAL ARTICLES AND MONOGRAPHS

+§HeckoNbKO MOJE3HHX NPEeAJOXEeHUH IO yAEemeBJIEHUD COOPYXeHUS

XeJIe3HHX gopor : published under the pseudonym "Praktik"
in "Zeleznodoro¥noe delo", 1888,
No. 44,
+§HeCcKOJIbKO CJOB O yAEmeBIEHUU IIOCTPORKM XeJe3HHX AODPOr B
Poccum : published under the pseudonym "Praktik"™ in
"7eleznodoro¥noe delo", 1889, No.
22.
+§06mmne npuHIIMNUANBHIE YCIOBMUS, BH3HBabmMUe HeOOGXOAMMOCTh
KaszaHCKO-MaJMsXCKOM XelJe3HOM zoporu : Kazan, 1693. (18pp)
+8§TexHnueckoe omiicanve auHuM Kasanp-Maamixka : Kazan, 1893,

(%pp)



+§3anucka o sHauvenun YepraccrH-CepruebBcK-UYMCTONONbCKOMR
xeJe3Hor npoporu :  St. Petersburg, 1694 (12pp).

+80TtueTn unesor skcneavmun 1898r. B CeBepHoit Kopee : SPb

1590,

+8§CeBepuas Kopes: COODPHUK MapuUpPyTOB. TpyZAH OCeHHeM
skcnefvmunu 1898r. : (edited by Korf) SPb 1901.

B. ARTICLES APPEARING IN THE POPULAR PRESS

+§Cubupckasa xexesHas mopora : published anonymously in
"Novoe vremja", 1891, Nos. 5599,
5603.

SHeckonbpko CJOB 06 sieBaropax : published under the
pseudonym "N.G." in "RB", 1892,
No. 1.

+8§Mlucemo B pemaxnup : signed "Engineer (2nd Class)
Michajlovskij", published in
"Novoe vremja'", 1892, No. 5730.

Sllncema u3 mepesuu. I.: the first of a projected series

of articles cut short aggarently
by the intervention of e censor.

Published in "RB", 1892, No. 2.

SHeckoapko caoB o0 CUGUMPCKOW XeJe3dHoW mopore: published
under the pseudonym "InZener-
Praktik" in "RB", 1892, No. 3.

§llucemo B pemaxiup : signed "N. Garin"; "RB", 1892,
No. 3.

+§K Bonpocy o Kazano-MaJMXCKOW Xeles3Hoil mopore : signed
"Engineer (2nd class) Michajlovskij,
"yv", 1892, No. 162.

+§PyTuHA B XeJe3HOZOPOXHOM Zele : signed "N. Garin'";
"™Novoe vremja", 1893, No. 6155.

+§0emeBas y3kokoJelHas mopora : INUCHBMO B PeAaKIuD :
signed "Engineer N. Michajlovski]j
(Garin)", "Russkaja %izn'", 1894,
No. 223.° ‘

+S§llo6oarme cBeta. K Bompocam Yepkacch-YMCTONOJNBCKON U
ByryabpMma-U9MCTONONBCKOM Xele3HHX Aopor : signed
"Engineer N. Michajlovskij", "vv",
1894, No. 197.

+§Mucemo B pezmarxuuo : "RB", 1894, No. 10 (written to
refute charges made by Petersen in
"Gra¥danin", 1894, Nos. 230, 233
that Garin had a vested interest
in narrow-gauge lines).
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Ha BrcTaBxke : written at the NiZnyJj Novgorod Exhibition
of 1896. First known publication
in the 1957 Collected Works.

MNamsaTty UYexoBa : first published in "Vestnik Mant¥¥%urskoj
armii", 1904, No. 2.

+§llucemo B pemaxuup : "Peterburgskie vedomosti'", 1904, No.
191. Written to refute Ignatov's
allegation ("Russkie vedomosti",
1904, No. 124) that Derevenskajadrama
was plagiarised from Tolstoj.

He s3Hab, Kax Koro... first published in V za%¥itu slova,
sb. 1, 2nd ed. SPb 1905.

K COBpeMeHHHM COGHTHUAM : first published in "NovyJ kraj"
(Harbin), 1906, No. 11.

APPENDIX II: EDITIONS OF GARIN'S WORKS PUBLISHED DURING

HIS LIFE

OYyepKM U PaCCKAa3H T. I, Cl6 1893

2-e usn., 1895
OYepKM U pacCKas3H T. II, Clle 1895
IetcetBo Temn CIl6, «Ilocpenuuk», 1894
'MMHA3UCTH CIis 1895
CTyZEHTH CIls 1898
IHetcTtBO TeM:. HeCKOJBKO JET B JepeBHE.

Crie 1899

'MMHAa3UCTH CIls 1892

CeMmeitHas xpoHuka: [JetcTtBo Temm, ['MMHA3UCTH,
CTyAeHTH

CIl6 , «3HaHMe», 1903

[lo Kopee, MaHpuxypuu U JIFOAYHCKOMY HOJIYOCTPOBY

CIl6, «3Hanue», 1904

[lonHOe coGpaHuWe COUMHEHUM.

CIlI6 , «3HaHue». 9IT.
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I THE WORKS OF GARIN-MICHAJIOVSLIJ
i Editions Consulted

[lonHoe coGpaHMe COUMHEHUH, I9 Tr.
M/Ilr, usg-Bo "OcBoGoxmeHme", I9I3-I4

[IonHOe coOOGpaHue COUMHEHUl. 8 TT.
[Ir, usg-Bo A.d. Mapkca, IQI6
Kputuro-o6uorpajuueckuit ouepk II.B. BokoOBa.

I3 IHEeBHUMKOB KPYIOCBETHOI'O NyTemecTBEeHHUKa. [[o Kopee,
MaHbuUXypUM U JIFOOYHCKOMY MNOJYOCTPOBY.
non peX., CO BCTynuTenbHOi crarwkeit B.T., 3ai-
YUKOBa
‘M, I'eorpadpuapmar, I952. 3-e usam.

Pacckas3s U OUEDKU.
M, T'ocnutusgar, 1955

Co6paHue COUMHEHU. 5. 7T,
M, I'ocnurusgatr, 1957-58.
BerynurtensHaa cTaTha: B.A. Bopucosa
[lpumMmeuvanua: I.B. Bopo6reBa - T. I’

E.M. lIy6 - T, II
N.M. 0Oouna - 7, ITI-V
IeTtcTBO Temb. I'MMHA3UCTH.
CTyneHTH., JHXEHEepH., . - 2TT.

M, T'ocnuTusmar, L1964
IlMocnecnoBue: N.M. Hounaa

Tema u Kyuka.
IHerrus, I970

IlercTBO TeMil. I'MMHa3UCTH.
M, T'ocnurusmar, 1972

CTtyneHTH. VIHXeHepH.
M, T'ocmnutusnar, 1972.

(for other editions, see Appendix II)

ii Published Collections of Garin's letters

MucemMa Kk H.K. Muxaiinosckomy u A./l. /IBAHUUHY-
llucapesny.

NoaAroToByieHO B.f. I'peuHesBiM

JlutepaTypuni apxus AH CCCP, 5, M/JI I960, 9-50

MucbpMa onHoro roma. K 60-nmeTunw co nHs cmeptu H.T.,
I'apuHa-MuxalllOBCKOTO. W3 nuceMm H.l'. lapuHa-Muxau-
JIOBCKOTO K H,B. MuxaliJIoOBCKO.
My6nukauus v KomMmMeHTapus: .M. HouHa
"Cubupckue oruu", I96, N I2, I42-62.

NMucema H.T'e TapuHa-MuxailJIOBCKOIO %eHe M CHHY C
JlanbHero BOCTOKAa.
My6nukauua u npuMmevanus: .M. Oouna
"Cu6upckue orum", I970, M I2, I52-63.




—IT BIOGRAPHY AND CRITICISM

i Articles and Monographs on Garin's Works

Bes nomnucu U3 pycckux uanaHuit. Eme u3 HaGnwgeHUi
OepeBEeHCKOTr0 MHTENJIUTeHTa
Kuuxkn "Hepemu", I892, N 5, I4I-2

CxabuueBcKkuit, A, JluTepaTypHasa XPOHUKa. J[EeTCTRBO
Temb: u3 ceMmeiHoi xpoHuku H,lapuHa.
"HoBocTu 1 Bupxesas rasera", I892,
N II7, 2 =

CkxabuueBckuit, A. JluTepaTypHasa XpOHUKa. [I0 MOBOAY
pacckaza H.Il'apuna HeCKOILBKO JIeT
B_JIepeBHE.
HosocTu u BupxeBas rasera", 1892,
N I93, 2

Bes3 nonnucu HoBme kHurm. H.TapuxH: Ouepku u

accKasble
“an Goxuit", I893, N I, 209-I0.

HukonaeB, [l.®. BOompocH XW3HM B COBPEMEHHOM
IUTEepaType.
M, usn-Bo [J.Il. EdumoBa, I902.
7-8, 45-8, IO4-6, II5-6, I39-42,I58-9.
cM. TOxXe +"Pycckas mHcnp", I893,M II,
I894, N 4, 1895, NN 2, 3, 6, 8.

Bes nmopnucu I[lepuoguueckKkne MU3NAHUA.
"Pycckaa wmucasr", I894, N 2, T02-3

llBaHOKOB, /. OUEpKU NPOBUMHUUANIHLHON XUBHU. -
"Pyccrkasa wmecas", I894, N IT, I99-200.

A.B. /Borpmanosuu, A.Ul./ KpuTuueckue 3aMeTKMU.
"Mup Goxmir", 1895, N 5, 239-4I.

Bes nmopgnucu /I3 PyCCKHX UIOaHUIML.
Kuuxku "Hememu", I895, N 4, 223-4,

Bea momnucu H.T'apun: QUepKky U pacckasH, T. II
"Mup Goxmu'", I895, N 8, I-2

+CemeHTKOBCKU, P,/I. UTO HOBOrO B nuTepaTtype?
ExemM. nuT. npnox. kK xypH. "Husa", 1896,

N 2, 407-24.
Bes nmopnucu [lepuonuyecKue MU3OaHUA.
"Pycckas mucius" I897, N 3, I43-6.

+0TKpOBeHHH} nucarens./CTaHOKOBUY, K.?27

CoBpeMeHHHEe KapTuHKU. Opxumes.

ChHH oTeuecTBa 1897, N 340,
+CemMeHTKOBCKuit, P,/l. UTO HOBOro B JnuTepaType?

ExeM., JAT. OPUIOX. K XypH. "Husa", I897,

N 6, 4I5-8

Homo novus/ Kyrens, A.P,/ O IxeHTnemeHe, Opxunesx
caMoOnypcTBa U ODYTOM.
"Teatrp m uckyccrso", I897, N 50, 93I.
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+Bypenun, B. KpuTuueckue OuUeDKH.
"Hosoe sBpema", I898, N 7876, 2;
N 7883, 2.

+Camun/Knadpron, A.K./ JlerkoMsc/leHHAs JIUTEPATYDAa.
"Camapckuit BecTHuk", 1898, N I, I-3.

Bes nmopnucu lI3 pycckux XxypHanoB. KapaHmamoMm

c_HaTypw H.T'apuHa.
Pycckuu BecTHmk", I899, N 4, 696-7.

Be3 nmonnucu llepronuueckue U3NaHUA.
"Pycckasa mmcns", I900, N 4, T48-9.

Bes nmopnucu Ilepuonuueckue M3NaHUA,
"Pycckas wmucuaer", I900, N IO, 397-8.

n. M. JlurepaTypHasa JNeTOmuChb. B CYTOJIOKE
IPOBUHUMAIBLHOX xu3Hu H.I'apuHa.
"BecTHUK BceMmupHoM ucTopuu", I900,

N 5, 239-4I.

HasapreBa, K. JluTepaTypHoe 0GO3DEHUE,
JurepaTtypHie Beuepa "Hosoro mupa",
I900, N 3, I88-9.

A./AlixenBansn, 0.U./ XypHaneHOe O0GO3peHUe.
"Pycckaa mucins", I903, M 5, 239-40.

Kpanuxgdensn, B. KypHanbHHE 3aMEeTKU.
"O6pasosanue", I903, N II, IO0-2.

Xypuanuct/Koponesko, B.I's/ O c6OpHUKAX TOBApUM-
ectBa "3uaume" za I903 r.
+"Pycckoe Gorarcrso", I904, N 8, I47/-8.
B ero O nureparype,
M, Tocnurusmar, 1957, 378-9.

Jlynauapckuit, A.B. XypHanbHHe 3aMeTKMU.
+"O6pasoBanue", I904, N 5, I55-6.
B ero KpuTuueckue 3TN,
JI, xHuxHHE cekTop I'y6oHo, I925, 378-9.

HesenmoMckuit, M. O coBpeMeHHOM XyIoxecTBe. Ilo
noeony c6opHuxos "3HaHue",.
"Mup Goxmi", I904, N 8, I5-6.

CraponoywMm, H.ﬁ./bTGQKKH, H,Hz7 KypuansHoe 00O0O3peHue.
"Pycckuit BectHuk", I904, N I2, 755-6.

A.Ml./Tiunua, A.H.,/ JlurepaTypHoe 0GO3DEHUE.
"BecTHuk Esponm", I905, N I, 389-90.

UykoBckuii, K. I[[yreBonurtenes K cuacTeiw. H.TapuH:
KPUTUUECKUIA 3TN,

- "Husa", IOIS5, N 47, 870-3;
N 48, 884-8.

BukoB, Il.B. H.I'. I'apuH-MuxaitnoBckuii. KpuTuko-
ouorpaduueckuit ouepk.
ODonuoe co@paHue couudenuii Tapuna,
1916, iii-1ii
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Topekuit, M. O I'apuHe-MuxaiilmoOBCKOM.
B ero Co6paHme COUMHEHUI,
M, TocnuTusgat 1963, T. IB, 808—20.
cM. Toxe +"KpacrHas HOBBR", 1927, W 4.

Yykosckuit, K. [loa3ua xosgiictBa. CounmHeHua H.Tl'apuHa.
"Monomas rsappua®, I938, N 9, I69-80.

Ouygdpues, H.M., H.I'. T'apun-MuxaitnoBckuit. Kpuruxo-
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