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Abstract

This study treats in detail one of the significant themes
of world literature in the narratives of the Russian writer L.N.
Tolstoy. The theme of death, its modalities, motifs and
related aspects, occur frequently in all of Tolstoy’s artistic
and philosophical writings.

He presents this theme in connection with other
dominant themes such as appearance and reality, falsity and
truth, the attempts and failures to materialize individuals’
objectives, all in various contexts of life — both private and
public, and especially military life. The selection of themes
such as sexuality, violence, or the transgression of moral
laws, also affects the presentation of the theme of death.
Instead of focusing on one pair of dominant semantic fields,
Tolstoy (in the majority of his narratives) connects several of
them equally. There are very few of his works in which one
semantic field dominates.

In accordance with Realist poetics, Toistoy presents the
theme of death directly; references to death on an allegorical
or symbolic level occur in only a few of his narratives. In his
early works, Tolstoy varies not only the fundamental modail-
ities, but also the basic modes of violent and natural death.
The presentation of a theme in a narrative differs depending on

the length of the narrative.

(i1)



in his shorter prose fiction, Tolstoy concentrates the
theme of death into specific passages, while its presentation
in the longer narratives is distributed throughout the texts. In
presenting the various characters, his narrators reveal their
philosophies of life, which are particularly apparent in the
borderline situation of death and dying. Members of different
social classes display, as a rule, contrasting philosophies in
revealing their attitudes and reactions — a trend which is
again noticeable both in Tolstoy’s major prose and in his late
narratives.

The author's focus on introspection (although in his
early prose members of the lower classes are excluded from
this technique) continues to play an important role in his late
work as well. The author uses typical narrative devices such
as anticipation, retrospection, association and paradox in the
depiction of this complex theme as he attempts 1o ‘de-roman-
ticize’, ‘de-sensationalize’ and ‘de-dramatize’ this topic.
Despite the general tendency to omit the actual moment of
death, there are a few works in which the horror of violent
death shocks the reader. As for artistic development in
presenting this theme, Tolstoy continues to employ a basic
stock of devices and techniques already manifest in his early

works.

(iii)
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Note on Transliteration

The transliteration of Russian names and Russian iexts
follows the transliteration rules of System II established by J.

Thomas Shaw in his publication The Transliteration of Modern

Russian for English-Language Publications, (Madison:

University of Wisconsin Press, 1967).
Exceptions are Slavic names already possessing well-
established English spellings and used in English-language

contexis.
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Introduction

The main objective of this dissertation is to study the
presentation of death in the prose fiction of one of the great
nineteenth-century Russian writers and thinkers: Lev
Nikolaevich Tolstoy (1828-1910). This work aitempts to
explore some fundamental and practical criteria for the
analysis of this complex theme in many of his outstanding
fictiona! narratives.l The main method of this study is two-
fold: (a) an analysis of the manifestations, that is, the specific
thematic categories and semantic units pertinent to this topic;
(b) the establishment of a set of common and recurrent
literary devices used for the presentation of this subject,
either as a central idea or secondary motif, in the texis in
question. This dissertation will take into account the main
functions of the fundamental constituents of the selected
texts of prose fiction and the interrelationship of the theme of
death to other thematic categories and units.

The fundamental constituents of prose fiction comprise
the presence of a mediating narrator and a plot of events,
which implies the existence of characters as well as space and
time co-ordinates. The interplay of all these factors
constitutes the fictional world of a text. Texts presenting

imaginary worlds contain the strata of inanimate objects, the

IThese criteria for analysis can be applied to the main genres of drama and poetry as
well; the different types of mediation of content in these genres, however, either
require or exclude devices typical of prose fiction.




sphere of the animate world, human beings’ physical and
intellectual activities, as well as events, states and
processes. In general, the overriding feature of presentation
of content in literary works is its verbalization. This
feature can combine and mediate modes of presentation
characteristic of forms of art such as music and painting.
Moreover, mediation in prose fiction can communicate
characters’ pictorial, acoustic, tactile, gustatory and
olfactory perceptions.

The technique of presentation of content of narratives
implies the presentation of iis fundamental constituents
through the principal rhetorical and stylistic modes: (a) nar-
ration, including reporting (narrative reporting of non-
verbal events) and description, (b) argumentation, and (c)
rendition of characters’ speech. Among obligatory
techniques of presentation one can distinguish characteriza-
tion and the temporal and spatial arrangement of incidents
and states. Characterization and the ordering of space and
time are immediate constituents of the plot of events. As for
specific poetic techniques, the authors of literary texis
may select and combine devices such as de-familiarization,
retardation, digression, anticipation, retrospection,
association, repetition, variation, comparison and contrast.

In analysing the theme of death,2 this study will point

out the interconnectedness of this topic with other topics as

2Recent literary scholarship documents a growing tendency towards thematic criticism;
see Werner Soilors, ed., The Return of Thematic Criticism (Cambridge, Mass.:
Harvard UP, 1993) which deals with basic and disputed concepts such as theme and




well as with related aspects.> While literary texts, regardless
of length, may concentrate on oné dominant theme, most tend
to comprise several different units of content, which can be
grouped according to various semantic (lexical) fields. For
the most part, the analysis of this specific theme in this work
requires a combination of multidisciplinary and comparative
approaches, since death in ‘real’ life and in fiction involves
philosophical, psychological, biological, social, legal and
economic aspects.t Methods and approaches worked out by the
disciplines of rhetoric, stylistics and linguistics will be
integrated as well.

Death with its manifold aspects repeatedly affected
Tolstoy all his life as a private person, as well as an artist
and philosopher. His diaries, as well as his philosophical,
religious and artistic writings, document his profound and

lifelong occupation with this phenomenon. Tolstoy never

motif as well as with different approaches. This publication contains pertinent
theoretical contributions by Menachem Brinker, Nancy Armstrong, Claude Bremond,
Turii K. Shcheglov, Theodor Wolpers, Michel Vanhelleputte, David Perkins, Thomas
Pavel, Holger Kiein, Léon Somville, and Marie-Laure Ryan.

30n a general level death and mortality are related to a group of concepts of spirit and
matter, organic and inorganic matter, creation, the preservation and annihilation of
life; the categories of animateness and inanimateness, free will and necessity,
uncertainty of the moment of death vs. certainty and awareness of the inevitability
and irreversibility of mortality, temporariness and eternity, the finite and infinite. On
a concrete level, death manifests itself through motifs such as the re-evaluation of
one’s own life, the fear of death, longing for death, burial rites, and visions of the

after-life.

4Gamuel Southard, comp., Death and Dying. A Bibliographical Survey (New York:
Grecenwood Press, 1991). This annotated bibliography provides information on than-
atological topics, including philosophical, religious, and anthropological views and
attitudes towards death. It covers the knowledge contained in Eastern, Greek, and
Roman philosophy and concludes with references to contemporary thinkers.



ireated death and its related aspects in an isolated manner: his
major characters in prose and in his plays do not simply die in
order to reduce the number of characters. Their deaths
manifest reactions, attitudes and philosophies of life, which
represent possible answers to the existential problems raised
by him.

The fundamental gquestion which Tolsioy tackied repeat-
edly throughout his career was the search for the meaning of
life. In this context — which is an integral part of the relation
between the finite and infinity, as well as between life-
creation and the destruction of life — the moment of death,
human mortality and its transcendence, appear to be the
touchstone, the criterion, for the unveiling of man’s fundamen-
tal attitudes towards life and the after-life. Thus, death can
fulfii a number of functions: revelation, manifestation,
iransformation, transition, merger, sacrifice, punishment,
liberation, inspiration, enlightenment, paradox, return, re-
birth and many others. The two extremes of attitude towards
death may be defined as atheism and belief — that is, the
rejection of the after-life on the one hand and the assumption
or the belief in immortality and resurrection on the other.
Death appears in Tolstoy's oeuvre in many different contexts
and is presented from various perspectives.

Tolstoy deals with death in a variety of his non-literary

works as well, e.g. his philosophical treatises Ispoved’ (The



Confession, 1880),5 and in O zhizni {On Life, 1887).6 Two of
his articles “Ne mogu molchat” (I Cannot Be Silent, 1908), and
“Smertnaia kazn' i khristianstvo,” (Capital Punishment and
Christianity, 1909) deal with capital punishment. In his works
the problems of death, physical mortality, and spiritual re-
birth — note the spiritual rebirth of Nekhliudov and Maslova in
his novel Voskresenie (Resurrection, 1889) — are always
connected with existential questions involved in the search for
truth and the meaning of life. A character's confrontation
with death in his works almost inevitably leads to the re-
assessment of his or her achievements, and the realization of
his or her failures. This re-appraisal may include individual's
taking stock of assets and liabilities, reflecting gains or
losses in his professional or economic life. In Tolstoy's
writings readers encounter in most cases a moral and ethical
balancing, a judgement of virtues and vices. Like many
philosophers before him, Tolstoy deais with the question “How
to live well?" including death as a constituent part of life.
Thus the question of meaningful conduct in life is reflected in
coping with the question "How to die well?”.

in asking and answering the fundamental philosophical

question of the meaning of life, Tolstoy in his treatise

51 ev Nikolaevich Tolstoi, Polnoe sobranie sochinenii. Iubileinoe izdanie. (Complete
Works. Jubilee Edition.) (Moskva/Leningrad: Gosudarstvennoe izdatel'stvo
Khudozhestvennaia literatura, 1928-1962) vol. 23, 1-59. In citations from these
primary works, the first number in the brackets will refer to the volume, the second to
the page number: [23:1-59].

6 Polnoe sobranie sochinenii, vol. 26; the title of the treatise was changed from O
Zhizni i smerti (On Life and Death) to its final version On Life.




Confession begins his intellectual search with the objective of
acquiring appropriaie knowledge. In referring to some of the
outstanding Western and Eastern philosophers and other
sources of wisdom such as Buddha, Solomon, Socrates, and
Schopenhauer, Tolstoy confesses to his failure to gain any
satisfactory answers, which, in turn, leads him to a state of
frustration and despair; moreover, this search has not
eliminated his fear of death. On the contrary, it has also
brought him to consider suicide as a solution for his dilemma.
This epistemological crisis finds its solution as soon as he
considers and accepts religion as a scurce of knowledge. The
philosophical sources he studied repeatedly hinted at the
absurdity of life and death; religion and belief, on the other
hand, offered Tolstoy hope, excluding as they did the atheist
and materialist view of death as a complete destruction, a
permanent annihilation of man’s body and mind.

Death affected Tolstoy in his private life in manifold
ways. His parents died when he was a young boy; there were
rumours that his father died a violent death; as a soldier
Tolstoy witnessed violent death during his stay in the
Caucasus and during the Crimean War in the 1850s. in Ispoved’
Tolstoy ‘confesses’ to have Killed and to have instigated duels.
In 1857, as a tourist in Paris, he observed an execution. In
1856 and in 1860 he was obliged to cope with the premature
death of his brothers Dimitrii and Nikolai. As a parent he
witnessed the death of his favourite daughter; four of his

children died prematurely.



In his prose and his plays Tolstoy focuses primarily on
situations in which characters face crises. Death may be seen
as one of the extreme and ultimate borderline situations —
and for some of his characters the ultimate crisis in their
lives. In contrast to his philosophical writings, Tolstoy does
not try to study and present systematically the theme of death
in his fiction. Rather he focuses on characters’ problems as
they try to find appropriate answers. His fictional works
often follow the pattern of searching for and finding solutions,
a pattern which can aiso be applied to his presentation of
death.

In Tolstoy's prose and in his plays physical, biological
death contributes significantly to the presentation of charac-
ters, to their characterization. Characters in this context
fulfil the function of representatives, of expounders of ideas
and philosophies of life. Death reveals their reactions, atti-
tudes towards and possible concepts about life. Tolstoy is
unique in his presentation of the ‘pre-mortal’ phase,’ that is,
characters’ preparation and waiting for violent or natural
death, as well as the processes of dying and other characters’
bereavement — the latter following the often undramatic or
even omitted moment of a character's death. These motifs

affect the dying characters and those who observe the

TThere are other literary movements which present the characters’ ‘post mortem’
phase as well; cf. the motif of resurrection and transformation in folklore and the motif
of the living dead in Modernist prose; Realist prose tends to exclude the presentation of
the unreal.




processes and events in question; they are mediated by
narrators or by other characters in the writer's prose Wworks.
Literary criticism on Tolstoy encompasses different
schools both before8 and after 1917, such as radical material-
ism, Marxist criticism, Populist criticism, Slavophile and
idealist criticism, "Tolstoyan" criticism, aesthetic criticism,
Symbolist criticism, formalism, structuralism, and psycho-
analytical criticism. Scholars have studied Tolstoy's works
from different viewpoints, focusing on social, political,
philosophical, religious and literary aspects. In discussing
both philosophical and artistic works, they either have
broached or focused on the subject of death. As for Tolstoy's
literary works depicting death, much attention has been paid
to a rather small number of works, especially his remarkable

novella, Smert' lvana Iticha (The Death of lvan Ilich, 1886).

The dominant approach in literary criticism in interpret-
ing death in Tolstoy's works has been the philosophical, and to
a lesser degree a psycho-analytical, psychological or medical

one.9 In one of the recent sustained studies focusing on philo-

8Boris Sorokin, Tolstoy in Prerevolutionary Russian Criticism (Miami: Ohio State
University Press for Miami University, 1987).

95cholarly contributions on death in Tolstoy’s works have treated this subject largely
from a philosophical perspective: cf. (a) Kéte Hamburger, Leo Tolstoj. Gestalt und
Problem (Gottigen: Vandenhoeck and Ruprecht, 1963) — cf. esp. Chapter 3: "Die
Transzendierung des natiirlichen Lebens,” 62-140; (b) Jacqueline de Proyart de
Baillescourt, "La represéntation de la mort dans l'oeuvre littéraire de Tolstoj," Morris
halle, ed. For Roman Jakobson, Essays on the Occasion of his Sixtieth Birthday (The
Hague: Mouton, 1956) 395-410; (&) Martin Schmid, "Das Problem: Der Mensch und der
Tod in der Dichtung Lev Nikolaevi¢ Tolstojs," Die Welt der Slawen 14 (1969): 406-29;
(d) Zoltan Hajnady, "Motiv smerti v tvorchestve L'va Tol'stogo,” Studia Slavica 24
(1978); 19-38, and (e) Zoltan Hajnady, "Ivan IIi¢ und das "Sein zum Tode" (Lev Tolsto)

und Martin Heidegger),” Wiener Slawistisches Jahrbuch 36 {1990): 23-36; (f) Tolstoi ct
la Mort (Paris: Institut d'etudes slaves, 1985); (g) P. M. Bitsilli, "Problema zhizni i




sophical and religious aspects in Tolstoy's works, Richard F.
Gustafson comes to significant conclusions as he discusses
the interrelationship between life after death, the fear of
death and love:
__death is the loss of consciousness of self as entily, a
merging with the other in some new mode of existence.
The fear of death for Tolstoy, therefore, takes two
forms: the moment of recollection and the moment of
awakening. Death recalls the past: the thought of death
leads to a measurement of one's own life, an examination
of conscience and an appraisal of one's mission and task.
The fear of death is the assessment of failure. Death also
calls to the future: the idea of death reminds one of the
inevitable loss of self-awareness that awaits us, the
awakening from the sleep of life to another mode of
being when “1 wil! not be." The fear of death is an anxiety
of annihilation. In either case the fear is overcome only
through love: love is the only mission and task in which
one gives forth of self in a moment of loss which is
simultaneously a moment of gain, a loss of self which
finds itself in the other. The representation of death in
Tolstoy, therefore, is grounded in the concept of love.
Those who remain enclosed in themselves recoliect their

past with a sense of failing and fear of death; they

smerti v tvorchestve Tolstogo,” Sovremennye zapiski 36 (1928): 274-304; (h) A.T.
Lidskii, "Smert', bolezn' i vrach v khudozhestvennykh proizvedeniiakh L.N.
Tolstogo," Russkaia Klinika 57 (1929): 3-15; (i) A. Galkin, "Smert' ili bessmertie?
(Dostocvskii protiv Tolstogo),” Voprosy literatury 36, 1 (1993): 157-72.




experience no passage and have no sense of eternal life
or even eternal memory. For them death is an anxiety of
assessment. Those who love, even if only at the last
moment, overccme their fear and their failing and pass
on.10
As far as scholarly contributions to the study of death in
Tolstoy's works are concerned, one finds a variety of articles
along with one comparative study,!' which deals with the
presentation of death in three works by Tolstoy and Thomas
Mann (1875-1955). Walter Smyrniw provides a concise
thanatological overview of a large number of characters
experiencing death and dying in Tolstoy’s works.12 Diana L.
Burgin's articles elaborate on death and its relationship to
sexuality from a psycho-analytical (Jungian) perspective.13
Andrej] Kodjak provides a useful classification for the subject
of death, starting with the important aspect of one's
perception of death, and pointing out Tolstoy’s tendency to blur
the distinction between life and death. Kodjak's views on the

extension of mortality into human life as well as and the

10Richard F. Gustafson, Leo Tolstoy. Resident and Stranger. A Study in Fiction and
Theology (Princeton: Princeton UP, 1986) 325-26.

11Donworth V. Gubler, “A Study of Illness and Death in the Lives and Representative

Works of Leo Tolstoy and Thomas Mann,” diss. Brigham Young University, 1971.

12Walter Smyrniw, “Tolstoy’s Depiction of Death In the Context of Recent Studies of
the ‘Experience of Dying’,” Canadian Slavonic Papers 21 (1979): 367-79.

13Burgin, Diana L., “Jungian Dactyls on Death and Tolstoy’s Verse Burlesque with
Notations in Earnest,” Anna Lisa Crone, and Catherine V. Chvany, eds.,, New Studies
in Russian Language and Literature (Columbus Th.: Slavica, 1986) 27-38; as well as
“The Anima of Death and Man’s Struggle For Tr:~ cendence in Tolstoy,” unp. paper by
the same author.

10
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extension of vitality into mortality hints at the most common
semantic transfers in presenting this topic in literature.14

In one of the pertinent articles, Jacqueline de Proyart de
Baillescourt establishes a basic set of characters who exper-
ience death and dying in Tolstoy's artistic writings. This
article deals with an extensive number of characters and
works. Among them the following feature prominently: Maman,
Natal'ia Nikolaevna and the housekeeper Natal'ia Savishna in
Detstvo (Childhood, 1852}, the aristocratic Lady Shirkinskaia,
the peasant Fedor and the ash-tree in the short story “Tri
smerti” (Three Deaths, 1859), the old Counts Bezukhov and
Bolkonskii, Pierre’s Bezukhov's wife Héléne Kuragina in Voina i
mir (War and Peace, 1865-69), Nikolai Levin in Anna Karenina
(1875-77), Ivan Ilich in Smert’ Ivana Il'icha (The Death of lvan
Ilich 1886), Kholstomer, the old horse in Kholstomer (The

Strider, 1885), the merchant Vasilii Brekhunov and his servant
Nikita in “Khoziain i rabotnik” (Master and Man, 1894-95). All
these characters die a natural death. In dealing with violent
death, the French scholar cites Prince Andrei, Platon Karataev
and Petia Rostov in Voina i mir, the death of Pozdnyshev's wife
in Kreitserova_sonata (The Kreutzer Sonata, 1891), as well as
the suicide of Anna Karenina.
While scholars have recognized the significance of the

role of death in Tolstoy’s works, they have not approached this

14Andrej Kodjak, “Tolstoy’s Personal Myth of Immortality,” Andrej Kodjak, Krystyna
Pomorska, and Stephen Rudy, eds., Myth in Literature (Columbus, Oh.: Slavica, 1984)
188-207.
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topic systematically. No sustained study analysing the
presentation of death with specific reference to the
combination of aspects of form and content in Tolstoy's
prose has been written.

Tolstoy's depiction of violent death is first noticeable in
his Caucasian short stories and in his Sevastopol sketches: he
depicts Ensign Alanin’s death in “Nabeg. Rasskaz volontera.”
(The Raid. A Volunteer's Story., 1853) and the common soldier
Velenchuk's death in “Rubka lesa. Rasskaz iunkera.” (The Wood-
felling. A Cadet's Story., 1855). Compare also the violent
death of the anonymous soldiers in his first Sevastopol story,
the violent deaths of the officer Praskukhin in the second, and
the deaths of the Kozel'tsov brothers in the third. This mode
of death features prominently in his longer narratives too: the
young Cossack Lukashka kills a Chechen warrior and is in turn
killed by one of his enemies in the novella Kazaki (The
Cossacks, 1863). In his later masterpiece Khadzhi-Murat
(Khadzhi-Murat, 1904), the common soldier Avdeev's violent
death stands out in the exposition of the novella, while the
climax of the work centres around the violent deaths of the
main character and his entourage.

Apart from portrayals of the main physical modes of
death, ‘spiritual’ death — that is, characters’ meditation on the
meaning or absurdity of life and death — can be detected in
works such as the short story “Metel” (The Snowstorm, 1856),
where the first-person narrator ponders death. Witness aiso

the officer Mikhailov in the second Sevastopol story, Nikolai
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Levin in Anna_Karenina (1874-77), and the madman in “Zapiski
sumasshedshego” (Diary of A Madman, 1884-87); all of whom
come close to death spiritually or emctionally and survive a
death experience.

The presentation of themes and of content in general
must be seen in terms of not only the author's philosophy, but
also in the context of literary movements. Realist writers
follow specific rules of presentation governing the selection
of poetic devices. Among Tolstoy’'s numerous poetological
statements in his early narratives, one can observe the ten-
dency to disassociate himself from the tenets of Romanticism.
In discussing the characteristics of Realism, Wallace Martin
points out three of its obligatory requirements: the selection
of ordinary or typical subjects, the striving for objectivity,
and the doctrine of natural causality.’s That is why the
presentation of content in works of this period follows the
prerogatives of authenticity and credibility which are often
closely related with the concept of a reliable narrator.

Another important aspect of Realist art — the category
of potentiality — is pointed out by Johanna Renate Ddring-
Smirnov and Igor’ S. Smirnov:

Pa3phB MeXAy GaKTOM U BRIMEICJIOM PEAIU3M
JIMKBUAUPYET, 00palaAch K KaTeropuy BO3MOXKHOIG. .. [...]
(cp. TaKXe aKTyaJbHHeE JJIsT MHOI'MX XY X0 HUKOB-

pPeanucToOB TEMHE NPOKTHPOBAHNA " HpOI”HOSI/IpOBaHH}I).

15Wallace Martin, Recent Theories of Narrative (Ithaca: Cornell UP, 1986) 57-63.
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[...] peamUCTHYRCKUN TEKCT BCerja MOKashuBaeT
aKTYyaJIu3aluio NHOBO3MOXKHOCTH. 16
These scholars consider the principle of panoramirovaniel’ —
the ‘panoramization' of reality — as characteristic of Realism
as a system of transitive relations:
MeToJ TaHOPAMUPOBAHNUSA Y XOBNETBOPAI CPpa3y TPEM
TpeBoBaHUAM, BHIBEIAEMEIM PEATUCTUYECKON KYAbTY-
POI: 1. TIOCTYNIATY O IIOJIHOTE OMMUCAHUA COUOPU3NYECKOro
MUPa; 2. IOCTYJATY O HAMJIALHOCTH ONMUCAHMA 1 3. IIOCTY-
faTy O FpalyasbHOCTH NePeXoAoB OT u300paskenid 0IHO-
ro KU3HEHHOTo (parMeHTa K u30GpakeHuio Jpyroro.1s
Poets, dramatists and novelists have the choice of
presenting the content of their works on different levels.
Themes can be depicted on a realistic, allegorical or meta-
phorical level. In some of Tolstoy's artistic writings, the
reader encounters the co-existence of the realistic and alle-
gorical levels.?® in contrast with the Romanticist period,

Realist authors focus on the ‘internal' perspective of the dying

16Johanna Renate Déring-Smirnov, and Igor’ S. Smirnov, “Realizm: diakhronicheskii
podkhod, “ Russian Literature, 8 (1980), 25.

17The Realist writer strives for the effects of completeness, focusing on a detailed
typical reproduction of reality and applying these postulates by presenting parts of the
reality.

18]phanna Renate Doring-Smirnov and Igor’ S. Smirnov, 27.

19The Russian scholar E. Poliakova provides an overview over this coexistence in
several of Tolstoy’s works in her article “Simvol i allegoriia v realizme Tolstogo,” S. L.
Mashinskii, ed., V_mire Tolstogo. Sbornik statei (Moskva: Sovetskii pisatel’, 1978)
315-50.
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character, that is on the presentation of his or her internal
processes, thoughts, and emotions.

iIn Russian scholarly criticism, one of the pioneering
works on Tolstoy's poetics was Boris V. Eikhenbaum’'s study

Molodoi Tolstoi (The Young Tolstoy, 1922), treating formalist

aspects of his works and distingrishing between the poetics of
Romanticism and Realism. Eikhenbaum (1886-1959) examines
the artistic devices employed in Tolstoy's diaries (1847-
1852), and in his literary works written from 1852 to 1858.
Eikhenbaum points out Tolstoy's emphasis on description
(opisanie) and his preference for the device of ‘detailed
description’ (detalizatsiia). Apart from these significant
devices, the reader of Tolstoy's works frequently encounters
the device of generalization, manifesting itself through
classifications and definitions, which are usually part of
philosophical and lyrical digressions. Eikhenbaum also refers
to Tolstoy's tendency to de-emphasize plot: "— CI0OKeTOJIOTHA
ocTaeTcsa B cTopoHe".20 The plot of events is in many cases
only loosely connected. Eikhenbaum explains Tolstoy's
preference for these devices as manifestations of his
rejection of the poetic tenets of Russian Romanticism.21

In literary works writers ‘present’ content and form
through specific artistic devices; they construct content with

the help of binary oppositions, dualistic concepts, such as life

20Roris M. Eikhenbaum, Molodoi Tolstoi (Peterburg/Berlin: Grzhebin, 1922} 38.

21Boris M. Eikhenbaum, (1922), esp. the third chapter “Bor'ba s romantikoi. (Kavkaz i
voina).”




and death, appearance and reality, love and hate, war and
peace, crime and punishment, Nature and civilization, art and
reality. The fundamental categories of content such as
themes, motifs,22 topoi, topics and symbols or lexemes are
usually integrated around these concepts.

These categories can also be expressed optionally
through titles.23 The title of a literary work can name its
dominant theme, motif, or leitmotif, or alternatively, the
outstanding incident or turning point of the plot. Some titles,
however, do not provide any significant reference o the
content of the work, but draw on insignificant or trivial
details rather than the dominant idea. Many ‘unreliable’ titles
of literary works mislead or play with readers’ expeciations.
As for titles in Tolstoy’'s works, in many cases they serve to
frame their content, bearing witness to the reliability of the
author and his narrators. Tolstoy’s titles indicate the tenden-
cy to select either semantic concepts (based on opposition) or
to name the main protagonists of the narrative. Sometimes
they refer to significant events or stages in characters' lives
or contain intertextual references to other literary, philosoph-

ical or religious works.

22Gerald Prince, Narrative As Theme. Studies in French Fiction (Lincoln: University
of Nebraska Press, 1992) 4. The American scholar defines motif as a possible
illumnination of a theme, as "a member of the set of objects characterizing a theme
extensionally.” Then, he defines fopos as “a stable configuration of motifs.”

23Titles of literary works have been studied from semantic point of view, with an
analysis of their structure; cf. one of the recent studies of the poetics of titles in
nineteenth-century Russian literature: Erwin Wedel, “Zur Poetik des Romantitels in der
russischen Literatur des 19. Jahrhunderts,” Die Welt der Slawen 38 (1993): 360-80.
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The content of literary works is structured around
variables — i.e. original and specific patterns — and invari-
ables — traditional patterns such as typical situations (a
death-scene), stock characters (a dying patient, a priest, an
undertaker), conventional symbols or recurrent leitmotifs (a
cross, a skull). The reader encounters them both in highly
schematized and in less rigidly patterned literary works.

In recent decades, ftraditional thematic or content-based
analyses of literary works have been pushed to the background
while other approaches dominated literary criticism and
theory. Nevertheless, thematic studies have featured
prominently in the fields of folklore and comparative
literature. Only recently, narratology has re-discovered the
units of content such as thesis, theme, topos, motif as
significant components of texts.24 In defining theme,
narratology points out the abstract quality of a theme as a

semantic macrostructural category or FRAME extractable

from [...] distinct [...] textual elements which (are taken
to) illustrate it and expressing the more general and
abstract entities (ideas thoughts etc.) that a text or part

thereof is [...] about.25

24Traditional literary criticism, rhetorics, and stylistics define these contentual units
in texts differently.

25Gerald Prince, A Dictionary of Narratology (Lincoln/London: University of
Nebraska Press, 1987) 97. The author achieves the status of dominance of a specific
theme within a text after its introduction through recurrent reference, through its
repetition and variation, as well as its combination with major characters.
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By contrast, motif designates a more concrete unit of theme.
In literary criticism, linguistics, and the theory of art there
are different approaches to analysing concepts such as text,
theme, motif or other content-based categories.2
Traditional thematics considers themes and motifs as

invariants occurring in various texts as well as in works of
art, whereas structurai thematics focuses on their composi-
tional function within a single given text; cf. the function of
coherence of recurrent motifs or leitmotifs. As for the
general concept of thematics, Lubomir Dolezel proposes two
epistemological principles for structural thematics:

Deux principes épistémologiques, qui dérivent de

laxiome qui pose la structuration du contenu, se

révélent fondamentaux pour le projet d'une theéma-

tique structural:

a) les thémes ne peuvent étre identifiés que dans la

cadre de leur champ sémantique;

b) les thémes étant formulés comme des invariants

sémantiques, on doit déterminer I'éventail de varia-

26Cf. the studies by Boris Tomashevskii, Teoriia literatury. Poctika {Leningrad:
Gosudarstvennoe izdatel'stvo, 1928) especially his chapter on thematology; further of
interest are: Lubomir DoleZel, “Narrative Semantics,” PTL: A Journal for Descriptive
Poetics and Theory of Literature, 1 (1976): 129-51; Alcksandr K. Zholkovskii, Themes
and Texts: Towards a Poetics of Expressiveness (Ithaca, N.Y.: Comell UP, 1984). In
linguistics, the discipline of discourse analysis has introduced its concepts and definions
of text and theme; cf. the works of Teun A. Van Dijk, Text and Context. Explorations in
the Semantics and Pragmatics of Discourse (London: Longman, 1977); Robert A.de
Beuagrande and Wolfgang Dressler, Einfithrung in die Textlinguistik (Tiibingen:
Niemeyer, 1981), and Wolfgang Heinemann and Dieter Vichweger, Textlinguistik.
Eine Einfiihrung (Tiibingen: Niemeyer, 1991). According to these linguists, who as a rule
postulate one theme within a text, thematic unfolding within a text is brought about by
the semantic relations of specification, integration and argumentation.




bilité dont ils sont susceptibles. Sur cette base, ia

thématique doit étre considérée comme une subdivi-

sion de la sémantique littéraire.27
Thus he establishes a link between themes, semantic fields,
and literary semantics. First, the study of themes and other
units of content involves the classification of meaning, that
is, the semantics of lexemes, paragraphs, and ultimately texts.
Then literary semantics establishes hierarchies or levels of
meaning. For example, the level of organic vs. inorganic
matter contains the levels of creation and destruction of life,
or of life and death respectively.

The theme of death2® is an optiona! category of content
in literary works. Since it often deals with eternal questions,
it has held an enduring interest for Russian and world
literature.2® Death appears to be present in most of Tolstoy's
writings either as a dominant theme or a secondary motif; only
a few of his works exclude this topic. In world literature,
there are literary works which either (a) include death, the

potentiality of death and related aspects, or (b) exclude the

271 ubomir DoleZel, “Le triangle du double. Un champ thématique.” 64 Poétique 16
(1985), 463.

28C. the articles “Death and the Individual® by Pamela Caswell and Sarah Webster
Godwin, Jean-Charles Seigneuret, ed., Dictionary of Literary Themes and Motifs, vol.
1 (New York: Greenwood Press, 1988) 328-46; and “Death” by Horst S. Daemmrich and
Ingrid Daemmrich, Themes and Motifs in Western Literature. A Handbook (Tiibingen:
Francke, 1987) 78-82.

29Marc A. Robinson, “From the Finite to the Infinite; Death and Altered Perspective in
Russian Literature,” diss., University of Illinois, 1991; the author covers the
presentation of this topic, starting with works of Old Russian literature, including
seventeenth- and eighteenth-century texts, and concluding with contemporary Russian
literature.

19
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tragic. In prose and in drama the death of a character can co-
incide either with the initiation of the plot, with its
culminating moment, or even with its ending. The death of a
character can either be ‘mediated’ through other characters or
be presented directly through narrators in prose fiction. In
terms of length of reference and presentation of physiclogical
death, one may distinguish between long, detailed passages and
short, concise statements describing the death of a single
character.30 The narrator may present the theme in a
concentrated manner, or distribute parts of it throughout a
text.

In analysing the thematic presentation of death, as well
as its related themes and motifs in literary works, one must
first determine their function — that is, study the interrela-
tions between themes and motifs in order to establish a
thematic hierarchy or equilibrium; such relations may arise
from the death of a central character or the deaths of minor
characters. The guantitative aspect — that is, the number of
deaths or references to the theme of death — does not neces-
sarily indicate its dominance. In art forms in general, the
theme of death is often combined with a variety of other
themes and motifs: violent death is often an integral part of
human aggression; it is also the obligatory part of highly

schematized genres such as detective stories, war stories,

30The kernel sentences expressing biological death are two-fold: character ‘A’ dies or
died vs. character ‘B’ kills or killed character ‘C’. The spiritual aspect could be
expressed in a sentence such as: Character ‘D’ meditates about immortality.
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funeral laments and tragedy. Thus, death can play an obliga-
tory or an optional part in both highly and less patterned works
of literature.

Literary texts deal with abstract relations and relation-
ships between characters. Problems encountered by charac-
ters in the authors' portrayal are manifested through their
concrete verbal or physical activities and corresponding
situations, usually in crises. Human activities centre around
the achievement of goals, the realization of which frequently
depends on whether the individual can master them, either in
personal crises or in conflicts with other individuals.

Texts dealing with natural death show characters
facing the fundamental problem of human mortality; sudden
violent death precludes the aspect of preparation. The latter
motif implies conflicts rooted in the individual's striving for
political or economic power and dominance. Literary texts
imply characters’ goal-directed activities, but natural death,
unlike violent death and its variant suicide, in itself is not
such an activity. Fiction texts deal with the individual's
problems as well as with problems concerning the individual
vis-a-vis other individuals or groups. These problems as well
as the presentation of possible solutions form the core of
every plot in prose fiction or drama. The poetics of these
works follow a defined formula: setting of objectives,
attempting to materialize these goalis, followed by the final

phase determining them as failure or success.



In analysing death in works of literature one may
distinguish between categories of content and devices used for
their presentation. Death, as a specific literary theme, im-
plies certain modes and modalities. These in turn contain
further categories and variants. In dealing with this complex
subject, one may determine the existence of the four funda-
mental modes and modalities — based on the physical aspect
of death: (a) natural death, (b) violent death, (c) poten-
tiality and (d) (f)actuality. These criteria can be applied to
other significant themes and motifs which affect the duality
of body and mind such as love, eroticism, and sexuality. Both
love and death co-exist as powerful forces in a significant
number of Tolstoy’s works.

In their choice of modality, writers must choose between
potentiality and actuality, i.e., between a presumed, pre-
tended, death (potential death) or a materialized borderline
experience (actual death). They must also take into considera-
tion any implicit allusions or explicit references to mortality
and its transcendence. As for the intellectual, spiritual aspect
of death, the fundamental philosophical criteria include its
rejection as well as the belief in and striving for transcen-
dence or immortality.

Apart from these fundamental criteria, which can be
applied to the analysis of death in literary works, there is also
a large number of recurrent categories involved in its presen-
tation: the first important distinction is the one between

direct and explicit reference on the one hand and indirect




or implicit reference to death and related phenomena in
literary works on the other. Direct and implicit references
may manifest themselves on a ‘prosaic’ leve!; the author
selects names of phenomena related to death out of a specific
lexicon belonging to this semantic field. He or she may
choose lexemes such as umeret '(to die), smert’ (death),
panikhida (requiem), mertvets (corpse), or potustoronnii mir
(the nether world). This topic may also involve different
lexical fields such as attitudes towards death, the process of
dying, the moment of death and the stage of bereavement.

Authors may also use another set of phrasemes referring
to the process of dying, (cf. the English phrase ‘kicking the
bucket') otpravit'sia v Mogilevskuiu guberniiu, otbrosit’ kon’ki
or vytianut’ nogi. They may also resort to typical images,
metaphors and symbols of ending, transition, transformation
or rebirth, all of them expressing change. This manner of
presentation is opposed to the indirect, metaphorical portrayal
of the narrated world. In Tolstoy’s works, while the reader
may encounter death portrayed on symbolic and allegorical
levels, the majority of the death-scenes, may be described as
being realist in nature.

As is the case with other themes, the narrator may
either present them in a concentrated or concise manner
(short form) or else fragment this topic, distributing its
elements throughout a longer narrative (long form). Thus,
death can be portrayed in short and concentrated or in long and

detailed passages.



Another significant distinction affects the source of
mediation. The death of characters can be presented through
narrators or other characters from an external perspective,
in which case the dying character's attitude, the workings of
his consciousness, is usually omitted, or through introspec-
tion — the internal focalization3! of a character's thoughts and
emotions.

Still other important distinctions are: concrete phys-
ical versus abstract death; sudden, unexpected violent or
natural, expected and anticipated death, the death of individ-
uals and mass death (multiple deaths), death occurring in
open spaces versus closed spaces. All these factors may put
significant constraints on the literary presentation of death.
Authors, like other human beings, face a particular problem in
presenting death as a state of non-being,32 usually choosing to
present either pre-mortal experiences of death, or characters’
‘post-mortal’ visions of the after-life.

in analysing the presentation of the death-theme in a
representative number of Tolstoy's narratives, this study will
take into consideration fundamental and specific categories of
content, modalities, modes, variants and sub-modes as well as

the pertinent multi-level devices discussed above. The goal is

31Traditionally, narratology has distinguished between the following techniques of
introspection: free indirect discourse, stream of consciousness technique and interior
monologue.

32Garrett Stewart, Death Sentences: Styles of Dying in British Fiction (Cambridge,
Mass.; Harvard UP, 1985) 3-17. The author of this study points out the impossibility
and the inexpressibility of the artistic presentation of death.
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to formulate a poetics of death. The analysis of the works in
question will follow a chronological sequence so as to point
out certain tendencies in the treatment of the subject,
starting with Tolstoy's early narratives and concluding with
his Khadzhi-Murat.
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Chapter One: Early Narratives

Tolstoy's trilogy Detstvo. Ofrochestvo. lunost’ (Child-
hood, Boyhood, Youth, 1852-1855) deals with developmental
aspects affecting the stages of human life: the period of
adolescence in particular.l It focuses on significant changes
experienced by a boy, the main character of the trilogy,
Nikolen'ka lrten'ev. The trilogy contains a large number of
trivial, everyday-life events and situations as well as a
restricted number of significant turning points in the life of
the main character; two of the latter associated with the
death of his mother and of her house-keeper Natal’ia Savishna.
In the second part, Qtrochestvg, the main character meditates
about immortality. This intellectual confrontation with death
is followed by the actual death of another character, his
grandmother.

The first part of the trilogy covers the period between
Nikolen'ka's tenth birthday and his mother's death — a period
of approximately six months. Detstvo (1852) concludes with
the description of Natal'ia Savishna's death, several months
later. This narrative contains typical scenes of the private
and social life of an aristocratic Russian family, such as
attending private lessons, playing games, hunting, and fes-

tivities. Despite its formal fragmentation, Detstvo maintains

IThis stage of life, the status of the narrators’ as well as the use of poetic techniques is
dealt with in a study by Alexander F. Zweers, Grown-Up Narrator and Childlike
Hero. An Analvsis of the Literary Devices Employed in Tolstoy’s Trilogy Childhood,
Boyhood and Youth (The Hague/Paris: Mouton, 1971).
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artistic unity through the presence of the third-person nar-
rator and the concentration on three days in the life of the
little boy.

The author presents a variety of themes in this work,
attempting to evoke a complete picture of the life of the
family and their relatives and friends. Death is not the
dominant subject in this trilogy; rather it is equally repre-
sented along with other themes. It marks, however, a sig-
nificant turning point in Nikolen’ka's life: it concludes his
childhood: "Co cMepThio MaTepy OKOHYMJIACh 1A MEHA
cyacT/IMBasA [0pa AETCTBA M HayaJlach HOBAs 3M0Xa — 3I10Xa
oTpouecTsa." [1:93]

The dominant mode of presentation of content of this
narrative is direct and explicit reference, that is, direct
expression of the various themes and motifs, a tendency here
clarified and supported by religious symbolism. The deaths in
question are presented by the first-person narrator as well as
some other characters. The adult narraters, Natal'ia Savishna
in particular, as well as the mother, through her letter,
complement Nikolen'ka's restricted point of view.

The dominant philosophical attitude towards death co-
incides with the Christian concept of death and immortality.
This manifests itself in the mother's belief in the after-life,
in her hope for the immortality of the soul as well as in
Natalia Savishna's conscientious preparation for and accep-
tance of death. The presentation of death follows a restricted

number of stages, thus indicating its gradual development. The
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narrator introduces death (that is, natural death) right in the
first chapter of the narrative2 [n approaching the topic, he
establishes the mode of potentiality of death through an in-
vented dream. Nikolen’ka anticipates a tragic incident — the
death of his mother — in a nightmare.

The narrator varies the mode of potentiality by em-
ploying further references to an imminent death affecting the
life of one of the members of the family. He has Grisha, the
jurodivyi, predict a catastrophe, thus reinforcing the tragic
atmosphere. One characteristic feature of the narrator’'s
strategy is the deliberate oscillation between indefinite-
ness and certainty.

The narrator directs the reader to assume several
possible outcomes of this narrative, despite the tendency to
introduce and intensify the tragic in the beginning of this
work. His basic options are a happy ending or a tragic outcome.
The oscillation between the poles of uncertainty and certainty
is also facilitated by two competing, co-existing modes of
narration: predictive and posterior.? The narrator starts
with the presentation of events following the linear progres-
sion of time, but eventually deviates from this temporal
ordering. This becomes obvious in the separation scene: the

male persons of the family leave their estate and Maman for

2Violent death plays a secondary role in this narrative. Its non-materialization can be
observed in the hunting-scene: Nikolen'ka is asked to help to kill a hare, a task which
he does not fulfil; the hare survives.

3 According to Gerald Prince, in a predictive narrative "the NARRATION precedes the
NARRATED in time"; Gerald Prince (1987) 76.




Moscow. The presentation of the farewell scene includes
certain remarks which could serve to classify it as a 'Last
Farewell'.

The author's strategy of indeterminacy continues even
in the mother's highly emaotional letter to her husband. She
summons her husband and her sons to return to their country
estate to see her while she is still alive. The first part,
written in Russian, excludes the tragic reaiity, focusing
instead on a detailed description of her illness, while the
second part, written in French, focuses on the acceptance of
her imminent death and its consequences for her loved ones.
The mother's acceptance of death thus co-incides with the
point of turning from uncertainty to certainty, i.e., the
materialization of the tragic. It is at this point that the
author-narrator gives up his strategy of oscillation between
uncertainty and certainty.

When the male members of the family arrive at the
estate, the mother is about to die. Nikolen’ka is not aliowed to
witness his mother's death, and the author avoids or misses
the opportunity of dramatization. Neither does the moment of
his mother's death serve the function of a climax. Later, as
Natal'ia Savishna mediates the last moments of the mother's
life to Nikolen'ka, the narrator depicts her emotional reaction
to the death of a loved one. In describing the mother's funeral,
Nikolen'ka's own reactions come to the fore. His fear and the

experience of shock at the confrontation with the corpse are

contrasted with the ritualized behaviour of the adult mourners.

29
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The narrator ends Detstvo by describing the last months
of Natal'ia Savishna's life. Her philosophy of life transcends
the mother's acceptance of death. Natal'ia Savishna, who
organized the family household, organizes the last months of
her life as much as possible. Her death co-incides with the
happiest moment in her life; it is not a dreadful end but rather
a positive closure of one's life:

OHa OCTaBJIsIa XKU3Hb 683 coXxalieHus, He 605J1ach CMEPTH
1l IpuHsIa ee Kak 6naro.[...] Bes xU3HB ee GHIa 4ucTas,
GecKopHICTHAsA JI0GOBb U caMooTBepxkeHne. [1:95]
She dies without fear and successfully goes through the ritual
of giving away her possessions and asking for forgiveness. The
last chapter is narrated from ari adult's perspective, i.e., 're-
ported’ from the point of view of an omniscient narrator.

Maman’'s death dominates and frames a large portion of
the narrative. The author-narrator begins this narrative
employing the device of in medias res. He describes
Nikolen’ka's awakening to a fragic reality. This is one of the
common Tolstoyan motifs used in the presentation of death.
Nikolen'ka’'s presentation of his ‘invented’ nightmare indicates
bipolarity as the dominant feature of this work:

1 ckazaJl eMy, 4TO NJlady OTTOrO, YTO BUAE LYyDPHOM COH —~
6yaATO MaMaH yMepJia i ee Hecy T XOPOHUTb. Bce 3To A
BHIIYMaJI, IOTOMY 4TO PeIUTEIbHO HEe IOMHII, YTO MHE
CHUJIOCH B 3TY HOUB; [...]... MHe Ka3aJiocCh, YTO A TOYHO
BUIEJN 3TOT COH, i CJIe3Hl IOMIIUCh YKe OT IPYToN

NPUYUHE. {|:2]
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The vague and incoherent world of the nightmare allows the
author-narrator to allude to a iragic event without informing
the reader about the narrative’s tragic outcome. The author
also introduces weeping as an important and recurrent motif
in this work.

The author connects this motif with the theme of death
as he introduces Grisha. Within the context of religion, his
predictions are unmistakably clear: "— 0-o0xX Xajko! 0-0X
GoJIbHOL... CepAeYHHe yneTAT,.... " [L17]. He combines the
motif of flying with the image of the flight of the soul. His
message becomes even more obvious as he introduces the
image of the dove: "... XxaJKo! ynetena...[...)...yIeTUT roJxyonp B
He6o...0%, Ha MoruiIe KaMmenb... " [1:18]. Grisha's presence can
be seen as an additional bad omen, and the narrator comments
on this fact as follows: “OH ¢ caMoro TOrc BpeMeHH, KaK BOIIEN
B Hall JIOM, He liepecTaBall B3AMXATh U IUIAKATD, YTO [...]
IIpelBelao KAKYIO-HUGYXb Beny HameMy AOMY.” [1:33]

The dualistic principle of indefiniteness vs. definiteness
continues to dominate the farewell scene as well as the
mother's letter. Maman expresses her belief in immortality
and in the eternity of love. A particular passage in her letter
is marked by the anaphoric repetition of the interrogative
zachem, combined with the device of syntactic parallelism. In
this passage she questions the rationality of death:

3JayeM JIMIIATDH AeTell AoduMon MaTepu? 3a4yeM HAHOCUTDL
Tebe TAKON TSXKeJHli yaap? 3adeM MHe yMUpaTh, KOI'Zd

Ballia JI0BOBL Aetana JIJisS MeHs KU3Hb fecipelenbHo
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cuacTausow 7 [1:80]
Her reasoning is understandable, since her death is premature,
in contrast to the ‘timely’ and expected demise of Natal'ia
Savishna.

The grown-up narrator finally visits the cemetery.4 The
presentation of death is built around the narrative tendencies
of oscillating between definiteness vs. indefiniteness,
delaying the actual outcome of the narrative, in conjunction
with the modalities of potentiality and realization of death.
Furthermore, the author contrasts the mother’s realistic death
with the ideal attitude and behaviour of Natal'ia Savishna as
well as the anticipatory tendencies and the retrospective
narration of the last chapter. The thematic cohesion and
variety as well as the artistic unity of the trilogy is main-

tained through the presence of the first-person narrator.

In the second part of this trilogy, in Qtrochestvo (Boy-
hood, 1854), the narrator focuses on experiences involving his
studies. In spite of certain similarities in composition, death
plays a less significant role than in Detstvo. It does not
function as a temporal marker indicating a new developmental
stage in Nikolen'ka's life, but is associated with more abstract
motifs and events describing death, above all with Nikolen'ka's

meditation on immortality preceding the presentation of his

4yisiting the cemetery is an important and recurrent motif in world literature; the main
function of these scenes is to move the visitor and the reader, cf. the ending in Ivan
Sergeevich Turgenev's (1818-1883) Ottsy i deti (Fathers and Sons, 1862).
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grandmother’s death. Furthermore, this narrative includes
Nikolen'ka's non-materialized threats to commit suicide as
well as his vision of a snidier-hero who kills enemies.

The developmentali marker in Otrochestvo co-incides
with Nikolen'ka's change of awareness, a shift in his perspec-
tive, his Weltanschauung. This change is brought about in a
dialogue with a gir, Katen'ka, on their way to Moscow:

Taxoro poJa MOpajipHas MepeMeHa IPon301Ia BO MHE B

TepBHI pa3, BO BpeMs Hallero My TemecTBU, ¢ KOTOPOTo

4 CYMTAI0 Hadasio Moero oTpoyectna. [2:15]

Along with a reference to maman's death in Chapter IV,
death as a significant event, motif, or subject of meditation
plays an important roie in the exposition of this narrative.

The narrative focuses on the description of the German
teacher Karl lvanych Mauer's past life. Several digressions
unveil the first manifestations of Nikolen'ka's philosophical
thinking. They are concentrated in Chapter XIX, entitled
“Otrochestvo”. In searching for eternal truths, the main
character meditates about the meaning of life, the concepts of
happiness, fate, the immortality of the soul, and the process of
philosophizing itself [2:56].

As for death, he acknowledges its omnipresence and po-
tentiality in life and time. He juxtaposes the ideas of happi-
ness, death, and the future, but excludes the latter two in
order to reach this state — i.e., happiness excludes the ideas of
time and temporariness. As for the immortality of the soul,

Nikolen'ka muses about the unidirectional movement of the



soul towards eternity. He also speculates about a possible
cyclical concept of time, cf. the aspects of re-incarnation and
transmigration of the soul:

[Tocne »XU3HM Oylla TepexXolUT B BEYHOCTD; BOT BEYHOCTD

— ¥ 51 IPOBEJI ¢ OXHON CTOPOHKH OBaJIBHOYW QUTYPH YepTH

JI0 CAMOr0 Kpas JockH. OT Yero e ¢ APYrou CTOPOHH
HeTy TaKoU’ ke uepTH? lla 1 B CaMOM IeJe, KaKas Xe
MOKeT OHThb BeYHOCTb ¢ OXHOW CTOPOHH!, MH BEPHO
CYWeCTBOBAJIY IIPeXK e STON KUSHU, XOTA U NOTEPANH O
TOM BOCIOMMHaHUe. [2:56-57]

This intellectual treatment of death in Chapter XiX, has
been purposely selected by the narrator to prepare the reader
for a tragic event: the death of Nikolen'ka's grandmother
(Chapter XXIIl). Again, as with Maman, the children are denied
the experience of direct confrontation with death. They are
sent away for a ride while their grandmother dies. A few days
before her death, the narrator notices the symptoms of her
illness, while upon returning from his ride on the day of her
death he is confronted by another bad omen: his grandmother's
coffin. The dead body serves the function of memento mori [l:
66].

As the narrator also points out, there is hardly any
person who is in grief about this loss. This is due to the fact
that the grandmother's death is not unexpected: her relatives
have had the opportunity of experiencing preparatory grief,
The servant Masha seems to be the only one who is able to

mourn. The economic consequences of this death, closely
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connected to the grandmother's will, overshadow any antici-
pated psychological reactions, and serve to crystallize her
relationship with other characters.

In Chapter XV ("Mechty") Nikolen'ka imagines himself to
be a soldier taking part in a battle. Surrounded by a huge
number of enemy soldiers, Nikolen'ka succeeds in Killing three
of them before he is fatally wounded. He dies a heroic death
and pays a visit to his former home as a ghost (11:46-47).
Nikolen'ka's hallucinations introduce — for the first time in
Tolstoy's works — the thematic frame of military life, the
motifs of violent death and the vision of one's own death, all
of which later manifest themseives in his early military tales

as well as his major novels and his late novella Khadzhi-Murat.

The death-scene and the narrator's philosophical digres-
sions on this subject in Chapter XVi are preceded by Nikolen'-
ka's references to suicide and his threat to commit suicide.
His ‘rhetorical’ suicidal threats — " He MoOr'y ?TOro, s He
MaJIeHbKUM, A He IepeHecy 3TOoro, 1 YMpY, yB6bI0 cebs." [2: 49] —
grow out of a sense of depression brought on by his bitter
relationship with his French teacher, whom Nikolen'ka hates
because of his isolation.

This is the first introduction of the motif of non-ma-
terialized suicide in Tolstoy's fiction. The announcement of
the suicide belongs to the modality of potentiality of death.
The composition of the secondary theme of death in this
narrative is characterized by its dualistic structure: the

spiritual aspect is juxtaposed to the physical aspect. The
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first level is embedded in the general philosophical, meta-
physical or religious context, the second is illustrated through
the concrete death of a character. In his trilogy Tolstoy has
already introduced a large number of fundamental constituents
illustrating the theme of death. The fact that the majority of
his works belong to a specific literary movement, favours the
exclusive domination of direct and explicit representation of
the content.

The selection of the fundamental modalities is implied in
the depiction of the natural and materialized death of the
three characters mentioned above. Violent death appears only
as a possible variant such as in the hunting scene, in Nikolen'-
ka's threat to commit suicide, and in his imagined war-scene.
The narrator's tendency towards anti-climactic composition
explains his omission of the presentation of the moments of
deaths of the characters in question. Thus, the presentation of
characters' internal, emotional and mental processes is de-
emphasized. Tolstoy’s philosophy of ideal death is exemplified
through the attitude of Natal'ia Savishna, who belongs to a
lower-class group of people more likely to exhibit this

philosophy.

Two major areas of presentation in Tolstoy’s works are
private civilian life contrasted with public military
life. In his early military tales, Tolstoy succeeds in com-
bining the dominant military context with scenes from the

soldiers’ private lives as well. In his treatment of military




life, Tolstoy uses settings and situations similar to those used
by other Russian Romanticist writers, although his main
objective is to distance himself from previous poetic move-
ments:
Tolstoi says essentially the same thing he said of the
Caucasus: people simply do not die the way it is usually
written. Nature is not such as it is portrayed, war is not
such, the Caucasus is not such, bravery is not manifested
that way, people do not love that way, they do not live and
think that way, and finally, they do not die that way.>

The presentation of this subject within the thematic
frame of military life manifests similarities in the selection
of characters as representatives of certain ideological posi-
tions. Inevitably, the narrators include the description of
military activities such as raids, battles and other kinds of
typical activities such as gambling. Apart from these common
motifs, Tolstoy has characters recollect their past lives; he
also introduces music and singing as another recurrent motif
related to the presentation of death.

Among Tolstoy's early works, the military tales can be
considered a specific self-contained genre (in contrast 10 the
longer narratives of the trilogy) comprising shorter narra-
tives, characterized by a reduction of the number of secondary
characters, and accompanied by a thematic concentration — a

preference for presenting a single major event or incident.

5Boris Eikhenbaum, The Young Tolstoi Gary Klein, transl. and ed. (Ann Arbor, Mich.:
Ardis, 1972) 109.
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The common denominator for these short narrative ‘sketches’
(rasskazy) is their common setting in the Caucasus and their
common thematic frame of military life. Tolstoy frequently
declined to characterize his narratives as belonging to a

particular genre.

The narrative “Nabeg” (The Raid, 1852) is sub-titled
"Rasskaz volontera" (A Volunteer's Account), identifying the
first-person narrator as the dominant source of information —
a choice which pre-determines the corresponding features of
this mode of narration. The title designates the central event
of the plot: an attack by Russian soldiers followed by an enemy
counter-attack. This event forms a temporal juncture, where
representatives of two different ethnic groups use violence in
order to achieve their strategic goals. The Russian soldiers
attack and occupy a Tatar village in the Caucasus, later
withdrawing following a rather successful outcome of the
skirmish.

As in the trilogy, Tolstoy again juxtaposes the philo-
sophical and physical (external) levels of the theme of death.
The kernel of the thematic structure contains the re-defined
quality of valour which is opposed to inexperience, stupidity
and youth. A re-defined notion of valour, based on pragmatics
and Plato, as well as soldiers’ experiences of life, leads to a
tendency to avoid life-threatening situations and ultimately to
survival — this in contrast to the ‘romantic’ and irrational

notion of bravery, which is closely connected to risking one's
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life and to violent death. This motif evidences the proof of the
thesis implied in the narrator's and Captain Khlopov's
statements. It is also illustrated in the tragic ending of the
story.

The concepts of pragmatic and irrational bravery are
exemplified through two characters: the old and experienced
Captain Khlopov (one of the central characters) and the young
Ensign (praporshchik) Alanin. The first-person narrator sides
with the former and his philosophy. The motif of viclent death
is introduced through the captain in a conversation with the
inexperienced and curious narrator: "...BaM IIPOCTO X0YETCA,
BUJIHO, TOCMOTPETD, KaK Jogell ybusaioT?..." [3:16]. He tries
to dissuade the narrator from participating in a dangerous
event. This kind of life, however, includes both the poten-
tiality and the materialization of violent death.

In preparation for the central scene, the narrator
describes the captain’s premonitions about his possible
demise. Thinking of his old mother, the captain explicitly
refers to the possibility of their not seeing each other alive
again: “.npuseleT Ji1 ele bor cBUIeTbcA.” [3:18] This
statement implies the possibility of his violent death along
with her natural death. As the characters move through space
to approach the skirmish, they also become aware of the
likelihood of death. Captain Khlopov's assumption later proves
a truthful statement:

Hac BOT, IOJIOXKUM, Terepb 20 YeloBeK ofUIIepoB UIET:

KOMY-HUOYIb Ja yOUTHIM Wik paHEHHM OITh — YK 3TO
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BepHO. HulHYe MHe, 3aBTpPAa €MY, a I10CJIe33aBTpa

TPeTbeMYy: TaK 4eMy Xe panoBaTbca-To? [3:21]

This device of foreshadowing is reinforced by the nar-
rator himself: "Kaxk 6yITo Helib3d OBUIO U NPEANONIONKUTE, UTO
HEKOTOPHIM YKe He CYyXJIeHO BepHYThCs o aTolt Jopore!”
[3:24] Approaching the scene of the skirmish, the narrator
introduces a character reminiscent of Pechorin in Lermontov's
(1814-41) Geroi nashego vremeni — namely Rozenkrants, in
addition to an unnamed general, who along with other soldiers
react with a macabre sense of (gallows) humour as a coping
mechanism of denial in regard to the forthcoming event. This
is accompanied by an intensification in the tragic atmosphere
and the depressed mood of the narrator and other characters.
Describing the beauty and goodness of Nature, the narrator
muses about the perversion of destruction:

Hey:Kesu MOKeT Cpelu aTol obaATelbHON IPUPOIH
yIepKaThCsA B Aylle YeloBeKa YyBCTBO 37100k, MIIEHUA
WM CTpacTit ucTpebnenus cebe noJao6HbIX? [3:29]

On their way to the village (the setting of the skirmish),
the soldiers pass another death-omen, a cemetery belonging to
their enemies. During the enemy counter-attack, the narrator
witnesses the violent death of an anonymous soldier, and later
an unnecessary attack on the part of the Russians involving
Ensign Alanin, who wants to show off and prove his valour.
The ensign is wounded and dies but again the presentation of
his moment of death is not included. In facing his death,

Alanin accepts the tragic reality, whereas Rozenkrants and



other soldiers try to deny its possibility.

The thematic line of violent death crosses the plot line
of events and meditative digressions several times, and de-
cisively. The introduction of this motif is closely connected
with the narrator's curiosity about the phenomenon of war,
along with the motifs of bravery and inexperience. The motif
of violent death marks the narrative's ending and leads to a re-
defined concept of valour, represented and supported by

Captain Khlopov and the narrator.

Tolstoy's short-story "Rubka lesa. Rasskaz iunkera" (The
Wood-Felling. A Cadet's Story, 1853-55) is another example of
a narrative dealing with military life.6 It is a fictional
account about one strategically important military event in
Russia’s expansionist policy of the early 1850s. The story
depicts the movement of a military unit on a particular day.
Again, the narrator is one of the participants of the action,
describing, evaluating and commenting on the external evenis
and internal emotional processes of the characters — his
fellow soldiers — involved in the event.

In the second part of the story, the narrator furnishes
the reader with a classification of Russian soldiers. This
analytical digression on military hierarchies and psychological
and character traits is preceded and followed by a description

of the concrete actions and behaviour of soldiers. In contrast

6 Another short story which bears similarities to features of these sketches is "Kak
umiraiut russkie soldaty” (How Russian Soldiers Die, 1854).
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to the majority of the soldiers portrayed, the Ukrainian
Velenchuk plays a central role from his introduction at the
very beginning of the story, and especially in its ending. He is
the only one to be killed in action, to die a violent death, as
might be expected in a thematic frame of aggression and
military actions.

Velenchuk is singled out as a special character in the
first chapter: he stays behind as the unit is about to leave.
He plays the role of a jester, or buffoon, entertaining his col-
leagues as they face the possibility of an imminent and violent
death (cf. also the similar role of the private Mel'nikov in

Sevastopol' v _avquste 1855 goda). His coping mechanism

towards this specific borderline situation is 'gallows humour'
or black humour, which seems to have a contagious effect on
the other soldiers (cf. the episode told by the soldier Chikin
about an old woman who lies on a warm stove for two years,
whose relatives realize only after this period of time that she
must have died in the meantime). Thus the seriousness of this
situation is mitigated by the humorous and cheerful atmos-
phere created by one or two soldiers.

The overriding context of the potentiality of violent
death implied in the exposition is followed by specific motifs
of death as the story unfolds, first as a static motif — the
mentioning of a Tatar cemetery in Chapter I, later in Chikin's
episode about the old woman, demonstrating the significance
of the life vs. death dichotomy which underlies the structure

of this work. The ever-present danger and fear of death are




shared by both the soldiers and the narrator, all of whom try to
minimize the aspect of danger and later on deny the reality of
death. Despite the spatial distance from their enemies pro-
viding an illusory security, it is the Russian soldiers who start
the skirmish.

Chapter V centres on the characterization of the officer
Bolkhov and the narrator's self-analysis. The former admits
that he is not a hero endowed with courage: "...A1 He MOI'y
[IepeHOCHTh ONACHOCTH...IPOCTO, A He xpabp..." [3:55] During
the conversation between the narrator and this officer (they
are discussing motives for joining the army and leaving Russia
for the Caucasus) a paradoxical life-threatening situation
occurs: they almost get hit by a projectile. While the narrator
observes the flight of the cannon ball and becomes aware of
the imminent danger, the officer, by contrast, is unaware of it.
The proximity to death is reflected in the acceptance of death
in the narrator's thought: “— TOCIIONM, TPUUME AYX MOU C MH-
pom,..." [3:56].

The development of the theme of death — the introduction
of the static motifs followed by the motif of fear of death —
follows a climactic gradation. During the battle, as the danger
intensifies, the narrator observes that one of his fellow
soldiers is seriously wounded. It turns out to be Velenchuk,
whose appearance and groans shock his comrades, evoking
horror and disgust. Soon, they realize the seriousness of
Velenchuk's condition: "... HO TI0 BCeMy 3aMeTHO GRUIO, 4TO

MBICIb O CMEPTY mpofexxania B Aylle KaxxJoro." [3:58] This
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event marks ine turning point of the narrative: the general
atmosphere changes, the tragic takes over.

In Chapter VIll the narrator continues describing the
moments following Velenchuk's wounding. The effect of shock
and disgust is soon followed by attempts to suppress these
feelings by avoiding contact with the wounded soldier and the
scene of violence. Velenchuk immediately realizes the
inevitability of his imminent death. The narrator assumes the
fictitious position of omniscience, anticipating Velenchuk's
death before it occurs. In foreshadowing the death of this
soldier, he shifts to a future point in time to present and
comment on Velenchuk's thoughts. He also underlines the
ongoing physical changes affecting Velenchuk, especially the
aspect of accelerated ‘ageing’ — this process is compressed to
a few seconds:

310poBo., MUPOKOE JIUI0 ero B HECKOJIbKO CeKYHA

COBEpIIEHHO U3MEHIJIOCh; OH KaK OyITo OXyaen u

rocTapes HeCKOIbKUME rogaMiu..[...}, 1 Ha

OKpOBABJIGHHEX JI0Y ¥ HOCY YJKe JIesKall 4epThl CMEPTH.

[3:59]

Velenchuk also succeeds :: solving his financiai matters
before he is carried away: he gives the narrator his savings and
asks him to pay his debts. As the Russian soldiers retreat
(Chapter iX), the narrator, in describing the enemy's counter-
attack, once again mentions the Tatar cemetery [3:59].

In Chapter X the narrator comments on Velenchuk's

behaviour, connecting it to a specific philosophy of life and
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death, especially its consistency and overall harmony:

Moc/eNHle MUHYTH ero 6511 TaK Xe SCHH ¥ CIOKOWHHI,

KaK UM BCS KU3HD ero. OH CIMIIKOM KIJI YECTHO U

NpOCTO, YTOGE NPOCTOAYIIHAA Bepa ero B TY byaymylo,

HefecHYyi0 KU3Hb MOrJjia MoKonefaThCA B PEIINTENIbHYIO

MUHYTY. [3: 61]

This characterization comes close to the description of
Natal'ia Savishna's philosophy of life in Detstvo. Velenchuk's
positive traits of character — honesty, simplicity of soul,
self-contro!l, all based on Christian principles, are emphasized.
Unlike the death of Ensign Alanin in the short story "Nabeg" —
which can be attributed to his inexperience and 'false' notion
of heroism — the death of Velenchuk is motivated by co-
incidence and fate.

At this point the narrator digresses into a reflection on
the character traits of the Russian soldier, including the
willingness to sacrifice one's life for a higher cause, to die for
others — cf. the episodes of self-sacrifice in the preceding
chapter [3:71]. As they sit around a bonfire, they learn the
news about Velenchuk's death. This news again moves them
deeply, and they react to it with a prayer [3:72]. As is often
the case, the narrator, employing the technique of association,
has one of the soldiers, Antonov, relate an episode about the
death of another common and unknown soldier.

This narrative is built around several thematic levels: on
a general level it comprises the life-death dichotomy, more

specifically it is embedded in military life involving a specific




military event — a context which allows the narrator to focus
on the different characters and their motives for joining the
army and fighting in Caucasus. The typology of characters is
based on concrete observations; their actions and behaviour in
a borderline situation correspond to the proposed typology.
This narrative focuses above all on soldiers' lives in a specific
historical situation, including the potentiality and probability
of violent death, as an integral part of their life. The narrator
juxtaposes the soldiers' duties with the private side of their
lives, which in the specific situation is also a part of public

life.

“Zapiski markera. Rasskaz" (Memoirs of a Billiard
Marker, 1856) is a short account about the experiences of the
billiard-marker Petrushka, a member of a lower social class
who describes and comments on the fates, fortunes and mis-
fortunes of aristocratic gamblers, in particular on the fate of
a rich young man named Nekhliudov. The definitive turning
point and climax of this narrative is Nekhliudov's suicide.” It
also co-incides with a change in perspective through the intro-
duction of the young man's suicide note, which constitutes a
text within a text.

This goal-oriented action appears to be the first im-

plementation of this motif in Tolstoy's early prose. The

7Tolstoy treats suicide in his novelette Polikushka (Polikushka, 1863), describing the
death of the main protagonist. Due to a serics of tragic co-incidences, the main
character commits suicide and then his child drowns.
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narrative also introduces and foregrounds the motif of
gambling® as part of fiction narrative. This motif plays a
secondary role in Detstvo, exemplified through the father's

passion, as weli as in other military tales, and in Smert' _lvana

Ilicha. The mode of simultaneous narration is used by the
narrator up to the turning point. In contrast to the majority of
his narratives, Tolstoy does not prepare the reader for the
motif of sudden death. Following this turning point, the
narrator switches to retrospective narration, explaining the
reasons for Nekhliudov's fatal decision in his ‘farewell letter’
— a suicide note containing a confession of guilt as well as
the young man's self-accusation. His note complements the
characterization and mediation of his actions provided by the
marker Petrushka.

Nekhliudov's life is marked and doomed by his introduc-
tion to gambling. Losing all his money and property, he runs
into debt, so that suicide seems to be his only resort. As no
relevant information about his past is included in the narra-
tive, this is apparently the beginning of the young man's end.
Morally speaking, it may be described as the beginning of his
fall, suicide being the last solution to his dilemma, an extreme
form of self-punishment.

One of the sins leading to this outcome takes the form of

a duel with one of his fellow-gamblers. This event is nega-

8The motif of gambling appears in Tolstoy's writirg for the first time in his narrative
“Istoriia vcherashnego dnia” (The History of Yesterday, 1851). This work was
published after Tolstoy's death.
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tively evaluated by the young man in the suicide note; which
still leaves open the possibility that his opponent suffered a
violent death. The presentation of suicide is overshadowed by
the portrayal of the event from two different perspectives,
focusing on a central phase of the young man's development.
This event brings together the marker and Nekhliudov, and it
surprises and shocks both the marker as well as the reader.
As for its integration into the story, the event marks the
tragic climax of this narrative, and foreshadows its ending.
Petrushka's observations and comments are limited to the
presentation of the external events, modes of behaviour and
actions of the young Nekhliudov. He witnesses the fall of the
young man, a representative of a differen’ social class, and

condemns this act as a sin.

The short story “Metel™ (The Snowstorm, 18586) depicts
the winter journey of the main protagonist, the narrator and
his fellow-travellers, his servant and the coachman, through
Southern Russia. The significant and dynamic motif of this
narrative is reflected in its title: the snowstorm. This
phenomenon of Nature, including its dynamics as well as the
category of change, evokes certain mental images commonly
associated with this type of motif;® for example, it may imply

a specific inimical relationship between man and nature. The

9Cf. the aspect of recurrent and frequently used motifs of travelling and adventure; the
snowstorm pre-conditions the motifs of losing one’s way and the possibility of freezing
to death.
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pre-condition for the confrontation between them always
depends on man’s decision whether 10 travel under these
circumstances or avoid them. The ultimate manifestation of
this relationship is the annihilation of man by the forces of
Nature.

As the narrator and his fellow-travellers set out on this
journey, they seem to minimize and suppress the potentiality
of danger, hoping for a safe and comfortable journey, but
mindful of the possible dangerous situations which may await
them. They face two possible outcomes: survival or death;
they will either arrive safely at their destination or lose their
way and be forced to spend the night in the open, where they
face the danger of freezing to death — a motif introduced at
the very beginning of the short story and referred to repeated-
ly as the piot progresses.

The composition of this narrative displays a set of oppo-
sitions and contrasts. Apart from the fundamental modes of
death, the narrator uses two different levels of time and its
corresponding levels of conscious and unconscious states, as
well as the spheres of the real and the unreal. The narrator
juxtaposes the potentiality of natural death — a life- threat-
ening situation — with the specific context of real death in the
fictional past. On a temporal plane, the narrative switches
from present to past, then merges elements of the fictional
past into the fictional present (as happens in the dream in
Chapter VIlI). This merger becomes obvious in the use of

metaphors bridging the seasons of winter and summer, of



travel on land — movement through snow — being compared to
sailing — movement on water.

The motif of freezing to death is introduced at the
very beginning of the narrative and repeated frequently by both
the travellers and the narrator. In the last chapter of this
narrative, once the danger of freezing has passed, one of the
travellers refers mockingly to this motif. The narrator
contrasts not only different aspects of the modality of death
— e.g., potentiality vs. actuality — and different modes and
settings of death, such as natural (freezing to death and
drowning) and violent death, but he also combines death with
such phenomena as sleep, juxtaposing the state of being awake
with states in which the individual lacks consciousness and
self-control (as is the case during sleep), and, in a more
radical way, a state of non-being.1?

The very beginning of the narrative displays the
incongruence between man's (specifically the narrator's)
thoughts and his actions: ... ¥ MHe Ipulle] B I'OJIOBY COBET
CMOTPUTENA He e3MUTD JIydlle, YTo6 He MPOITYy TATh BCIO HOYb
1 He 3aMep3HYTh Joporoi." [3:118]

This disparity between rational thinking and irrational
acts also becomes obvious in the ‘summer’ episode, in which a
peasant drowns in a pond. This peasant, who apparently came
from another place, underestimates the danger of going for a

swim. lronically, another peasant trying to retrieve the first

10The narrator refers to a saying which combines the motifs of falling asleep and of the
dream: “...3aMep3aHue BCerla HAYMHAETCHA CHOM,..." (3:138].
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peasant's body is forced to abandon his plan as soon as he
‘realizes' that he himself cannot swim. In the overall context,
compared with the potentiality of death in the winter where
all passengers arrive safely, the death of a peasant in a pond
tragically appears almost paradoxical.

Within the fictional text, the narrator moves freely from
a ‘real' world to the world of the fantastic and grotesque. He
achieves these events by merging elements of the fictional
present with elements introduced in the 'summer’ episode. He
shifts from one world to the other using a dream as a ‘transi-
tional’ stage. Another technique is the association of objects
or characters of the fictional present with objects of the
fictional past. This is the case in the transition from the
winter to the summer episode.

Here we see the fusion of two stages and movement
through these stages — cf. the metaphor: “/1 MEl CHOB&
IyCTWINCH IJILITD 10 becnpeielbHoMYy MOPIO cHera.” [3:141].
The explicit comparison drawn in the first paragraph of
Chapter VIl between two natural modes of death (freezing and
drowning) serves to point cut a common denominator: a unify-
ing element merging the fictional present with the events of
the fictional past: “Yxx nyume yTOHYTH, 4eM 3aMep3HYTh,..."
[3:138]. The motif of drowning, introduced as part of the
summer episode, which he entered through his dream, is re-
sumed by the narrator again, this time as a flashback. In his
dream, describing his attempts to fall asleep on a hot summer

day, the narrator presents the tragic incident and its circum-



stances in a coherent way, in a manner not usually typical of a
dream.

Being fully aware of his boredom, the monotony of travel,
the narrator plays with the idea of the potentiality of death —
cf. his 'death-wish'":

... )KeJlaHue , YTOOH ¢ HaMu CITYYMIIOCh YTO-HUGY Ib

HeoBEIKHOBeHHOe, HeCKOJIbKO Tparunyeckoe.... [...]. Mue

Ka3aJI0Ch, UTO B0 OB HEXY PHO, ecyii OB K YTPY B

KaKyIo-HuOY Ib JaJeKyw, HEU3BeCTHY O, ZEPEBHIO JIoMa AN

6Bl YK CaMli IPUBE3JIM HAC [HOJY3aMepP3JIHX, UTOGH

HEeKOTOPHE JaXe 3aMep3iii coBeplieHHo. [3:138]
Following these thoughts, the narrator remains in the winter
episode as he introduces the grotesque: in one of his visions
one of the secondary characters, a fellow-traveller, ‘trans-
forms' into a hare: "oH He CTapH4oOK, CKOJIbKO 3asl, U CKayeT
npoub OT Hac." [3:138]

Again, a character of the winter-episode becomes one of
the characters in the summer episode. This character, present
in the world of the narrator's mind, joins his fellow-travellers
in trying to rob the narrator and threatening to kil him. This
is the first and only reference to violent death in this narra-
tive.

The incoherence in presenting coherent events becomes
apparent, as the narrator envisions a grotesque and macabre
image: he sees his aunt — and the peasant who drowned in the
pond — alive. This is one of the few situations in which Tol-

stoy employs the motif of the living dead:




— cTHLEHO TeM 6ojiee, TO TETYMKA C 30HTUKOM U

roMeonaTHyecKkol alTeKol, Nox PYKY ¢ YTOIJIEHHIKOM,

UIYT MHe HaBcTpedy. OHU CMEITCA U He IIOHMMAKT

3HAKOB, KOTOPHE A UM Jejaio ...[3:139].

The narrator's hallucination culminates when one of his
fellow-traveliers, an old man (starichok), assumes the
identity of the drowned peasant.

These grotesque and macabre images, reflecting the
narrator's workings of consciousness, document one of the few
instances in which Tolstoy's transgresses the boundary be-
tween the real and the unreal. The merging of the levels of the
two seasons can be seen in the metaphorical expression which
concludes Chapter IX: “/I MEl CHOBa IYCTUJIUCD IIBITD IO bec-
npeXenbHOMy Moplo cHera.” [3:141 ]. As it turns out in the end,
the travellers' mode of movement proves to be successful, in
contrast to the swimming of the peasant in the pond.

The presentation of death in “Metel” is characterized
through the surprising and paradoxical turn of events manifest
in the peasant's drowning. The possibility of ‘natural’ death
with its motif of freezing is introduced in the exposition of
the short story, in the winter episode which frames the sum-
mer episode with its materialization of death. The secondary
characters’' reactions to the peasant's death reveal their help-
lessness and passivity. It is the peasant's free will, his own
decision, which leads to his death, although the narrator does

not describe the motives behind it.
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One of the significant and recurrent topics in world
literature is violence, which dominates the first narrative of
the Sevastopol trilogy Sevastopol' v _dekabre mesiatse (Sevas-
topol in December, 1854). Human aggression is a manifesta-
tion of a condition of disorder, which is opposed to a state of
peace. This subject involves a large number of related motifs.
lts underlying structure includes the aggressor, the victim,
and the act of violence. One may differentiate the motives for
this act, and the various reactions of the surviving victims
such as shock, panic, and horror as well as resistance and
retribution.

Viclence manifests itself on the individual as well as on
the collective level, in the form of tyranny, torture, and
murder. Human viclence directed against human beings,
animals, or objects can be combined in works of fiction with
aspects such as psychological motivation and ethical
questions. Common motives for human aggression are, for
example, characters’ striving for power, taking pleasure in
inflicting pain and taking revenge. Literary texts depicting
violence as a dominan' theme

raise doubts about a harmonious world order, provoke

questions concerning the possibility of civilized
development, reveal a fascination with primitive
instincts or taboo violations and show a strong

concentration of negative human characteristics.!!

TDaemmrich and Daemmrich (1987) 16.
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In many works of literature scenes of violence attract
the readers’ attention; in most cases, the authors do not
present violence for its own sake, but rather explain the
reasons for it by placing this phenomenon in different
contexts.

One of the specific manifestations of collective human
aggression is war. Human aggression on this scale implies
organized — in the past almost ritualized or planned — Killings
of anonymous masses, that is of large numbers of anonymous
individuals. Tolstoy treats aggression and its manifestations
in many of his literary works. He was personally involved with
the Russian army of the early 1850s, a fact which explains,
together with his interest in history, his recurrent treatment
of military life, sometimes including or excluding battles or
wars.

In literary history, there are periods in which ‘war
literature'2 — and even specific genres such as the ode —
present one of the significant phenomena of history, affeciing
the lives of individuals and the fates of nations. Presentations
of military life need not focus on violent death, although
graphic depictions of batties and wars, as a rule, include this
mode of death or its potentiality.

As the word 'Sevastopo!l' indicates, the well-informed
reader of the 1850s and the well-educated reader of the

present are able to understand the historical events such as

12This genre featured prominently in official Soviet literature following the Second
World War.



the Crimean War and their political significance. The use of
this title displays the author's intent to strive for authenti-
city in referring to factual historic events.

in describing phenomena of war, Tolstoy treats elements
such as concepts of heroism, cowardice, terror, the irrational-
ity of this profession and many others, combining them with
the motif of violent death, but this treatment varies from
story to story. The first Sevastopol narrative exhibits des-
criptive, evaluative and argumentative tendencies, focusing on
the results of war and presenting them from an observer's
point of view. The narrator does not name individuals or por-
tray their fates in detail. The second and the third stories
introduce characters as they cope with the effects of war on a
personal level. As for the composition of this narrative, the
omniscient third-person narrator strings together different,
mostly static, scenes of war as he visits several places in the
war-torn port of Sevastopol. His perspective is that of the
attentive observer, moving through the open and closed spaces
of the besieged town.

In striving for completeness the active observer tries to
describe and evaluate as many images of war as possible. The
narrative begins with a description of Nature which as part of
the exposition sets the atmosphere for the events to come. To
achieve artistic unity, the narrator begins with the description
of the dawn in the first paragraph of the story and closes with
a depiction of dusk in the last paragraph.

The presence of the narrator, together with other cohes-
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ive devices, contributes to the story’s coherence, as do the
recurrent motif of violent death and related motifs such as
blood and dirt. After establishing a rather sombre atmosphere,
the narrator quickly follows with the dominant motif. At the
same time, he varies this motif, using corresponding symbols
and typical death-related settings, — e.g., a physician on his
way to a hospital or the symbol of the cross (a soldier crosses
himself while praying).

As the narrator-observer continues his tour through the
town, he witnesses a funeral procession at a cemetery. Then
he visits a hospital, passes by a church and sees another
funeral. As he stops at a tavern, he overhears a conversation
between two soldiers before he finally reaches the battlefield,
the famous Fourth Bastion, to report on further scenes of war.
The principal effect of military confrontation, the destruction
of objects and human lives, is present in all of these places.
The narrator, however, does not describe the historical causes
leading to the siege of the town.

As in many of his subsequent works, Tolstoy employs the
techniques of contrast and repetition?3 with variation. In
addition to a realistic ‘prosaic’ tendency, lyrical overtones can
be found in his description of Nature as well as in certain
syntactic parallelisms marked by anaphoric constructions. The
narrator starts with the general and overall reaction of horror

as the immediate and general result of war, later describing

13Gankovitch, Natasha, “Creating and Recovering Experience: Repetition in Tolstoy,”
diss., Stanford University, 1992.
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its effect on an anonymous soldier. The narrator's perspective
is that of a war correspondent who not only registers his ob-
servations but also evaluates them. The concrete manifesta-
tions of war, its tragic results, dominate his abstract
thoughts, his concepts of heroism and patriotism, which the
narrator discusses in the conclusion of the narrative.

After touching on future settings of his tour, the
narrator then switches immediately to the first horrible scene
of war. In the first direct literal reference to violent death,
he describes a mass funeral portraying one specific image, an
immediate result of warfare:

Ha CeBepHOI JeHHAsA AeATeNIbHOCTDL NOHEeMHOI'Y HaulHaeT
3aMeHSITh CIIOKOMCTBHe Ho4Yu: e Npollia CMeHa YacoBHIX,
oBpAKUBas Py XKbAMHU; FIe AOKTOP YXKe CIeNNT K
FOCIINTAJII, FIe CONNAaTUK BLUIE3 U3 3EMJIAHKY, MOET
oJIeJICHESION BOLOM 3aropesoe JUIQ, i, 060poTACh Ha
3aIPEBIIUICA BOCTOK, BBICTPO KPEeCTACh, MONUTCA Bory;
rIe BHICOKas TAXesas MalKapa Ha BepOioIax co
CKPUIIOM IPOTANYIACh Ha KIaabule XOpOHUTD
OKPOBABJIEHHBIX OKOMHUKOB, KOTOPHIMU OHA YYTh He
JIOBEPXY HajloxeHa... [4:3].
The last part of this passage underlines the anonymous nature
of mass killing and mass funerals. The last sentence con-
cludes with a culmination of the preceding sentences; note the
role of syntactic parallelism and the anaphoric function of
the interrogative gde.

The second direct reference to violent death, apparently
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a minor and insignificant sign of war, follows the depiction of
the mass funeral: “Bul [...)... maraete 4epes [OJYCTHUBIIIHA
TPYI KaKOM-TO FHeNOM jIoany, KoTopasd Ty T B rpA3K JIEKUT
OKOJIO JIONKH, ..." [4:4]. Using variation, the narrator contrasts
the death of an animal with the deaths of human beings.

Describing the mass funeral, the narrator concentrates
on visual impressions and uses the recurrent motif of blood for
the first time. Apart from this mode of perception, the author
combines this mode of perception with the olfactory mode (cf.
the adjective polusgnivshii). The third direct reference to
violent death follows a rather lengthy description of city life,
contrasted with contemporaneous military life.

The next station on the narrator's tour is the hospital.
Again he focuses on the physical results brought about by the
raging battle. As in open spaces, the description of the effects
of war in a closed space combines the dominant visual and
olfactory modes of perception:

Bbl BXOIUTE B Bornbliyio 3any CobpaHus. TOJBKO YTO BH

OTBOPWJIN ABepb BUA U 3amax 40 MiIx S0 aMOy TallIOHHBIX

I caMbix TAKeNo-paHeHHX GoNbHHX [...] BAPYT mopaxaeT

Bac. [4: 6.

In this description the author explicitly refers to the effect of
loss, e.g., the loss of parts of the body. After introducing this
theme, he adds the effect of total and radical loss, the loss of
life: ... M OCTAHABIKBAETECh Nepel APYruM GOJbHEIM, KOTO-

DHI IQKUT HA MOJTY, M, KaK KaXeTcd, B HeCTEepIMMELX CTpala-

HUAX OXuIaeT cMepTH.” [4:6].
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The narrator continues to present the results of the war
in open spaces in the same way as in a closed space (e.g., the
hospital). He selects moments of activities in progress and
integrates them into different contexts. Thus it is not the
moment of wounding (the cause of the result) or the moment of
death itself which are foregrounded, but rather surrounding
circumstances, such as the funeral procession, the dying of
soldiers, the stench of corpses: “...TAXeJNHN 3alaxX MEPTBOro
Teja CUJIbHee NopakaeT Bac,.. “[4:6], which precede or follow
the moment of death. All these depictions are devoid of any
tendency to glorify or embellish warfare for propaganda
purposes.

The worlds of life and death merge when the narrator
addresses another wounded soldier. Here, death extends into
life. The following comparison underlines the transition to
another world combined with the motif of partial loss:

HeMHOT0 JiaJiee BH BUXUTE CTaporo COiJlaTa, KOTOPHIN
nepeMeHsAeT Oenbe. JINIO U TeAO ero Kakoro-To
KOPMYHEBOr0 LIBETA U XyIbl KaK CKejieT. PyKU y Hero
COBCEM HeT: OHa, BRIYLIEHA B Iieye. [8:6]

The partial loss of limbs and the total loss of life, as
well as the extension of the realm of death into the realm of
life, all combined with drastic and direct language, contribute
to the artistic aim of authenticity of presentation, hence the
striving for inclusion of all minor details. Thus the most
horrible and shocking images are not considered taboo. Fol-

lowing a depiction of an amputation, the narrator explicitly
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states his striving for a realistic mode of presentation:
“ A yBUINTE BOUHY B HACTOAIIEM €e BHpaKeHuy — B KPOBH,
B CTpalaHusAX, B CMepTH..." [4:9]

This remark is in turn followed by a philosophical di-
gression about the insignificance of human life. In his remarks
on the suffering and death of soldiers, the narrator re-defines
the value of heroic death, in sharp contrast to the concept of
‘romantic’ heroic death.14

After leaving the hospital, the narrator's switches his
attention to another funeral, whose depiction stands in sharp
contrast to that of the mass funeral of anonymous soldiers. In
the former, the narrator summarized the overall effect of
terror. This funeral, on the other hand, presents ceremonies
for an individual, for an officer. It also serves to point out a
further aspect of death in wartime, namely the inequality of
the treatment of dead soldiers who succumb to the ‘democra-
tic’ equality of death. The dead officer receives the privilege
of an individual ceremony — a privilege based on military rank,
and thus on inequality — whereas the mass funeral reduces the
corpses of soldiers to less aesthetic objects, who accordingly
are buried in mass graves. The officer's funeral procession
expresses dignity and formality, and the narrator attaches to
it some aesthetic value, contrasting terror and ugliness with

dignity and beauty. These aesthetic impressions serve 1o

1Tolstoy refers directly to the concept of romantic hero in his short stories "Nabeg"
and "Rubka lesa”; in his subsequent works, Tolstoy introduces characters with traits
similar to those typical of Romantic heroes, such as Olenin in the novella Kazaki (The
Cossacks).
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suppress, at least temporarily, the tragic and horrible eftects
of war.

As the narrator approaches the battiefield, the motif of
violent death appears to be omnipresent. The focus on the war
also moves away from its effects to the underlying causes of
these effects. As he moves towards the Fourth Bastion, the
signs of war increase, while the signs of the normality of civil
life decrease. In characterizing the battlefield, the narrator
equates it with a grave: "..., YTo 4- 6acTUOH eCTb BEpHAsA
MOTHMIA JUIA KasKAOT0, KTO MOAAET Ha Hero,... “{4:11].

In describing the details of his tour, the narrator con-
tinues to use devices similar to those he uses in the exposition
and the following chapters. Some of the epithets express a
depressed mood: “CKy4YHEIE TY4H; KaKasg-TO MevyajbHad U3MO-
posb” [4:11). On his way to the battlefield, he begins to
employ another device: giving concrete numbers of soldiers
killed in action:

..JI U3 BCelf IPUCTYTH 0CTaNoCh 8 yesnosek; [...] kaK 5-oro

nonaja GoMbBa B MAaTPOCCKYI0 3EMIIAHKY U MOJIOKUIIO

OAMHHAALATH YeJoBeK, ....youio nByx...[4:13]
as well as the visual motif of blood and dirt.

In the last chapters of the narrative, the narrator-
observer proves to be somewhat inconsistent in evaluating war
and violent death. Comparing war and fighting to a game of
life and death, the narrator underscores the irrational aspects
of these activities. The main line of his argument views war

and viclence from a rather negative point of view. This shift
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of opinion becomes even more obvious at the moment when he
starts justifying war and heroic death as well as the motif of
yearning for death: "... BaM XoueTCs, yToOH elle ! ele U
No6IKe YIaso OKOJIo Bac AApo wiu Gomba.” [4:15) In
accordance with this shift, his final comments portray the
heroic death of Russian soldiers as more valuable than the
natural death of civilians. In sacrificing their lives for their
country under the circumstances described by the narrator, the
Russian soldiers are the true heroes, since they die for others.

The final sentence of the story, reprising the motifs of
Nature (cf. the use of parallelism) the common denominator in
this case being sounds, attempts to evoke an atmosphere of
normality. Nature appears to be the only element not affected
by the events taking place in the port. The overall tendency of
the narrative shows a striving for a realistic and authentic
presentation of an historic event. To achieve this effect, the
narrator focuses on the physical effects of war with brutal
frankness. His tour, starting from the harbour and ending at
the Fourth Bastion, presents the effects of war in a reverse
order, that is, the description of the effects precedes that of
the cause, as can be seen in the ordering of the various
stations: the funeral procession and cemetery, the hospital,
and finally the battlefield, where the tragic series of events
originates.

This order also deviates from a temporal, linear se-
quence of causation and result. The order of presentation

corresponds to the device of gradation: the most important



event connected to the appropriate setting concludes the
narrative. In presenting the resulis of the battle, the narrator
in effect constructs an anti-climax. The conclusion of this
work also provides a platform from which the author can
deliver his ideological message: dying for others can be
morally justifiable. What is interesting is the fact that he
fails to give any information about the political background or
the political motives and causes which led to this war. The
enemy’s ideology is also omitted from the presentation.

The main device employed in the construction of this
narrative is contrast, manifested through the description of
military and civilian life. On an abstract level the narrator
juxtaposes the natural death of civilians with the viglent
death of the participants in the siege; the concrete physical
death of soldiers is contrasted with digressions on human
mortality; the narrator distinguishes the death of human
beings from the death of animals; on a social scale, the death
of an officer is contrasted with the death of anonymous
soldiers. The general concepts of destruction and loss are
manifested in the description of partial loss of body parts as
well as the loss of human life.

On a global scale, war can be considered as a cause, as a
dynamic motif of change. This phenomenon fatally intervenes
in the life of its participants, as well as of passive observers,
causing change and its principal consequence. destruction. War
as cause is the common theme exemplified in detail through

the description of tragic results, and thematically overrides




its specific effects (e.g., partial loss, suffering, «itd viclent
death).

Sevastopol’ v_mae (Sevastopoi in May, 1855) is the

second part of the Sevastopol trilogy of narratives dealing
with the siege of this town. This work consists of sixteen
chapters and is considerably longer than Sevastopol' v _dekabre
mesiatse. The narrator connects this narrative with the first
Sevastopo! story by referring to the beginning of the military
confrontation, thus creating a thematic cohesion and artistic
unity. In transforming this historic subject, the narrator
focuses on a few days — separated by several months — as well
as on events, states, and changes of states brought about by
the military course of events.

In the exposition, the narrator provides the reader with
a general overview and evaluation of the military state of
affairs: apart from the facts of the siege, the narrator com-
ments on the irrational, obscene and insane nature of war.
He assumes the role of a war correspondent, a committed
and partial observer bringing out the most significant facts
through statistics, describing military activities on a general
and anonymous scale.

This general overview — a summary of the past events
— stands out from the following fictional narrative by virtue
of its declamatory style. The narrator takes on the role of a
public speaker addressing his ‘listeners’ and delivering his

arguments. In a similar manner, expressing a solemn tone, the
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narrator summarizes one day oi fighting in Chapter XIV as well
as in the last passage of the concluding chapter.

One of the important aspects of Tolstoy's poetics is the
tendency to analyse and evaluate events and processes, their
causes and effects, and then integrate these analyses into
significant parts of his literary works. These argumentative
passages serve the function of framing fictional events. The
prosaic and the solemn (or poetic) passages are clearly
marked. This separation of the narrator's comments from his
‘fiction’ can be found in many other works as well; in the first
Sevastopol story, for example, the author's impressions and
comments dominate.

A common denominator forming a leitmotif for his
argumentation in this narrative is his use of numbers in por-
traying an event of mass proportions; however, his preference
for symbolic round numbers (such as 1,000, 100, 80,000)
deviates from a ‘realistic’, matter-of-fact presentation, and
predominantly manifests itself in the ‘poetic’ passages. His
repetition of round numbers in the first chapter indicates the
skilful use of repetition as an artistic device: "TrICAUA
MOICKUK CaMOJIIOBNI ycreu oCKopOUThCS, TEICAYA yClenu
Y IOBJIETBOPUTBCA, HAXY THCSA, THICAYN — YCIOKOUTLCA B
06bATUAX cMepTu." [4:18].

The introduction and anaphoric repetition of numbers
contributes in a broader context to the poeticization of prose
both in the expository chapter and in other chapters of this

work. As for ‘exact’ numbers, the narrator uses them sparsely
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in providing information about wounded and killed soldiers:
these numbers appear usually in prosaic passages, as stat-
istical data, in an attempt to evoke the impression of a
realistic presentation. The device of repetition indicates the
monotony of warfare and mass destruction, including violent
death. Mass death, the death of anonymous individual soldiers,
as well as groups of soldiers killed in action, either inten-
tionally or by co-incidence, as well as the death of one of the
main characters and the survival of another — all these con-
tribute to the various categories of violent death. In des-
cribing the hospital and the battlefield, the author distin-
guishes between wounded and killed soldiers, and in the final
chapter, during an armistice, exposes the crueily of war,
describing, for instance, mutilated corpses in sharp contrast
with the beauty of Nature.

After the general exposition, the narrator introduces one
of the major characters: Captain (shtabskapitan) Mikhailov.
Selecting a specific moment in time and a specific place, the
narrator first approaches this character (as an anonymous and
unnamed officer), then describes his outward appearance
before finally giving him a name and rank. The introduction of
this officer allows the narrator to introduce further minor
characters and select a specific perspective from which to
present the subsequent plot. This series of events can be
characterized as a movement from relatively safe places to

life-threatening situations.

In contrast to Sevastopol' v_dekabre, which does not
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treat in detail the fates of particular individuals, the second
narrative centres around the fate of a group of soldiers. The
central scene — a life-threatening situation caused by the
explosion of a bomb — unites, by co-incidence, the destinies of
two soldiers: Captain Mikhailov and Captain Praskukhin. They
happen to know each other: Praskukhin owes Mikhailov twelve
roubles. They meet three times during the three-day period.
Their last meeting at night forms the climax of the narrative.
Following this scene, the narrator focuses on the horrible
results caused by fighting the following morning. The time
span covering approximately three days begins on the evening
on which Captain Mikhailov attends a concert and ends with
the temporary armistice.

As in the first Sevastopol story, the narrator oscillates
between general and specific presentation; these shifts
become obvious in the poetic and declamatory passages
written in rhythmic prose, in contrast to the ‘prosaic’
passages and dialogues. These two levels of presentation tend
to be marked stylistically through the device of repetition.
The rather general and abstract reflections about war are
embedded into lyrical prose, whereas the concrete description
of events and processes is rendered in ‘prosaic’ prose. The
lyrical passages also display a tendency towards solemnity.

Like the other two parts of the trilogy, this narrative
does not focus on death as a dominant theme, but rather
integrates the topic into the plot of events and combines it

with other themes and motifs, in more or less equal measure.
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As with the other two narratives, it involves related topics
such as the concept of risking ane's own life for selfish
purposes rather than for patriotic motives; furthermore, the
motif of bravery, along with its theatrical manifestation and
hypocrisy, is contrasted with the striving for truthfulness or
truth. The dialectics of appearance and reality, hypocrisy and
truth, feature prominently in the concluding remarks of this
narrative. In the last chapter, the author singles out truth as
the main protagonist of this Sevastopol story. The introduc-
tory chapter, on the other hand, emphasizes the narrator's
ethical standpoint, his opposition to the irrationality of war
and destruction.

One of the main aspects of characterization of the
participating soldiers, as is clearly stated in the narrator's
comments, is his use of irony and sarcasm.15 He distances
himself from the official point of view, represented by various
officers. In approaching borderline situations, the behaviour
of soldiers alse uncovers qualities other than heroism and
bravery, such as fear — automatically considered a sign of
cowardice by soldiers. Closely connected with the manifesta-
tion of bravery are the vices of hypocrisy and vanity.

In his portrayal of military life the narrator also
emphasizes the existence of military hierarchies, along with
the interdependency between social class and military rank,

which are typical of civilian life as well. The existence of a

15The author uses italics to indicate his perspective or emphasize references to
significant concepts, such as the after-life.
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rigid power structure implies that soldiers who have achieved
success disassociate themselves from those who have yet to
prove themselves. On the other hand, those who try to avoid
life-threatening situations and death show their bravery and
heroism merely verbally.

This attitude manifests itself in the statements and
behaviour of the officers Kalugin and Gal'tsin. The absurdity of
bravery in war comes io the fore in Kalugin's recollection of
an episode about Napoleon receiving a message:

BCIIOMHIJI IPO OXHOI'0 aAbl0TaHTa, KaXXeTcA HarosieoHa,
KOTOPHII, [lepefaB IpHUKa3aHue, Mapii-Mapll, C
OKPOBAaBJIEHHO! I'OJIOBOU ITOICKAKAJ K Hanoneony. — Vous
&tes blessé? — ckazaJ] eMy HamojieoH. — Je vous demande
pardon, sire, je suis tué, — 1 aXBIOTAHT YHOaj C jJollalnl U
yMep Ha MecTe. [4:39]

All these motifs are embedded in the overriding context
of war. In this context violent death is only one of its oblig-
atory components. The technique of direct presentation finds
its equivalent in the following religious image: "...u anrei
cMepTH He NepecTaBa] UapuTh Hal HUMU." [4:18]. The dom-
inating setting of war and the plot of events seem to pre-
determine and select violent death as the only mode of death.

in order to distinguish at least two different concepts
and aititudes towards death, the narrator unites the fates of
two different coldiers. He uses the motif of co-incidence to
bring together a group of characters, in particular, Captains

Mikhailov and Praskukhin. Again, their philosophies cf fife are




reflected in their attitudes towards death. According to
Tolstoy's frequently used dualistic or ftri-partite thematic
principle, the concepts of acceptance again come to the fore.

As for the modes of narration, linear and simultaneous
narrating is interrupted by the narrator's shifts of setting,
that is, the technique of staying with major or minor char-
acters for a shorter or longer period of time. The decisive
deviation from the linear presentation of time co-incides with
the statement of one of the secondary characters, Cadet Baron
Pest. His remark anticipates the outcome of the life-threat-
ening situation in which Praskukhin and Mikhailov find them-
selves.16 The narrator does not take away the opportunity of
creating tension, as he characterizes this soldier as an un-
reliable source of information. In this context, the fact that
the officer Praskukhin dies and that his comrade Mikhailov
survives is not significant. However, their reactions towards
death and dying, the fact that the former goes through a real
‘near-death experience’ while the latter awalits the after-life
and survives, all contribute to important psychological and
philosophical insights.

The central life-threatening scene — a borderline
situation which turns out to be a death-scene for Praskukhin
but leaves Mikhailov alive — complements the numerous,
dispersed and scattered references to death throughout this

work by concentrating the thematic essence of violent death

16Cf. Cadet Baron Pest's report, Chapter XII, p. 47.
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with a specific focus on the process of dying. This pivotal
scene brought aboui by co-incidence reveals specific attitudes
and reactions towards death.

The scene itself comprises an ‘internal’ presentation of
the thoughts and reactions of the two Captains, and allows for
a presentation of an event from two different perspectives.
The treatment of this specific borderline situation is unique in
Tolstoy's presentation of death in his early narratives. For the
first time a third-person narrator provides an explicit com-
parison of the ‘internal’ perceptions and evaluations of the dy-
ing and ‘surviving’ person. The stylistic devices used in this
presentation of thoughts and perceptions are: direct speech,
interior monologue, and free indirect discourse,

Up to this turning point, the narrator provides relatively
little information about the rotmistr Captain Praskukhin. He
characterizes him mostly as an outsider, a person who is
avoided by other characters: ... I[IpaCKyXuH, KOTOPOT'0 HUKTO
He 3HaJi, C KOTOPHM HUKTO He TOBOPIII, HO KOTOPLIN HE
OTCTaBaJl OT HUX,.." [4:29]. At a party, Praskukhin voluntarily
joins in singing a song,17 which impresses his comrades. In
contrast with this character, the narrator characterizes
shtabs-kapitan Captain Mikhailov in more detail. The narrator
reveals information about Mikhailov's past life, and points to

orderliness and selfishness as two characteristic traits of

17The motif of music functions as a leitmotif in this narrative; music is introduced in the
concert in the second chapter; it is re-introduced through Praskukhin, and features
prominently at the beginning of Chapter XV.
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this person. In his day-dream, Mikhailov expresses his ambi-
tions and his immoral attitude: to advance at the expense of
other soldiers’ deaths and profit from his friend’'s death in his
private life:
KanuTaHa S e JOJKeH MOJIYYHUTh II0 CTapOMY
npencTaBjaeHyo. [I0TOM OYeHb JIETKO A B 3TOM XE rony
MOT'Y TIOyYUTh Malopa 0 JIWHUY, IOTOMY YTO MHOTO
nepebuTo, 13 U elllg, BepHO, MHOIO nepebpioT HAIEro
6paTa B 3TY KOMIIAHKIO. A NOTOM OIATD ByneT LZeo,
MHe, KaK U3BeCTHOMY 4YejIoBeKY, mopydaT NOJIK... [...]..n
oH GBI YKe TeHepaJioM, YAOCTOMBAINM MOCCIIEHNA
HaTamy, BIOBY TOBapuila, KOTOPHI IT0 ero Me4Tam,
yMPET K 3TOMY BPEMEHHU,...[4:22]
His tendency towards orderliness — Mikhailov takes
precauticnary measures, calculating the possibility of violent
death — is reminiscent of Natalia Savishna's approach to
death. Since he is a religious man, he repeatedly employs
prayer in his approach to the war.

Before arriving at the fortifications, the captain
prepares himself mentally for the possible outcome: death or
advancement — an alternative later to be integrated into the
context of gambling and the employment of numbers. Mikhailov
also displays superstition, recognizing that he is going into
baitie for the thirteenth time. This fact increases his fore-
boding — not so much a singular and unique foreboding as a
calculated pessimism: a repeated coping mechanism of as-

suming the worst outcome and hoping for the best. In assum-



ing the worst of the possibilities one can never be disenchan-
ted. Then he argues in favour of duty as the driving force. As
for the possible outcome, he contrasts death with survival
combined with the possibility of advancement: "Biipouem,
@XeJIi He Y6bI0T, TO BepHO, MPeACcTaBAT." [4:27).

The central life-threatening incident is presented twice:
first from Praskukhin’s and then from Mikhailov's point of
view. Its outcome is ‘anticipated’ by Cadet Baron Pest. Before
he refers to Praskukhin's death, he himself manages by chance
to kill a French soldier. This is one ¢f the few specific instan-
ces of spontaneous and unplanned violent deaths in Tolstoy's
narratives. Pest is trapped on the battlefield as he loses his
orientation, then panics, running around:

TIOTOM OH CIOTHKHYJICA U yIaJ Ha 4TO-TO ~ 3TO OhUI
POTHHI KOMAHANP (KOTOPEL# OEUT paHeH BNepeil poTH U,
IIpUHUMAs I0HKepa 3a dpaHily3a, CXBaTUJI eT0 3a HOI'Y).
[loToM, KOr'Jla OH BHIPBaJj HOI'Y ¥ IPUIOAHAICA, HA HEro B
TEMHOTE CIUHON HACKOYUWI KAKON-TO UYeJIOBEK U YYTb
ONISITh He cOMJI ¢ HOT, XPYTOoi UesloBeK Kpuya: “ Ko ero!
YTO CMOTPHUIIL?’’ KTO-TO B35 Py’Kbe ¥ BOTKHYJI IITHIK BO
4yTO-TO MATKoe. ‘‘A moi, camarades! Ah sacré b....... Ah!
Dieu!’”” — 3aKpuyan KTO-TO CTPAMHLIM TPOH3UTEJIBHEIM
r0JI0COM, U TYT ToJIbKO IlecT MOHAN, YTO OH 33aK0JIOJ
dpaHLy3a. XOMOXHBIA MOT BHICTYNWI Y HEro 1o BCEeMY
TeJy, OH 3aTpsccA, KaK B TUXOPalKe, U Gpocun pyxoe. [4:
46}

Since this character is not presented as a reliable
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soldier — this is evident in the disparity between his verbal
utterance and his actual deeds — the reliable narrator corrects
his information (Chapters XI and XIl). Because of Pest's
statement, the narrator deviates from his chronological
presentation of events from a single perspective. Thus, he
arranges two versions of the central scene, following Pest's
allusion:

OCHOBAHUA 3TOr0 PACccKasa, YTO POTHHA KOMAHINP 5)38;1

y6uT, a uTo [lecT y6us ¢paHiysa, ObUIM CIPaBeIINBE; HO,

nepefapas NoXPoSHOCTH, IOHKep BRLAYMEIBI Il XBaCTalL.

[4:45].

The function of this anticipation is to characterize Pest as an
unreliable character, as well as to emphasize the narrator's
reliability and omniscience.

Co-incidence or fate brings together Praskukhin and
Mikhailov just as they are about to leave the dangerous scene.
They both notice a bomb flying towards them and landing only
few metres from the place where they are standing. First {pp.
48-49) the perspective switches to Praskukhin describing the
last two seconds of his life, followed by the description of the
same span of time as it affects Mikhailov.

The narrator presents the soldiers perceptions, visual

impressions and thoughts using the device of stretch.18

18Gerald Prince defines siretch as “A canonical narrative TEMPO (Chatham); along
with ELLIPSIS, PAUSE, SCENE and SUMMARY, one of the fundamental narrative
SPEEDS. When DISCOURSE TIME is (taken to be) greater than STORY TIME, when a
narrative segment is (felt to be) too lengthy for the NARRATED it represents, when a
relatively long (part of the) narrative text corresponds to a relatively short narrated
time (to a narrated action that is usually completed in a short time), stretch obtains
(“Occurrence at Owl Creek Bridge”)”, Gerald Prince (1987} 93.
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During the first second the narrator focuses on the immediate
consequences, such as the expectation of the explasion, his
fear as he notices the bomb, and his attempt to look for cover.

The following second is first covered in a concentrated
manner through the device of summary: "[ipoma eue CexyHla,
— COKYHJa, B KOTOPY LEJKN MUD YyBCTB, MHIC/IEN, HANeK N,
BOCIIOMWHAHKI IPOMEJIBKHYJ B ero BooOpaKeHuu." [4:48] — and
then, elaborated, ‘stretched’ to present a multitude of infor-
mation — part of it directed to the past, the other part
directed to the present.

After Praskukhin realizes the fatality of his situation,
he resorts to a coping mechanism typical of death-scenes: he
hopes for survival, then he bargains — he is willing to accept
amputation to stay alive — then‘ he hopes that he was only
wounded and that the bomb will not explode at all; finally, he
leaves and suppresses the fatal moment of the present to
switch to distant and recent images of his past life:

TYT OH BCIIOMHUJI TIPO 12 p., KOTOpEIe 6B NOJKEH

MIUXal/I0BY, BCIIOMHIUT €lle [po oAuH Joir B [leTepbypre,

KOTOPHII JaBHO Hajxo OBUIO 3aMIaTUHTh; HBITaHCKUNA

MOTUB, KOTOPHI OH I1e1 BeYepoM, Ipuiies eMy B TOJIOBY;

’KeHW(MHA, KOTOPYIO OH JIo0uJI, SABUJIACh eMY B

BooOpa’keHUH, B Yelllle ¢ JIMJTOBEIMU JIEHTaMIL; YeJIOBeK,

KOTOPBIM OH GBI ocKopOJIeH 5 yieT TOMY Haszal, i

KOTOPOMY He OTIIaTU/ 32 OCKOpOJIeHbe, BCIIOMHIIICA

emy... [4:48].




Although it may seem improbable that a dying person
might recall such a large number of significant images and
impressions of his life within such a shart period of time, the
narrator nevertheless selects the most important motifs,
things and persens that have given meaning to his life, and
which Praskuhin is able to remember. He presents them
through the device of reported speech, in contrast to the few
direct sentences spoken by Praskukhin.

At the same time, this recollection is Praskukhin's last
chance to review achievements and failures, a non-systematic
re-assessment of his life. After this presentation of images
from his past life, Praskukhin continues to passively perceive
the ongoing events, and is gradually forced to assume the role
of a helpless victim, fearing that he may be trampled on by a
group of soldiers. Then he imagines that he is squashed and
buried alive:

... i eMY I0Ka3aJIoCh UTO COJLAATH KJIAAYT Ha HEro KaMHIL;

OTHU BCE IPHTaJH pexke U pexke, KAMHHU, KOTOPHE Ha HEeTO

HaKJIaIBIBaJIM, JaBUIN ero Gonble u Gosbme. [4:49].
The sequence of images oscillates from past to present, from
the hope of survival to a final loss of the ability to per-
ceive. This disability signifies Praskukhin's death: "... BHTA-
HyJca ¥ yke 6oNblre HUYEro He Buel, He CIHa, He JyMajl i
He 4yBCTBOBaM." [4:4Cj. The detailed description of the process
of dying stands in sharp contrast to the laconic statements
about the characters’ deaths. Tolstoy employs this laconic

statement of facts to emphasize discontinuation of perception
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in subsequent works as well.

Mikhailov reacts in a similar manner when he notices the
bomb. Unlike Praskukhin, however, Mikhailov directs his
thoughts to God and starts praying: "3T0 IOyWla OTXOIUT, —
mOAYMaJl OH, uTo OyneT TaM ¢ [ocnolu! IPpUUMK IyX MOH €
MupoM.” [4:50] The author's use of italics indicates the
specific meaning of the deictic marker, namely the after-life.
Mikhailov also questions his decision to join the army, that is,
he directs his thoughts to the past. Experiencing a state of
shock, he hallucinates. Assuming that he is dying, he rejoins
his dialogue with God and confesses. After he realizes that he
is still alive, though slightly wounded, his first reaction is one
of disappointment:

OH 6BUI KaMHeM JIeTKO paHeH B rojoBy. Camoe nepBoe

BIieuaTieHue ero 6sio Kak 6y ATO coXKaJieH!e: OH TaK

6LIJIO XOPOIIO U CIIOKOMHO NPUIOTOBUWICA K IIepexony

TyJa, 4TO Ha Hero HellpisATHO MTOJeNCTBOBAMO

BO3BpAlleHMe K IeMCTBUTEIbHOCTH,... [4:50].

Mikhailov, as soon as he remembers that Praskukhin has
also faced this difficult situation, tries to find out about his
colleague. His return to the fatal spot serves the function of
proving his valour to his fellow soldiers. This mode of beha-
viour is neither a selfless act nor a sign of charity; rather it
indicates his wish to promote his career.

As in Sevastopol' v dekabre mesiatse, the narrator makes
use of a specific setting in which to deal with the immediate

effects of war. In his first narrative he visits the hospital.
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In the second and third narratives the narrator introduces a
first-aid station. Whereas in the first Sevastopol story the
suffering and death of anonymous soldiers play an important
role, in the other two narratives the tragic fate of a couple of
soldiers known to the main characters comes to the fore.1® in
including this kind of setting the narrator presents physicians
and their activities as obligatory components of military
tales. In Sevastopol' v mae, one of the minor characters,
Adjutant Prince Gal'tsin, finds himself at the first-aid station
[4:37]. After pretending to be a courageous soldier and
accusing wounded soldiers of cowardice, he himself displays
fear and shock — he cannot stand the brutal images of war —
and leaves the scene immediately.

In Chapter VIl the third-person narrator ‘visits’ the
station to report on the survival of one of the soldiers who
was not introduced befare, as well as on the death of
Lieutenant Semen Neferdov, a minor character known to
Captain Mikhailov. The narrator takes note of the pro-
nouncement of Neferdov's death by a physician, and stresses
the professional and de-humanizing manner of treating the
wounded and dead.

The final scene of the narrative, covering Chapters XIV

and Xl|, portrays the battle-field and the atrocities of war. In

19As for characters' deaths in Tolstoy's works, one can distinguish three main types,
based on their function within narratives: a) the death of main characiers, dealt with
in detail; these characters can be identified by their names, b) the death of secondary
characters, introduced and named by the narrator; their deaths are usually not
claborated; ¢) the deaths of anonymous characters which are referred to by the
narrator in death tolls.
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these final chapters the narrator again uses numbers as a
leitmotif, and describes the horror of the iransformation of
human beings to lifeless objects. In a conversation between
the officer Kalugin and a colonel the latter regrets the ioss of
his soldiers as follows:
— IloTepu TOJIBKO, TOTEPH Y KACHBIE, CKa3aJl IIOJTKOBHUK
TOHOM ODMUMAJIbHOK Nedasu: — ¥ MeHA B HoaKky 400
Yyej0BeK BRIOBIIO. — YAUBHTE/IDHO, KaK A XXUB BRI
oTTyAa.” [4:54]
As he takes stock, the narrator also includes the death of two
previously introduced and identified characters: Neferdov and
Praskukhin. He points out the meaning of their death — and of
that of the other soldiers — for their colleagues and relatives:
HexocTagajo Toabko [IpackyxXuHa, HegeplioBa 1 elie KON-
KOT'0, 0 KOTOPHIX Yepes Mecsill eJiBa JIi IIOMHWIT I Ay MaJl
KTo-HIGY b TEIepb, KOrAa Tejia UX elle He ycnenu OuTh
OBMLITH, YOpaHHL I 3apETH B 38MJII0, U 0 KOTOPAIX Yepe3
MecAIll TOUHO Tak ke 3abyAyT KeHHl, N1eTu, exesld OHU
6BUIM, WK He 3a6BUIN Ipo HUX Ipexie. [4, 55]
The soldiers’ deaths do not matter to them at all: their com-
rades and their relatives appear to be indifferent as they try
to suppress these deaths.

The drastic description of dead soldiers is supported
through the presentation of typical modes of perception:
through graphic visual images and the stench of corpses.
These horrible images of war are juxtaposed with the beauty

of Nature as it becomes apparent during the armistice:
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Ha nameM GacTuoHe U Ha QPaHIly3CKON TPaHIlee
BLICTABJICHE BGesele Gaary, ¥ Mex1y HUMH B IBeTYIEeR
JoJIMHe, KYYKaMu JiexaT 6e3 canor, B CephlX I CHUX
oJle AaX, N3y POJOBaHHEE TPYIH, KOTOPBIE CROCAT
paboure I HAK/IaAHBAIOT HA IOBO3KU. VsKacHO TSAKEeNbI
3amaxX MepTBOro Teja HAIoJHART BO3AYX. [4:56]
The resumption of devices employed in the introduction and in
Chapter XIV — e.g., rhythmic prose, anaphoric repetition —

contributes to the dominating image of war as a vicious circle.

The presentation of death in the third and longest part of
the Sevastopol trilogy of narratives — Sevastopol' v_avquste
1855 goda (Sevastopol in August of 1855, 1856) — focuses on

the anticipation and materialization of death with the two

main characters: the brothers Mikhail and Volodia Kozel'tsov.
The narrative culminates in the depiction of their violent
deaths in Chapters XXV and XXVI. The work itself consists of
twenty-seven chapters of different length. Both of the violent
deaths are integrated into the plot of military events: human
aggression combined with the element of co-incidence leads to
the tragic outcome of their lives. They knowingly approach a
life-threatening situation.

These two tragic events are preceded by a thorough and
detailed direct characterization of the principal and some of
the secondary characters through the mediation of the nar-
rator. As part of this characterization, the narrator reneat-

edly refers to the participants' attitudes and reactions to the



possibility of viclent death. The main mode of narration is
simultaneous narration — the events presented and their
mediation co-incide in time — combined with significant
predictive tendencies: through anticipations, the reliable and
‘omniscient’ narrator refers to the fatal outcome of the two
main characters’ lives. In his reliability of predictions, the
narrator assumes a ‘prophetic’ function. As is often the case
in Tolstoy's narratives, it is not the fact that the main char-
acters are killed which is important, but rather the manner in
which they prepare themselves for death and the way in which
they face the process of dying.

The main poetic tendency of this work is evident in the
explicitness of presentation of the events, and in the descrip-
tion of the gloomy atmosphere. The clarity of presentation
goes hand in hand with the author's artistic aim: the striving
for truthfulness and realistic accuracy (pravdopodobig); note
the integration of historical facts such as places, events and
people, into a fictional work. All these features play an im-
portant role in the three Sevastopol stories. This explicitness
also comes to the fore whenever the narrator makes moral and
political judgements. The narrator's speech, his comments and
evaluations as well as the presentation of characters' thoughts
and perceptions clearly dominate quantitatively over the
characters' dialogues.

As with the other Sevastopol stories, the narrator lays
bare the true motives of Russian participation in the defence

of this town, contrasting them with ‘official’ and contro-
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versial motifs such as patriotism and heroism. The vice of
cowardice is again a strong negative driving force, a measure
of judgement. Courage is the significant motive for heroic
military deeds: neither brother wants to be considered a
coward, and thus they display valour as they face wotnding
and death.

Since the theme of war is common to all three accounts,
and the settings are identical, the narrator uses similar
motifs and devices in all three narratives. As settings of
death, the first-aid station and the battlefield appear as
obligatory constituents of the story. As was the case in

Sevastopol’ v dekabre mesiaise, the narrator moves from the

place where the brothers Kozel'tsov pay a visit to a dying
soldier to a place where the consequences of waging war
become apparent, then back to the place where they originate:
i.e., the battlefield. In Sevastopol' v mae several secondary

characters also visit the hospital.

Sevastopol’ v _avquste 1855 goda is primarily a narrative
about the last three days of Lieutenant Mikhail Semenych
Kozel'tsov and his younger seventeen-year-old brother, Ensign
Viadimir. They happen to meet at a coach-station in the
vicinity of Sevastopol and continue to trave! to their des-
tination tcgether. Whereas the elder brother is on his way to
his unit — he was wounded in May — ihe younger brother, having
finished basic training for officers, is voluntarily joining the
Russian army to participate in the battle. They both travel to

Sevastopol, where they serve in different units. After they
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separate, the narrator provides more information about the
younger brother, gradually revealing the disparity between his
‘romantic’ idealistic expectation and the harsh realities of
war.

The younger brother's ‘awakening’ starts right at the
coach-station, where he learns about military activities going
on in Sevastopol. After arriving at the port, Vladimir's mood
changes within one day as a result of his perception of the
atrocities of war. Before arriving at this place of death — he
hesitantly accepts his brother's invitation to join him — he
begins to notice the horrible effects of war. The younger
brother's true motives for participation are revealed in a
conversation with his brother:

Jla BIpoYyeM, Bellb eXelli 3J1eCh CYaCTIVBO ONIET, TaK

MOJKHO ellle CKopee BHMIpPath, YeM B reapiauu: TaM B 10

JIeT B TIOJKOBHUKY, a 31echb ToTieben Tak B 2 roia u3s

TIOSIKOBHUKOB B redepaikl. Hy a ybbloT, — TaK UTO Xe

JnenaTsb! [4:71]20

Advancement in one's career is the most significant
motive for participation — not just for Viadimir, but for the
majority of soldiers. The advancement to a higher rank is tied
in to the context of gambling: this manifests itself in the verb
vyigrat' (to win). The ultimate loss in this game takes the

form of violent death. The motif of gambling proves fatal for

20The author alludes to the dualism of life and death through referring to a possible
rapid advancement in the course of the battle; the duality is expressed through the
significant German name “Totleben”.




both brothers in the events which follow. Mikhail loses all his
money before he participates in his last fight; Volodia loses a
draw, and as a result of this loss he exposes himself to a life-
threatening situaticn which he does not survive.

The drastic impressions of war occupy Vladimir's
thinking incessantly. His pre-occupation with death manifests
itself in visions of his own and his brother's deaths (Chapter
VIi): he envisions both of them dying together in a heroic
death. This vision is presented by the device of interior
monologue. Their deaths are portrayed as heroic deeds (p.
75). Volodia and his brother believe in heroism, which is
another motive for their actions. This mode of action is in
sharp contrast to the manner in which his brother was
wounded and hundreds of soldiers have been killed. In
referring to this event, the elder brother points out the
difference between idealogical concepts of war and reality: "—
y Hac 2000 4yesIoBeK U3 MOJIKa BHIGBUIO, Bce Ha paboTax; i A
paHeH Toxe Ha paboTe. BollHa COBCEM He Tak JefiaeTCH, KaK Thl
nyMaeilb, Bosons!" [4:75}).

As Vladimir approaches his unit, he becomes aware of
the irreversibility and fatality of his decision to join the army
and the increasing likelihood of experiencing death:

JTOT CHIPON MpPaK, BCE 3BYKY 3TH, 0COGEHHO BOPYJIUBBIA

IJIECK BOJIH, Ka3aJ10Ch, BCE TOBOPUIIO eMy YToO OH He Ien

Japlle, 4YTO He KAeT ero 31ech Huuero nodporo, UTo

HOr'a ero ysK Hukoria fosblle He CTYIUT Ha PYCCKYIo

3eMJII0 10 3TY CTOPOHY OYXTHL,.... " [4:82].
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This intuitive knowledge is confirmed and modified by the all-
knowing narrator's anticipation about the finality of their
separation: "Bonblle He OBII0 CKA3aHO B 3TO TIOC/ICAHEE
npolanye Mexny IByM:d GpaThaMu.” [4:84]. In decreasing the
possibility of a positive turning point, the narrator intensifies
the probability of the tragic.2l Using the device of repetition,
the narrator refers to Volodia's morbid thoughts. His
participation in the defence can be compared to a ‘voiuntary’
execution.

In considering suitable options for the manner in which
he will have to face death, Vladimir experiences fear, then he
despises himse!*, and envisions his own death again (Chapter
XIV, pp. 89-90). In his sleep a series of incoherent images of
war and death of the recent present, combined with past
images of peace, re-appear. As a last resort, he turns fo
religion. First he ‘confesses' and then accepts God's will.

He confesses that he lacks valour, and accepts death as the
manifestation of fate. Following the presentation of his
intimate thoughts, the narrator adds another prayer. On a
general level, he prays for all soldiers, re-introducing the
order of St George (Georgievekii krest). The leitmotif of the
cross, especially its ambiguity, has the furiction of kringing
together the spheres of religion and the military in the

chapters to follow.

211 preparing for the tragic outcome, the narrator introduces or continues with the
presentation of a tragic atmosphere; he then focuses on Volodia’'s depressive mood and
his fear; finally he anticipatcs the tragic end by pointing to events preceding this
resolution as incvitable.



Along with the leitmotif of the cross, again and again the
narrator employs the motif of gambling. The elder brother
Kozel'tsov loses all his money at playing cards (Chapters XVI
and XVII). in Chapter XX his brother loses in a draw, with the
result that he must participate in a dangerous mission: to
execute an order for which none of his colleagues is willing to
volunteer. As he approaches the battlefield, he manages to
overcome fear before he is confronted with a shocking image
of death:

UeThIPE YeJI0OBEeKa MaTpPOCOB OKOJIO DpycTBep2 (:a HOTU U

3a PYKM IepKaay OKpOoBaBISHHBIN TRYI KAKOT0-TO

yeJioBeka 6e3 caror U IUHeMY U pacKayuBau ero, xemnas

IIepeKUHYTh ero yepe3s 6pyctBep. (Ha BTOpON IeHb

GoMbapIupoBaHus He ycnepanu youpaTp Teja Ha

facTUOHAX U BHIKMIAKIBAJIK UX B POB, YTOOH OHU He

Mellaal Ha 6aTapesax). BoJjons ¢ MUHYTY ocTunbGeHerl,

YBIIAE, KaK TPYI yXapWICs Ha BepllHy OpycTBepa u

OTOM MEIJIEHHO CKaTWICA OTTyJa B KaHaBy." [4:105]

One of the soldiers who joins the younger Kozel'tsov is
the private Mel'nikov, another of the buffoons in Tolstoy's
works. He appears to be the only soldier who displays 'gallows
humour' in the face of death (Chapters XXIl and XXIll}. One of
his fellow-soldiers characterizes him as follows:

— A TaKoH y Hac, Ballle Oaropoaue, IIynb CONIATUK

ecTh. OH HUYEro Kak ecTbh He OOUTCS U Telepb BCe Ha

JBOpe X0NUT. BH erc o3BOJbTE IIOCMOTPETh: OH U U3

ce04a-TO Ha Beamedd Noxox. [4:107].

jos)
~1
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Mel'nikov also receives the order of Georgievskii krest
(St George's Cross) made out of a bullet by one of his comrades
(p. 110). This act — a clear manifestation of mockery —
contrasts sharply with the general idea of advancement and
with the scene in which the elder Kozel'tsov faces and
‘receives’ the priest's cross shortly before he dies (p. 114).

In Chapter XXV the narrator describes the enemy's surprise
attack, which finds the elder Kozel'tsov's unit trapped.

In facing the inevitable outcome, he displays bravery and
succumbs to the illusion (and the official interpretation) that
the Russian army has withstood and defeated the French
troops.

After his fatal wounding, Mikhail Kozel'tsov tries to
suppress the pain and awaits death without fear. All his
thoughts and perceptions are presented through the narrator
(in reported speech) except for two of his questions. In
contrast to the focus cn personal aspects displayed by the
officers Praskukhin anc Mikhailov in Sevastopol' v mae, Mikhail
Kozel'tsov's thoughts centre around military matters. 1t is
significant that the narrator does not specifically describe the
moment of his death. The presentation and the focus on the
moment of death witnessed by other characters do not fit into
Tolstoy's poetics of death. Before he shifts his attention to
the younger brother, he describes the elder brother's wish o
die a heroic death: "llaft Bor eMy TaKoro xe cdacTusd." [4:113].

At the beginning of Chapter XXVI, the narrator contra-

dicts this wish, thus anticipating Volodia's tragic end. In



describing the final moments of his life, the narrator joins the
‘external’ perspective of Volodia's colleague Vlang, whose
presence is explained by the mode of death: Volodia is killed
suddenly on the spot. Facing a group of attacking French
soldiers, their unit reacts with bravery, all except for Baron
Viang, who intuitively decides to flee and survives. Viang is
also the first one to witness Vladimir's death:

UTo-TO B IUHEJIM HUYKOM JIeXXaso Ha TOM MecTe, rjie

CTOsIJI Bonos, U BCe 3TO IPOCTPAHCTBO OLIJIO YIKE 3aHATO

@paHLY3aMu, CTPEIABIMMY B Hamux. {4:116].
This laconic staiement underlines the drastic change, the
annihilation of Volodia’s body and the transformation from life
to death.

The main difference in the presentation of death of the
four main characters in Sevastopol' v_mae and in Sevastopol' v
avguste 1855 goda lies in the fact that the latter story lacks
the ‘internal’ perspective for the presentation of the two
characters facing a borderline situation, as seen in the former.
The narrator also omits the description of the moment of death
in the third story, concentrating instead on its causes, focus-
ing on the process of dying in the case of the e'der brother and

the result in the case of the younger.

The thematic treatment of the theme of death in the
short story “Tri smerti” (Three Deaths, 1859) centres around
modes of natural death and the specific mode of the ‘violent’

death of a tree. The title itself refers to the deaths of two
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individuals and a tree — three significant incidents which
segment and structure the narrative — and alludes to works of
religious literature (the genre of parable in particular) and
folklore, which exhibit triadic structures. As in many other
works, the existential situation of facing death is exploited by
the author to reveal the umotional reactions and ‘philosoph-
ical’ attitudes of those ‘trapped’ in this borderline situation.2?
In literary texts borderline situations often occur as inter-
connected clusters.

Facing borderline situations causes human beings to
undergo a crisis. Awaiting death, human beings may react with
isolation, self-pity, pity, indifference, selfishness, anger,
hysteria or equanimity. In “Tri smerti”, the narrator describes
three fundamentally different ‘coping mechanisms’ with ‘regard
to imminent death. The main theme — the mortality of human
beings and the transformation of inanimate Nature — frames
the secondary motifs, such as travelling, flight, dreams, the
passage of time, and transformation. Apart from these motifs,
the narrator also portrays typical symbolic actions performed
by typical characters, along with symbols, symbolic objects
and buildings related to open and closed spaces, such as
making the sign of the cross, the icon, the grave, the cross and
the church. All these secondary elements are integrated into

the general context of the theme.

22Human beings cannot determine, change, or transgress borderline situations such as
death, birth, guilt, chance, suffering, conflict, fighting, and descent; the German
Existentialist philosopher Karl Jaspers (1883-1969) considers them as impenetrable
boundaries which limit and determine human existence.
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The title with its brevity and simplicity anticipates not
only a tri-partite structure but also the thematic dominance of
one theme: death. It also co-incides with the first direct
reference to the dominant theme. There are only a few titles
among Tolstoy’'s major works which anticipate the topic. lts
evocation of a specific cultural context and a reference to
intertextuality causes the well-educated reader to expect the
treatment of possible moral, religious or didactic questions.

Despite the brevity and simplicity of the title, the story
itself deals with a rather complex subject. In short, “Tri
sn-erti” depicts three different concepts and attitudes
towards death, mortality and resurrection, as exemplified by
the behaviour of two human beings and a tree. The narrative
first focuses on the rather emotionally determined over-
reaction of Lady Shirkinskaia, secondly, on the stoicism
expressed by the old and selfless coachman Fedor, and finally
on the specific personified and passive attitude of an ash-tree.
In the first case, death can be understood as a tragic event, in
the case of the coachman as a natural event, and in the case of
the tree as a ‘natural’ transition.

The two human beings die a natural death while the tree
is felled by one of the minor characters — the coachman
Serega, one of Fedor's acquaintances. Apart from the main
stylistic device of parallelism, contrast again dominates the
composition; e.g., the fact that the Lady and Fedor belong to
two different social classes. The plot of this narrative is

connected through the secondary motif of traveliing as well as
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the triad of the three dominant death-scenes. These scenes
are loosely cennected through co-incidences and the over-
lapping of settings. Lady Shirkinskaia and her entourage
happen to arrive at the station, where Serega takes over as
their coachman and where Fedor happens to die a few months
later. Thus Lady Shirkinskaia's life and death are connected
with Fedors demise, which in turn is connected with the death
of a tree.

“Tri smerti” also displays a dualistic structure on a
temporal level: its plot of events starts in the autumn and ends
in the spring. There is, however, no specific season for death.
Seasons as well as the depiction of Nature serve to frame the
main events, to create a depressive atmosphere for the events
which are told in chronological order. Lady Shirkinskaia's sub-
plot line is fragmented. The narrator begins the plot in medias
res, that is, he omits any references to the past of the two
human beings. Therefore any information about the characters’
past lives, their ‘pre-history’, is left out.

As for the levels of presentation, one can distinguish
between realist and symbolic or allegorical levels. Accor-
dingly, direct references to death can be found on both levels.
Another stylistic feature is the contrast between prosaic and
lyrical language. Tolstoy frequently incorporates lyrical
passages into his prose works; this feature concretizes itself
through repetitions on both syntactic and lexical levels. Again,
one can notice the co-existence of the two tendencies in this

work. In the first chapter of the narrative, the outward



appearance of the chambermaid Matresha is characterized as
follows:

...BEICTPLIE YepHHe I'71a3a TO CJIeAUH Yepe3 OKHO 32

yBeraoluMu IonaMi, TO poOKo BITJIANB BN HA

rOCIIOXKY, TO BECIIOKOMHO OKUIBIBAN YIJIBl KAPETH.

[5:53].

At the end of this chapter the narrator describes Lady
Shirkinskaia's prayer along with her state of health in
conjunction with his portrayal of Nature. This scene evokes
the effects of monotony and lack of change, the permanency of
things:

OHa JOJITO 1 TOPAYO0 MOJIUJIACH, HO B TPY AU TaK Xe OLUIO

60JIbHO U TEcHO, B Hebe, B IOJIAX U 1o Jopore OBIJIO TaK

ke Ccepo U TaCMYpPHO, U Ta ke OCeHHAA MIJIa, HU Hale, 1

pe’ke, 2 BCé TaK JKe ChlaJiach Ha rps3b A0POru, Ha

KPBIIIY, HA KapeTy, ! Ha TYJIYNbl AMUNKOB,... [5: 57].

The third passage of lyrical prose is rendered in the incom-
plete quotation of one of King David's psalms.

The allegorical level of the narrative, closely connected
with the realm of Nature, is presented through devices such as
personification of Nature; furthermore it involves the sym-
bolic actions of cutting the ash-tree and erecting the cross. In
the second chapter the felling of the ash-tree is foreshadowed
by a dream. Nastas'ia, the cook, foresees the felling of this
tree, associating it with Fedor's death. The death of the tree
is presented solely from the narrator's point of view. By

contrast, in the death of Lady Shirkinskaia, we are also shown
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her reaction, her emotions and thoughts. This is not the case,
however, in the depiction of Fedor's death.

It is significant that the number of characters sur-
rounding the three main characters decreases towards the
end of the narrative. At the conclusion, there is only one
secondary character left: the coachman Serega, who ‘causes’
the death of the ash-tree. Fedor's death is witnessed only by
few minor characters, whereas Lady Shirkinskaia's demise is
attended by many of her relatives, friends, her physician, a
priest and a reader (d'iachok). The number of people also
signifies the degree of communication in which the main
characters are involved. Naturally, the tree cannot ‘com-
municate' but since it is personified, it can express its
feelings.

Fedor dies an isolated death. He is not surrounded by
relatives and friends. He restricts his communication almost
to a non-verbal mode (cf. his gestures). His dying does not
interest those people who stay with him in the same room at
the station. Fedor's stoicism betokens the fact that he has
accepted death; that is, from a thanatological point of view he
has arrived at the last stage, at acceptance. Lady
Shirkinskaia, on the other hand, goes through all five stages of
dying and does not want to give in to death until the last
moment of her life.

The narrator begins this narrative with the description
of the weather — it is autumn and damp — and the charac-

terization of the main female character and her chambermaid.



n concentrating on their outward appearances, he contrasts
the healthy condition of the young chambermaid with the
illness-stricken Lady. Then he elaborates on the motif of
iilness, pointing out its symptoms, such as her chronic cough
and her pained facial expression. In describing her pale skin,
the narrator alludes to her condition and anticipates her
possible death: "u GBITO YTO-TO CYXOe, MepTBeHHoe B Gel3He
KOXM 3TOr0 IpocTopHOro psna.” [5:53] Her face expresses: “..
yCTaIOCTh, Pa3dpakeHne U MpPUBEIYHOR cTpafaHue...” [5:53].
This is the second explicit reference to death in this work; it
is also one of several signs anticipating the tragic fate of Lady
Shirkinskaia.

As the plot progresses, the reader learns of further
symptoms and her terminal iliness. The fact of her chronic
disease, its omnipresence, is underlined through the olfactory
mode of perception: “B kapeTe OBIO AYIIHO ¥ NMAXJIO OJie-
KOJIOHOM U TBJIbI." [5:54] It seems as if travelling with
healthy people such as the chambermaid, her husband Count
Shirkinskii, and her physician, undermines her condition even
more.

The first symbolic reference to death is introduced in
the same scene. As Lady Shirkinskaia and her entourage pass
by a church, the chambermaid makes the sign of the cross.
This symbolic action brings religion and Christianity into play,
together with its view of death and the immortality of the
soul. The introduction of the motif of the cross is by no means

co-incidental, and the same motif transformed plays an
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important role in the conclusion of this work.

The presentation of death in "Tri Smerti" includes a
series of various death ‘sentences’, pronounced by the
characters throughout Lady Shirkinskaia's and Fedor's parts of
the story. The narrator utters the final death sentence as he
describes the felling of the ash-tree. These death sentences
manifest avoidance and hypocrisy in Lady Shirkinskaia's case
but brutal frankness and acceptance in Fedor's case. They also
show the tendency to extend mortality into the life of these
two characters.

Lady Shirkinskaia's estimation of her condition differs
from the views expressed by her husband and physician. The
two men, fully aware of the patient's health, of her hopeless
state, write her off, and already consider her a dead person (cf.
the device of transferring death into the realm of life). Lady
Shirkinskaia's hope of survival contrasts sharply with the
physician’s diagnosis. In the dialogue between him and the
husband, there is an evident avoidance of communicating the
death sentence to the Lady:

Oma IeflaeT IJIAHE O KUSHU 33 FpaHuiel, Kak 65

3J0poBasl. A CKa3aTh eil 0 ee IIOJIOXKeHUHU, Belib 3TO

3Hauno bt y6UTh ee. — Jla oHa yKe yOuTa, BaM Halo
3HATD 3T0, Bacusuy IMutrpuy. YenoBeK He MOXKeT XUTbh,

Kor'lla Y Hero HeT JIerKuX, U JIerKUe OIATh BEIPOCTH He

MOr'yT. T'PYCTHO, TAXENC, HO 4TO XK JenaTb? Hame K

Balle JIeJIo TOJIbKO B TOM, YTOOH KoHell ee OB CKOJIb

BO3MOJKHO CIIOKOeH. TyT IYXOBHUK HYXeH. [5:55].



Lady Shirkinskaia succumbs to the illusion of a possible
re-convalescence or miraculous recovery, whereas, apparently,
the husband and the physician decide to leave home and
undertake a trip to Moscow or abroad in order to do her a last
favour.

In a conversation with her husband, who tries to per-
suade Lady Shirkinskaia to discontinue their trip and return
home, she pronounces another death sentence, pointing directly
at her dilemma; she tries to escape death on a spatial plane:

— Y10 XK 4TO AoMa?.... YMepeTb 1oMa? — BCOBIIbBYUBO

oTBeualla bonbHasA. Ho cloBo ymMepeTh, BUIMMO,

MCIIYTaJIo ee, OHA YMOJISIIOIIE U BOIIPOCUTRIBHO

IIOCMOTpesIa Ha MyXxa. [5:57]

The tragedy of the Lady's situation is the fact that she dies a
premature death. As for the coping mechanisms, she exper-
iences isolation and envy, as evident in her comments on her
travelling companions. She is also in despair and expresses
anger. As the only ill traveller, she is almost automatically
singled out in this group; this trip, which can be seen as the
last attempt to flee death (as it turns out later, this act
functions as a good-will gesture). Knowing that the under-
taking is pointless, the Lady, torn between hope and despair,
tries to make her husband fee! guilty by reproaching him for
earlier abrogating the trip to Beriin. Lady Shirkinskaia’s hope
is not based on her religion, althnugh she frequently prays to
calm herself down.

Following this scene at the station, the narrator
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resumes Lady Shirkinskaia's sub-plot line at her home,
focusing on the death-scene, as he describes the last moments
of her life. Surrounded by her husband, physician, relatives,
and the representatives of religion, Lady Shirkinskaia again
shifts from one coping mechanism to another. This scene also
shows the different modes of behaviour expressed by the
people attending the death of the main character. lLady
Shirkinskaia’'s mother reacts with shock and depression, while
her cousin tries to prepare her for death; stressing the
position of acceptance, she pronounces another death sentence
— "—HeT, y’e efl He }UTb, — [POroBopMJia CTapyuKa..." [5:61] —
ironically assuming the role of the priest. The priest himself
tries to build up hope until the last moment of Lady Shirkin-
skaia's life, and succeeds in calming her down. He also at-
tempts to talk the dying patient into believing that a miracle
shortly before her death could eventually cure her. Thus,
siding with the patient, he contributes to denial and hypocrisy,
traits characteristic of the main character.

The optimistic atmosphere evoked by the spring season
in an open space contrasts sharply with the depressed mood
inside Lady Shirkinskaia's house in a closed space. As the plot
line of the death-scene unfolds, it becomes increasingly
dominated by the religious accoutrements of the funeral
ceremony. Objects such as the icon, the stole (epitrakhil), as
well as the priest and the reader (d'iachok), intervene and
determine the process of dying on the temporal level. The

religious ritual culminating in the reader's singing of psalms
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overshadows the private atmosphere of this process. The
singing of psalms adds another philosophical dimension to the
problem of death. The narrator declines to describe the Last
Rites in favour of depicting the Lady's emotional reactions.
After the priest shows her the icon symbolizing hope, she,
knowing that her end is near, begins to doubt even the power of
God: "OH MUJIOCTHB M Beemoryw?” [5:62].

It is not surprising that the incurable illness has
worsened the relationship between the Lady and her husband.
She repeatedly accuses him of not having done his best to cure
her and thus makes him feel guilty. As she approaches the last
moments of her life, it becomes obvious that her husband does
not console her, his inactivity betokens his sense of helpless-
ness. The same ‘inactivity’ displayed by the physician as well
as the ‘indifference’ to a possible change in her state can be
seen at the station.

Approaching the moment of death, the transition from a
human being into an object, the narrator describes this situa-
tion in a concise matter-of-fact style, avoiding any tendency
towards dramatization. He points out the biological aspect of
change: ‘B ToT Beuep GosibHasd yxe He Obijia Tejo, a Tejo B
rpoby cToANO0 B 3ane Gonpworo noma.” [5:63] (cf. here the
device of reversing the cause-effect relation, the anticipation
of the result). This anticipatory stance, already introduced in
the exposition of the story (cf. the physician's comments), is
shared by the narrator as well. This perspective increases

Lady Shirkinskaia's despair, since she intuitively knows (and
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draws conclusions from her husband’s and physician’s beha-
viour) about her true condition, about her imminent death.

The history of her dying and the reaction to her imme-
diate death manifest a constant interplay, an emotional in-
stability between hope and despair, which prevents the main
character from taking a more rational and intellectual ap-
proach. She also displays fear when she notices the physi-
cian's non-verbal act of communication, indicating the moment
of death: “OH MUTHYJI MY>KY. BoJbHas 3amMeTHsa 3TOT XeCT K
JCIYraHHO orJsHymack.” [5:63]. Most of the characters side
with her main attitude, namely denial, (cf. the role of the
priest, and indirectly the husband and the physician, who
display a hypocritical attitude). It is evidently only her
mother who is able to grieve and who tries to prepare her
properly for death.

The philosophical level of the presentation of death
comes to the fore in the reader’s singing of King David’'s Psalm:

Cokpoelb U0 TBoe — CMYIMATCA, — TJIaCUT CAJITHPD,

— BO3BMENL OT HUX AYX — YMUPAIOT U B IIpax CBOM

Bo3BpamanTca. Ilomenmb nyX TBOH — CONIAAOTCA I

oGHOBISIOT Nulio 3eman. Ja 6yneT 'ocioly CaBa BO

BeKH. [5:63].

The divine role of creator and destroyer, the dualistic
and cyclical aspect of life and death, as well as the aspect of
transitoriness, provide the basic pattern of mortality and
immortality in this passage.

Unlike the detailed and complex presentation of Lady
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Shirkinskaia’s death, the death of the other main ‘characters’
— the peasant Fedor and the ash-tree — are dealt with in less
detail (cf. the composition of the chapters, showing a tendency
to decrease toward the conclusion). This trend is evident in
the decreased number of characters witnessing the moments
of death. That is why the narrator provides less information
about Fedor and concentrates only on the last night of his life,
which constitutes only one scene in contrast with the two
lengthy scenes devoted to the main female character.

The narrator uses the device of in medias res to begin
Fedor's death scene. In characterizing Fedor's attitude, his
philosophy of life, the narrator introduces minor and trivial
details: when a young coachman asks Fedor, an old man, for his
boots, Fedor selflessly agrees. Knowing that he will die very
soon, he also behaves with modesty and equanimity, two qual-
ities which might have been characteristic of his past life as
well. His is not the self-centred behaviour typical of the
aristocracy.

There are several ‘death’ sentences, which serve to
attest these qualities. They are pronounced by minor
characters as well as the old coachman. Talking about his
boots, Nastas'ia, the cook, points out drastically the brutal
reality of death: "["Je eMy canoru HagobHe? B HOBREIX calorax
XOpOHUTDb He cTaHyT." [5:58] Fedor accepts this reality, as he
thinks about the period which will follow his death: he asks
Serega to erect a cross on his grave. In talking to Nastas'ia for

the last time, Fedor excuses himself for taking up space at the
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station, and refers with courage and frankness to his
condition: "— Bezsne 6onbHO. CMepTh MOs IIPUIIA — BOT YTO.”
[5:59]

The circumstances under which Fedor awaits the last
moment of his life differ totally from those described in Lady
Shirkinskaia’'s case. The poverty at the station, manifesting
the material poverty associated with the male character,
contrasts with the spiritual poverty displayed by the noble
woman. The old man is obliged to die in loneliness, surrounded
by strangers; in this regard he is almost as isolated as the
ady. Unlike her, however, he must have arrived at the stage of
acceptance long before, and masters his dying with self-
control and dignity. He also endures suffering without being a
burden to other people.

The moments preceding the characters’ deaths evidence
their helplessness. In Fedor's case, the coachman Serega uses
Fedor's predicament to get hold of his boots, while the cook
Nastag’ia’s primary concern is the space which Fedor takes up
during the last night of his life. Fedor's speechlessness
corresponds with the narrator's concise description of his
demise: "0nuH 6oyibHON cj1abo KPAXTEJ, KAllJIANA 1 BOPOIaJiCA
Ha reuyn. K yTpy OH 3aTMX coBepmeHHo." [5:59] Then the
narrator shifts to the cook, who discovers Fedor's death in the
morning. He implements the device of co-incidence as he
uses the motif of the dream to anticipate future events. This
technique connects the second and fourth chapters.

Chapter IV is connected with the previous chapters by



the comparisor between Lady Shirkinskaia’s and Fedor's
graves, as mediated by the minor characters Serega and
Nastas’ia. The main theme connects all four chapters. On the
level of motifs, the motif of the cross introduced in Chapter |
is resumed again in Chapter IV. The motif of wood-felling,
introduced in Nastas'ia’s dream in Chapter llI anticipates the
actual cutting of the ash-tree in Chapter IV. Lady Shirkin-
skaia's plot line and Fedor's plot line cross at the station.
Fedor's plot line is connected with the death of the tree,
through the coachman Serega.

In Chapter IV the coachman Serega, in keeping his
promise to erect a cross on Fedor's grave, fells the ash-tree.
The symbolic, allegorical level — implied in the religious
symbolic acts preceding and following the moment of Lady
Shirkinskaia's death — continues in Chapter IV. lronically, the
tree does not die a ‘natural’ death. The narrator achieves this
effect by transferring human qualities to an inanimate and
organic object.2? The personification of the tree allows for
the classification of violent death. As Serega is cutting this
tree, it reacts accordingly: "OIHa U3 MaKyIl 3aTpeneTana,
COUHEIE JIUCThS ee 3amelTall 4YTo-To... " [5:64]. As the tree is
about to face the moment of death, ‘it' reacts in the following
manner; “JlepeBo B3IPOTHY 10 BCeM TeJIOM, IOTHYJIOCh U BLICTPO
BCIIPSIMUJIOCh, UCIIYTaHHO KoyefasAch Ha CBOEM KOpHe... * [&:

64].2¢ Reacting like a human being, the tree displays fear, yet

23In pre-historic times trees were considered holy and animate.

24 A5 for the etymology of the lexeme ‘ash-tree,” ¢f. Indo-European *osko; the Russian
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it also inevitably ‘accepts’ this mode of death. As for agency,
animals and plants as phenomena of living Nature both die a
violent death.

In its acceptance of death without offering any resis-
tance, the death of the ash-tree resembles Fedor's acceptance
of his own death. The tree also dies selflessly, it provides
space for other objects, and contributes through the process of
change to the establishment of harmony: “IlepeBbs elle
palJoCcTHee KpacoBaJINCh Ha HOBOM NPOCTOpe CBOUMU HElod~
BUKHBLIMU BeTBAMU." [5:65] This is another example of an
ideal death, such as that of Natal'ia Savishna in Detstvo,

combining economical, ethical, and aesthetic requirements.

Semeinoe schast'e (Family Happiness, 1859) is an
early work of Tolstoy's dealing with the impossibility and
unattainability of one of man's ideals: happiness. The plot
centres around the fate of a young woman, and stretches over
a period of three years. The events are told from her per-
spective. At the age of seventeen, shortly after the death of
her mother, she comes to know a man twice her age, who
happens to be a friend of her late father. The young woman
falls in love with this man, marries him, and gives birth to
two children.

During this short period of time, Masha (Mar'ia Aleksan-

drovna) experiences the hard facts of life, including crises of

form iasen’ does not show the direct religious reference to death as its English and
German corresponding equivalents of the component “ash”.



marriage, repeated boredom, and depression. Her initial hopes
for happiness do not materialize, and at the end of this
learning process she is forced to cope with and accept
disenchantment. The novella shows the development of the
process of gaining experience at the expense of achieving
happiness.

The secondary theme of death is introduced in the very
first sentence of this narrative through Masha: "MH HOCUIHU
Tpayp IO MaTepH, KoTopas yMepJla OCEeHBIO, i KM BCIO UMY
B JepeBHe, oIHU ¢ KaTenl u CoHef." [5:67] Despite the fact that
Masha, herself the first-person narrator, refers to some
details which contribute to the overall tragic atmosphere such
as the season of winter, the experience of moumning, and the
main characters’ living in a solitude leading to apathy and
passivity, the author misses the opportunity to thematize
mourning by focusing on the relationship between her and her
parents. However, he does not attempt to characterize her
parents, nor does he describe their death or the main char-
acter's own reactions to this event.

Although mourning affects the atmosphere and the
environment of the main character's residence: "B xIoMme elle
KxaK 6YATO YYBCTBOBaJIaCh CMEPTh; MeYasb U yXKac CMepTH
cTOsUIM B Bo3Iyxe." [5:67]), the female narrator points out at
the same time the lack of any possibie distraction from this
atmosphere. The atmosphere, however, changes as soon as
Sergei Mikhailych, their neighbour and her late father's friend,

visits the family. His presence contributes to a major change:

105
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he is the one who introduces the theme of music [5, 70] and
thus unofficially ends the period of mourning. He also makes
the heroine aware of her loneliness. He is the first and only
visitor who enters the house after the death of the parents.
After the heroine falls in love with the man, and their
wedding is arranged, she gradually becomes frustrated with
her marriage. During the time of fasting, she remembers the
funeral ceremonies of her parents and thus their death [5:91].
The references to the death of minor characters are concen-
trated in short statements. This is also the case in the
mention of the death of a peasant's child, which contributes a
brief reference to another aspect of the presentation of death.
Again, the narrator selects the motif of a funeral ceremony,
one of minor details of the story. The mourning of a minor
character functions as a variant to the mourning of the major
character. The narrator deals with the death of the husband's

mother in a similar way.

Tolstoy's novella Kazaki (The Cossacks, 1863) deals with
thematic aspects, (e.g., military life, violence) similar to
those in some of his early (shorter) and late Caucasian narra-
tives — such as “Nabeg”, “Rubka lesa”, "Kavkazskii plennik”
(The Prisoner of Caucasus, 1872), and Khadzhi-Murat. Apart
from the focus on military life, the author deals extensively
with the motif of unrequited love, along with typical philo-
sophical motifs, such as the search for the meaning of life,

striving for happiness, and the clash of civilization and Nature,
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as well as the more concrete motifs such as hunting and the
impossibility of achieving happiness through love. The latter
motif arises from social and personal differences between
Olenin, the main character, and Mar'ianka, the Cossack girl, the
concepts of sexuality and free love, and the contrast between
the main character's Romanticist expectations as he leaves
Moscow and his frustration at the conclusion of the novella as
he departs from the Caucasus.

All these thematic aspects are interwoven with the fate
of Olenin and his experiences during his stay in a Cossack
village (stanitsa). His leaving, arriving, staying and leaving
again all mark important temporal and spatial junctures in his
life. Approaching and crossing the spatial borders, as well as
the border between life and death, are evident throughout the
narrative and are mainly concentrated in two violent death-
scenes and in the conversation about life between the main
character and the old Cossack Eroshka.

Tolstoy again refers to the Romantic concepts of the
Caucasus propagated by writers such as Pushkin (1799-1837),
Lermontov and Aleksandr Bestuzhev-Marlinskii (1797-1837).
Tolstoy's presentation of the exotic south differs from his
predecessors' use of this geographic area as an unusual setting
inasmuch as he distances himself from the concepts of hero-
ism and the type of the Romantic dreamer. In his short-stories
"Nabeg" and “Rubka lesa", Tolstoy caricatures - e fashionable
theatricality of some of the soldiers as well as their precon-

ceived images and (in some cases) their fatalistic behaviour:
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inexperience coupled with bravery is often punished, while
some of these Romantic types even lose their lives.

As often in his early works, in Kazaki Tolstoy again

employs familiar settings. Although the main character is
integrated into military life, nevertheless war on a mass scale
and the military confrontation between two armies does not
come to the foreground. The military confrontation is restric-
ted to the defending of positions at the outposts of Tsarist
Russia. As the title of the novel indicates, the author's main
concern is the Cossacks’ life, inciuding their and the Russians’
private lives.

The Cossacks as allies of Tsarist Russia appear fre-
quently in nineteenth- and twentieth-century Russian litera-
ture.25 In the introduction of this ethnic group into Russian
literature by writers such as Gogol' (1809-1852), Pushkin and
Lermontov, one encounters certain images and stereotypes
regarding their philosophy of life. The reader associates
Cossacks with love for freedom, a certain political indepen-
dence from Russia, bravery and cruelty in fighting as well as
an excessive and primitive way of life manifested through
drinking, fighting and unbridled sexuality. In his introductory
chapters, the narrator acquaints the reader with one specific
group of Cossacks. He introduces them in general terms before
proceeding to the characterization of some of the main Cos-

sack characters in detail. Since the author employs omni-

251udith Deutsch Kornblatt, The Cossack Hero In Russian Literature. A Study In
Cultural Mythology (Madison: The University of Wisconsin Press, 1992).




scient and reliable narrators, their preliminary judgements
and characterization are inevitably correct.

The overriding context of military life pre-determines
the dominant violent mode of death in this work. The two
central violent death-scenes of the narrative are closely
connected with one of the major characters, the young Cossack
Lukashka (Luka Gavrilov), who functions both as a murderer and
— in the conclusion of the work — as a victim. The narrator and
Lukashka present the violent death of an abrek, a Chechen, an
enemy of the Cossacks; the incident is reported first by the
narrator and then by Lukashka. In the final death-scene, the
narrator — through Olenin's eyes — witnesses and reports on
the Chechens’ counter-attack. The author integrates the motif
of killing into the philosophy of the savage people. For them
killing of other human beings as well as animals appears to be
natural. Hunting is the common denominator applicable both to
killing of animals for economic reasons and the killing of
human beings (on political or personal grounds).

The immature Lukashka is the prototype of the killer-
warrior. He is introduced as a killer in this work, a character
who does not have any scruples about killing, or stealing
horses. When Lukashka's friend Nazarka is not able to kill a
pheasant, Lukashka shows no hesitation in slaughtering the
bird [6:27]. This event, as well as the slaughtering of other
animals, foreshadows and parallels the killing of human
enemies.

The motif of death is introduced in the exposition of the
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novel with thoughts about natural death, while at the conclu-
sion of the narrative the violent death-scene contributes to a
cyclical structure. The definiteness of Olenin's decision to
leave Moscow is compared to the irreversibility of death. Thus
he alludes to the possibility of his death in the south which
could transform the farewell with his friends into a final
farewell:

... BCe KaK 6y ATO BAPYT CCOBOPUJINCH CHJIbHEE MOICUTH

ero, IPOCTUTHh KaK epel UCIOBEIbIo UMY CMepPThI0.

MoxeT GHTh, MHE He BepHVThCS ¢ KaBkasa, AyMa oH. [6:

7]

One of Olenin's dreams centres around his wish for self-
realization and glory. He prepares himself both for success
and for the extreme tragic outcome, i.e., violent death. In
acting like a Cossack, Olenin imagines himself to be a killer
who is successfully integrated into Cossack life. The Cossack
life serves as a model which Olenin tries to imitate:

...HO CJ/laBa, 3aMaHuBas1, I CMEPTD, yIrpoXas, COCTaBIAIT

uHTepec sToro 6ynyumero. To ¢ HeOOHYAKHOK xpab-

POCTBIO U Y XUBJISIOWEro BCex CUION OH yOuBaeT U

rioKopsAeT 6ecunciIeHHoe MHOKECTBO roples... [6:11].

A gradual approach to the south shows indicators of
violence and increasing signs of death as the narrator learns
about violent death : "Ha oqHO# CTaHUUU CMOTPUTEAb pacCKa-
3a71 HeJaBHO C/Iy4UBlIeecs CTpalHoe yOUncTBo Ha gopore.”
[6:13]

In introducing Lukashka, the narrator shows a minor
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character — the old woman, (baba) Ulitka — referring to one of
his noble deeds: "JIyxallka Npo3BaH YpBaHOM 34 MOJIONEYeCTBo,
3a TO, YTO Ka3auoHKa BHITAllMJ U3 BOIH, ypBal”[6:21]. The
first reference to this character points out not only one of his
positive traits, it also connects and contrasts the motif of
avoidance of death — i.e., saving life — with the forthcoming
motif of the realization of violent death.

The second reference to Lukashka's qualities appears to
be somewhat ambiguous. His superior in the army points out
the fact that the young Cossack has killed a human being. In
talking to the old Cossack Eroshka, the superior compares the
young Cossack with Eroshka: "V To yioBok cTajl TBoil,— [...] Bce
KaK TH XOJIUT, IOMa He MOCUAMUT; HaMeIHu youn oaHoro." [6:
26]

Another episode characterizing Lukashka's ability to kill
and slaughter is the scene in which his friend Nazarka is
unable to kill a pheasant. Throughout this work, the juxta-
position of hunting animals and killing people becomes obvious
in the merger of these two related semantic fields, thus
contributing to a common denominator. Verbs designating
hunting and killing are used by the Cossacks interchangeably.
Talking to Eroshka, Lukashka's superior refers to the enemies'
comparing them to animals, to fish or deer: "TyT abpexoBn
JIOBUTD, a HE CBUHEN Haxo." [6:25]. Uncle Eroshka also draws
the same comparison:” — Hy, pebaTa, [...] BOT 1 A ¢ BaMU TIONLY.
BHl HA YeuyeHIes, a g Ha CBUHen cuieTs Oyny." [6:25] The verb

sidet’ is used in the meaning of 'watching out for animals'.
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That is why the nightly Cossacks' activities of watching
out for enemy soldiers and hunting for boars are combined.
During this watch Lukashka notices a boar, but misses him as
he tries to shoot him. As the morning approaches, Lukashka
hears a suspicious sound, and catches sight of a floating trunk
(kariaga, karcha). As it turns out, the trunk is serving as a
camouflage behind which a Chechen warrior is hiding himself
as he swims across the river Terek into Russian territory.
Lukashka fires a shot and kills the man [6:33-34).

The narrator's description of this event as it gradually
unfolds itself in time begins with the presentation of acoustic
and visual perceptions. Lukashka first hears sounds before he
catches sight of the Chechen's hand and head. Before he fires
the shot, he pronounces the words Ottsu i Synu, thus alluding
to the sign of the cross. He asks for God's help not to miss, cf.
also his comment as he tells Eroshka about his deed: "Hy Cnasa
Tebe, Focnonu, aymalp, yomn!" [6:36] whereas Nazarka and the
other Cossacks cross themselves to show respect for the dead.
Lukashka's attitude towards the killed Chechen demonstrates a
lack of conscience. He considers the act within the context of
hunting; in his introductory sentence of his report to Eroshka
he compares the Chechen warrior to a beast: "TH BOT HHUYEro
He BULAN, N4Ad, a g ybun 3peps,..." [6:36). Kiling an enemy
appears natural to him. He regrets, moreover, that he was not
able to kill more enemies:

... a4 ero My4mJio HeTepiieHbe; OH TaK ¥ XyMaJl, YTO BOT

yAAyT Te abpexy, KoTopble WK ¢ yOuTEM. Kak Ha



xafaHa, KOTOPHI YIIen BeuepoM, XocanHo GuJIo eMy Ha

abpeKoB, KOTOPLIe yRIYT Tenepb. OH MOrJIANLBAN TO

BOKPYT cebsi, To Ha ToT Geper, oxuaas BOT-BOT YBUIATD

elte YeJIOBEKA, U, IPUAAIUB HOACOMKY, FOTOB BHII

CTPenaThb. O ToM, 4ToOH ero ybusu, eMy U B FOJIOBY He

TIPUXOANIO. [6:34]

His suppression of the thought of his own death explains
the fact of his careless attack in the final death scene: he is
the first to attack a group of Chechens. Because of his youth
and inexperience, Lukashka's attitudes and actions seem to be
understandable. This becomes more obvious when Eroshka
evaluates his killing:

—Yero He BUAATD! — C CEpIIIeM CKa3al CTapyK, M YTO-TC

CepPBbe3HOe U CTPOroe BHIPA3MIOCH B JIlle CTapuKa. —

IxuruTa y6uI, — cka3ai oH Kak 6YATO ¢ coxaieHueM. [6:

36]

As with the dead animals, Lukashka and the other Cossacks are
interested in the dead man's property. The latter becomes an
object of trade: the Cossacks will keep the corpse until the
dead man's relatives buy him back [6:37].

In the third Sevastopo! story, Sevastopol' v_avguste 1855
goda, Tolstoy portrays the angel of death ruling over the lives
of the soldiers. In this work, he introduces another angel as
the Cossacks discuss the possibility of profiting from trade
with the corpse. The narrator's comment can be seen as a
poetic and concluding answer, introducing a moment of silence,

to the tragic event: "HUKTO HU4Yero He OTBETMJI, U CHOBA TUXUN
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aHres nposieTel Hal KasaxkaMu." [6:37] During this moment
the narrator sets out to describe the corpse in detail, pointing
out the good-natured smile on the dead man's face. Then the
silent ange! leaves this tragic place [6:38].

The second relevant passage dealing with death from a
philosophical point of view comprises a dialogue between
Eroshka and Olenin. The old Cossack talks about hunting and
women, and confesses his past crimes to Olenin. When he
starts talking about religion, he voices the opinion that sin
does not exist and that God's creation is meant to provide
human beings with joy. He strictly opposes the official Muslim
religion as expressed by the Mullahs and Kadis:

fl Tak IyMaio, YTO BCE OIHA (asblib, — NpUBaBUI OH,

[IOMOJIYAB,

— UTé asiblllk ? — cpocuil OJIeHUH.

— Jla 4TO YCTABWUKY FOBOPAT. VY HAC OTel MOH, B

YepB/I€HOM, BOMCKOBON CTAPIINHA — KyHaK MHE OBUL

MoJtonen 65T, KaK ¥ A, TaKol )Ke. YOunu ero B YeuHAX.

TaK OH IOBOPWII, UTO 3TO BCE YCTABIUKY U3 CBOEH T'OJIOBHL

BRIAYMHBAOT. CIOXHellb, TOBOPHUT, TPaBa BEIPACTET Ha

MOTHJKE, BOT U BC&. — CTapuK 3acMestycs. [6:56]

This is a clear rejection of the concept of life after death.

As they talk about Lukashka's deed, Eroshka disapproves of the

young Cossack's attitude towards violent death. Olenin, who

tries to force him to confront Eroshka with his past, asks
roshka whether he used to kill people. Eroshka avoids

answering this question since he would have to admit his guilt:
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310 JlyKamka JpKUruT. O" ueueHa yousI; TO-TO |

panyeTcs. Y ueMy paxyetcsi? Iypak, Xypak!

— A TH yBuBan nojaen? — cnpocusa Onerus. [...]

— YopT! — 3aKpUUaN OH Ha Hero. — UTO CIpamiiBaels?

COBOPUTH HE HaXo... [6:59].

In characterizing Eroshka, the narrator adds that this Cossack
had killed many Chechens in his time.

The third relevant death scene deals with Lukashka’'s own
death. One day a group of Chechens starts shooting at the
Cossack outpost. The Cossacks manage to get help and out-
number the Chechens. This situation bears similarities to the
final death scene in Tolstoy's novella Khadzhi-Murat. Lukashka
leads the Cossacks as they attack their enemy. When the
Chechens realize the hopelessness of their situation they start
preparing themselves for their violent death. They start to
sing and bind their feet. The confrontation between the two
hostile groups takes only a short time. Lukashka's heroism —
he tries to capture one of the Chechen warriors alive — proves
to be fatal for the young Cossack:

YeueHell 6BUI TOT CaMHEI KpacHHM, 6paT ybuToro abpeka,
KOTOPHI Dpue3kai 3a TeJioM. JIyKallka KPpy T eMy
PYKU. BIpYr YyedeHell BHIPBAJICA M BHICTPENINNI U3
nucroneTa. JIykamka ynal. Ha )KuBOTe Yy Hero
IIoKa3ajach KPOBb. [6:145]
While Lukashka is indeed fatally wounded, the narrator does
not present the actual moment of death. He continues to

describe the violent death of the Chechen as he is executed by
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one of the Cossacks:

XOpYHﬁuHIHOEomeHI(HBMYIﬁ60KOM,KaK6YHT006XOHﬂ

ero, OHICTPHIM IBUKEHMEeM BHICTPeJIUI U3 [MICTONIETa B

yxo. YeueHell pBaHyJICA, HO He YCIeNl ! ylaJl [6:145]
This graphic depiction of violent death can be compared only
to the direct explicit presentation of death in Tolstoy's late
novella Eﬁﬁuﬁﬂﬂ;ﬂuugL

The presentation of death in Tolstoy's early narratives is
marked by the employment of a variety of artistic devices.
Tolstoy uses these techniques to express the multitude of
aspects connected with this complex theme. He presents death
in the majority of his narratives on a realistic level. In "Tri
smerti" he combines this level with allegorical passages
without transgressing the boundary from the real to the unreal
world. The imagery and the symbols in his early works support
and emphasize the tendency of directness and explicitness
in presentation. Christian imagery and symbols, integrated
into the tradition of Christian rituals, dominate.

The narrative techniques of anticipation, retrospec-
tion and introspection contribute to the requirement of
clarity. The integration of characters into specific borderline
situations in private and military life, into life-threatening
situations, prepares the reader for tragic incidents. The
tendency towards frankness as well as the anti-dramatic
distribution of information — e.g., through the reversal of
cause and effect — eliminate the presentation of death as a

sensational event.



In depicting death, Tolstoy varies between introspection
and concise reporting of the deaths of individual and anony-
mous characters. He either presents the moment of death, as
well as the transition from existence to non-existence, in a
concise manner or omits the description of this point of time.
His narrators present the process of dying either from a
multiple (Lukashka's killing of an enemy) or a single (Lukash-
ka's death) perspective. In describing Nekhliudov's suicide, the
narrator goes on to explain the young man's motives for this
act.

In portraying natural death, Tolstoy usually places it into
the sphere of family life. He has characters die either a pre-
mature or a timely death. They die either surrounded by their
family members or in solitude and isolation. Furthermore
their deaths are (a) expected (Nikolen'ka's Grandmother), (b)
accidental (the drowning of the peasant; Polikushka's child) or
(c) violent (the killing of a French soldier by the Cadet Baron
Pest). Most of his characters participating in military life die
{or avoid) a violent death. Using the technique of contrast,
Tolstoy presents different characters’ reactions, attitudes and
philosophies of life. Facing the inevitability of death, the
characters either focus on the future and the after-life or turn
to their past lives. Certain modes and variants of violent
death are not included, such as killing of spouses, brothers,
fathers and children. The depiction of death in Tolstoy's early
works manifests his artistic sophistication in presenting this

and related topics.
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Chapter Two: Death in the Major Novels Voina i mir (War and
Peace, 1868-1869) and Anna Karenina (1873-1877).

The genre of the novel (or long narrative) enables the
author to present an extended plot line, including several sub-
plots and a variety of topics. Novels themselves are usually
segmented into further units of content. Voina i mir (War and
Peace) includes a variety of themes treated systematically in
digressions or incorporated into the lengthy overall plot.
These encompass characters' activities such as hunting,
celebrating, entertaining, travelling, scheming, meditating,
searching, loving, hating, giving birth, killing, and dying of
natural causes. Tolstoy depicts the death of several major and
minor characters and has several characters facing death.

Authors of long narratives provide the reader with a
large quantity of information. In both of Tolstoy's major
novels, a topic such as death tends to be rather fragmented,
that is, it is distributed throughout the text. That is why the
deaths of principal characters are prominent only in the
specific parts of the novel in which they are presenied and not
in the novel as a whole. Moreover, the deaths of several main
characters reduce the effect of death as such. The question of
dominance — of one particular theme, or of different semantic
fields — can be answered more easily in short narratives than
in works such as Voina i mir and Anna Karenina. Although
Tolstoy has principal characters in both of his novels, and

some of these characters die a natural or violent death, the
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main problem of determining the question of dominance or
equilibrium is the ratio between the dying and the surviving

main characters. In both novels, one can see rather a balance.

The subject of death plays an important role in Voina i
mir throughout the entire plot. There are many deaths both by
natural and violent causes, attempts to kill in battles and to
commit suicide: cf. the death of Count Bezukhov, the premature
death of Liza Bolkonskaia and her husband Andrei; the death of
father, the old Prince Bolkonskii; the death of Héléne Kuragina,
Pierre Bezukhov's wife; the deaths of Petia Rostov and Platon
Karataev; the death of the old Prince Rostov; General Kutuzov's
death and the numerous mass killings in battles.! Some of the
deaths of these characters are dealt with in detail; the deaths
of other characters, on the other hand, are only briefly
reported, (e.g., of Héléne Kuragina and Petia Rostov).

The narrator introduces the theme of death at the very
beginning of the novel's exposition. Its first climax co-incides
with the death of the old Count Bezukhov. The depiction of his
death serves primarily to characterize one of the principal
characters of the novel: Pierre Bezukhov, the Count's illegiti-
mate son. Count Bezukhov's death turns out to be one of the
turning points in Pierre’s life, since it changes his status

within society. The other significant death-scene depicts the

IThe analysis below will focus on the outstanding death-scenes.
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first life-threatening experience faced by the young Petia
Rostov in a battle.

Using the technique of fragmentation, the narrator
introduces the motif of violent death at the very beginning of
the novel: during a soirée, Anna Pavlovna Sherer's guests
characterize Napoleon as a murderer, furthermore another
guest refers to violent death in detail as he describes the
execution of Count Vicomte de Enghiéne. The narrator employs
the technique ofin medias res to introduce the characters and
to mediate their conversation. Integrating the potentiality of
military confrontation, the narrator introduces in the expo-
sition the technicue of anticipation of death. One of the
crucial predictions about a major character's violent death is
Liza Bolkonskaia's statement about the possible death of her
husband Andrei.

The first significant death-scene of the novel is the
presentation of the ‘non-verbal’ dying of the old Count Bezu-
khov. His death is introduced, ‘announced’, through repeated
anticipatory remarks of some of the characters in the expo-
sition of the novel. The narrator himself anticipates this fact
to focus on the possible reactions by the characters partici-
pating in this scene. He combines the introduction of Pierre
Bezukhov with this important event:

STOT TOJCTHI MOJIONON YesoBeK ObYI He3aKOHHEIN CHH
3HaMeHUToro EKaTepHHCKOro BeJIbMOXH, T'pada Be3yxosa,

yMUpaBlLero Tenepb B MockBe. [9:11]
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The next reference to the imminent death of the old
Count is made by the narrator himself as he touches on the
major news of the day from Moscow [9:44]. He refers to the
Count's condition, describing and masking it as an illness. As
the conversation continues, the narrator uses an omniscient
intrusion to distance himself from the character's discourse,
graphically marked by parentheses:

.. TaK YTO HUKTO He 3HaeT, eXeJIl OH YMpeT (OH Tak IUIOX,
YTO 3TOT0 KAYT KaXAYI0 MUHYTY U Lorrain ipuexasn ua3
IMeTepbypra) KOMY JOCTAHETCS 3TO OrPOMHOE COCTOSHUE,
IIbepy WIU KHA30 Bacunuo. [9:46]

This intrusion complements Anna Mikhailovna Sherer's
remarks about the relationship between Pierre Bezukhov and
his father. What is important in the depiction of the following
death-scene, or anti-death-scene, is the fact that non-verbal
or failed communication between the son and his father —
symbolizing the non-existent nature of their relationship —
dominates and contributes to a rather strange atmosphere.

The death-scene itself can be compared to an official
legal procedure: its participants gather at the old Count's
house to await his death. The actual relationship between
them and the Count is concerned with primarily legal aspects:
a personal intimate relationship between the father and his
illegitimate son was probably never established. The death-
scene itself thus reveals a mere legal relationship between

Pierre and his father, and a crisis besides. That is why
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economic and financial aspects resulting from the old count's
demise overshadow any emotional rg3ponses.

The last meeting between father and son lacks any
personal and emotional participation on either side. The
narrator restricts himself to the presentation of the dying
process; he leaves out the actual moment of death. Further-
more, the narrator limits himself to the presentation of
Pierre’s observations and a few of his father's physical
reactions to his imminent death. The father and son share a
sense of passivity and powerlessness. Their intellectual
passivity is symbolized through the narrator’s repeated
comparison of them to Egyptian statues. This death-scene
features prominently among Tolstoy's death-scenes, as it is
not accompanied by a presentation of internal psychological
processes and philosophical reflections.

There are very few death-scenes in Tolstoy's writings
which are integrated into rituals and ceremonial behaviour to
such a degree as this one. Moreover, the old Count Bezukhov's
death is part of an intrigue, which foregrounds his death as a
matter of finances or weaith at the expense of all other
private considerations. Both characters are reduced in
stature, with the result that they appear more as liabilities
than as human beings. Their passivity also corresponds to
their lack of free will. That is why Pierre is led around and
told what to do by one of the minor characters, Anna

Mikhailovna Dolokhova.
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The death of this aristocrat follows the religious ritual
and the corresponding ceremonies of his social class. The
impersonality of the whole procedure manifests itself through
remarks by certain minor characters’ — physicians, priests and
relatives of the Count who officially are waiting for his death,
and, are especially interested in the publication of his last
will. The old Count's dying begins with the physicians’
bulletin and with the preparation of religious ceremonies:

JloxTOopa 06 bABUIMHY, YTO HAAEK K K BRI3JIOPOBISHUIO HET;

fosIbHOMY JaHa Obljla Ty Xas UCIIOBelb U IPUYacTHUe,

Ienaiy IPUroToBNIeHus g cobopoBaHKs, U B IOMe Obisla

CYeTHS U TPeBora OXUJIaHWs, OOLIKHOBEHHAS B TaKue

MUHYTHL. [9:84]

One of the priests in talking to a lady about the
inevitability of death expresses the impersonality of the
situation through a stereotypical phrase:

— [Ipenein 4enoBeYeckui, — rOBOPHII CTaPUYOK, AyXOBHOR

SN0, KaMe, IoJCeBlley K HeMy U HauBHO cJyilaBlied ero,

— Ipejien MOJIOXKEeH, ero e He npennemyu. [9:84].

The narrator continues to record the sequence of the minor
characters' trivial remarks and when Pierre arrives at his
father’'s house, the final religious ceremonies begin in the
room of the dying Count.

During the ceremony, both father and son are passive
receivers and participants waiting impatiently to get over
with this scene as soon as possible. The final confrontation

between Pierre and his father finds its climax in the estab-



lishing of eye contact {9:99]. The de-humanized nature of their
last meeting is indicated by their speechlessness, and
emphasized through their comparison to lifeless statues. As
Pierre notices his father's powerlessness and his smile, he
reacts emotionally: “..., IIb€p IOYYBCTBOBAJI COLPOraHNE B
rpyny, IMAMaHNe B HOCY, U CJIe3H 3aTYMAHWIN ero apeHue.” [9:
100]. Then he leaves the room without witnessing the moment
of his father's death.

As is the case in his early works, war and its
manifestation of violent death contribute significantly to this
theme and its manifold aspects in this work. At the battle of
Austerlitz the narrator contrasts mass Kkillings with the
wounding of individuals. The integration into the plot of fatal
experiences such as violent death and wounding provide the
narrator with the opportunity to focus on the portrayal of
characters — Andrei Bolkonskii in particular.

After being wounded, Prince Andrei is first unconscious.
When he regains consciousness, the narrator presents the
workings of his mind: his perception and thinking. The narrator
uses the borderline situation of closeness to death as a motif
to reveal Andrei's spiritual transformation. This is a common
motif in Tolstoy works; however, not every character takes the
opportunity to recognize the meaning of specific situations,
their epistemological function. The gaining of specific in-
sights through facing death or other borderline situations

differs from one character to another.
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The process of Andrei's spiritual transformation is indi-
cated symbolically through a shift in perspective. The hori-
zontal perspective of the observer and soldier is superseded by
the vertical perspective of the lying and passive wounded
soidier, who can only see the sky. Andrei sees nothing but the
sky, as he regains consciousness:

OH pacKpbla ry1aza. Hax HUM Obino onsTh BCE TO XKe

BBICOKOE Hebo ¢ ellle Bhille MOAHABMUMUCA obJlaKaMy,

CKBO3b KOTOpPHie BUIHeach cuHewllas 0eCKOHeYHOCTD.

[9:353]

As he turns away from this world, Andrei becomes aware
of the nothingness of life and death in general: the narrator
again employs the motif of co-incidence to contrast a purely
fictitious person meeting a historical person in a pseudo-
fictitious scene:

Jla 1 BCE Ka3aJoch TakK 6ecrnoyjiesno 1 HUIYTOXHO B

CpaBHEHUU ¢ TEM CTPOrdM U BeMYEeCTBEHHBIM CTPOEM

MBIC/IN, KOTOPBI BHI3EIBAJIM B HEM ocniabieHue Cuil oT

UCTeKel KpoBy, CTpalaHue U BIU3Koe oXuaaHue

cMepTu. 'nsAfA B rnasa HanoneoHa, KHA3b AHADEN

IYMaJI 0 HUUTOXHOCTHU BENMUNYNA, 0 HHYTOXKHOCTU KU3HH,

1 0 eme GONbIIEM HUYTOXKECTBE CMepTH, CMBICTT KOTOPOR

HUKTO He MOT HOHATDb U OBbACHUTD U3 KUBYUIUX. [9:356]

(5]
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In this presentation of Andrei's thoughts the narrator points
out the element of the universality of the absurd and the
mystery of death.2

This scene is framed by numerous references to dead and
wounded anonymous soldiers. The meeting serves to contrast
two different perspectives. It unveils Napoleon's superficiali-
ty in relating to other people and with regard to their death, to
Prince Andrei's situation in particular. Napoleon's remarks
appear to be out of place, even cynical. Looking at the dead
Russian soldier he remarks: "De beaux hommes" [3:353] and as
he notices Andrei Bolkonskii: "Voild une belle mort.” [9:353] At
the same time, these remarks reveal an aesthetic perversion
and aberration which characterize the French emperor in a
negative way. It is also one of the numerous examples in
Tolstoy's works of one character's false assumption of another
character's death.

Facing the possibility of his imminent death, Count
Andrei continues tq think about things unknowable to him.
Accepting death, he again becomes aware of the mysterious.
The uncertainty about his son's life affects the father's
emotionz! state. In assuming the worst, he condemns war: "...

y6UT B CpaKeHUuY, B KOTOPOM IIOBENIN y6uBaTDb PYCCKUX

2T0lstoy has several of his characters experience the mystery of death shortly before
their moment of death; these characters, however, never communicate their insights
about this phenomenon; thus, death hides the unknowable from the living; cf. also a
similar aspect regarding the presentation of the common soldier Avdeev’s death in the
novella Khadzhi-Murat.
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AY4WuX N0Jeld U pyccKywo ciaBy." {10:34]; anticipating his
son's fate, he also prepares other people for this tragic event.

At the battle of Borodino, Andrei Bolkonskii is fatally
wounded. This time he cannot escape death. The narrator
focuses on the last two days of his life, his dying and his
subsequent funeral. The process of dying and the fact of
mortality are fragmented and reversed; the narrator treats the
dying patient as a dead man while he is still alive, as becomes
evident through other characters’ attitudes and reactions to
Andrei's approaching death. In facing death, Andrei also moves
away from life in several ways. As far as his individual epis-
temology is concerned, he profits from this departure by gain-
ing a specific kind of knowledge, a revelation not accessible to
other people:

OH BUAMMO C TPYAOM NOHMMAJI BCE )XUBOE; HO BMeCTe C

TeM YYBCTBOBAJIOCh, YTO OH He IIOHMMas >KUBOro He

IOTOMY, YTO OH ORI jiiillleH CUJIE NOHKEMaHbs, HO (I0TOMY

4yTO OH IIOHUMAJI YTO-TO APyroe, Takoe, Yero He

MOHUMAJIN ¥ He MOTJIM IIOHATD XUBHE U YTO NOTJIoIasno

ero Bcero." [12:57]

The approach towards death is also divided and marked
by stages: the narrator creates a space between life and death.
At one point Andrei moves far away from life, transgresses a
border, and is about to reach death — symbolically presented
through the opening and closing of a door in one of his dreams:

KHA3b AHIpel He TONbKO 3HaJll, YTO OH YMPET, HO OH

YyBCTBOBAJI, YTO OH YMUpaeT, YTO OH yiKe YMep HAIIOJO-
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BUHY. OH MCOHITHBaJ CO3HaHUE OTYYKIEHHOCTU OT BCRI'O
3e@MHOTO ¥ PAJOCTHOW U CTPaHHON JIErKOCTY ORI THA.
[12:60]

As Andrei awaits death, he remembers the moments in
which he experienced fear of death, a feeling which he over-
comes by being aware of his imminent death. He continues to
philosophize, meditating about the revelation of existential
truth and about the dialectic nature of life represented by love
and death:

To60Bb MelaeT cMepTu. JIo60Bb eCTh XKUSHb. [...] Bee
ecTh, BCe CYIECTBYET IIOTOMY, UTO 4 jiobiio. JI1060Bb eCTh
Bor, ¥ yMepeTb — 3HaUUT MHe, YacTulle Jo0BH, BEpPHYThCS
K oBlIeMY ¥ BEUHOMY MCTOYHUKY. [12:63]
This, however, implies a cyclical concept of non-existence,
life and death. The transformation of life to death is compared
to a return.

In describing Andrei’s imaginary confrontation with his
death, the narrator uses the image of a fight against an unwel-
come intruder. The outcome of this fight indicates Andrei's
powerlessness: he is not able to keep death personified outside
his room:

...1l BCE 3TO 3aMeHsAeTCsA OIHUM BOIIPOCOM O 3aTBOPEHHON
nsepu. OH BCTaeT M WJET K ABepU, YTOOH 3aABMHY T
3aABIKKY 1 3amnepeTh ee. OT TOrO, YTO OH yCIeeT WK He
yCIeeT 3aBUCUT BCe. [12:63-64]

Andrei's central and last vision of life and death becomes

apparent in his dream. In this dream, he ‘perceives’ death, that
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is, death personified.3 The neuter pronoun ono refers to an
abstract definition of death as well as the juxtaposition of
death and everything vse: "1T0-T0O He 4YejloBeYecKoe — CMepTh —
JIOMUTCS B JIBepb, ¥ HAXO YAepxKaTh ee." [12:64] Atthe
moment Andrei catches sight of death, he awakens. This
corresponds to a reversal of the common romantic concept of
death as sleep.

The narrator introduces the image of leaving and the
semantic shift of the extension of mortality into life, that is,
the transfer of meaning of mortality to a living person in the
passages concluding the presentation of Andrei Bolkonskii's
death. Andrei's relatives and Natasha Rostova used to go to the
dying patient: "... XOZUJIK YXe He 3a HUM (ero yxe He OblJIO, OH
ylen oT HUX), 4 3a caMbiM OIU3KUM BOCIIOMUHAHUYNEM O HEM —
3a ero TegoMm." [12:64]

Tolstoy also uses in his novel one of the common motifs
of nineteenth-century literature: the duel.# This topic
features prominently in many works of Russian Romanticists
and to a lesser degree Realist writers. Tolstoy broaches this
subject in one of his early works, the novella Dva_gusara (Two
Hussars, 1856),5 presenting an anti-duel scene. In Voina i mir

3The author uses italics, and refers to death by the neuter personal pronoun ono.

4Christine Scholle, Das Duell in der russischen Literatur. Wandlung und Verfall cines
Ritus. {(Munich: O. Sagner), 1977.

5In this narrative, the narrator deals with the motif of a possible duel: it consists of its
constituents such as conflict, challenge, armed confrontation, which in two cases does
not materialize; while the older Turbin, one of the main characters, is killed in a duel,
his son avoids this fate.
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one of the participants is injured and survives this ritualized
confrontation.

The series of events typical of the motif of
potentiality of death can also be observed in the duel
between Pierre Bezukhov and the officer Dolokhov [10:20-26].
The confrontation between them is triggered by a rumour about
the adultery of Pierre's wife — a standard motif. Using the
motif of the cuckold, the narrator contrasts the dominant
qualities of both men. He also emphasizes Pierre’s negative
characterization of his opponent, as well as Pierre's attitudes
towards killing before and after the incident.

Duelling, a ritualized variety of violent death which
follows specific rules, implies the possibility of reconcil-
iation and survival as well. In his duel with Dolokhov Pierre
wounds his opponent; an evaluation of this incident and its
outcome confirms his opinion about the uselessness of his act
as well as of the duel itself. Leaving his opponent behind,
Pierre assumes that he has killed his wife's lover; this is one
of the current variants of assumed, potential death. As he
thinks about the incident, he takes the opportunity o re-
assess his marriage and philosophize about life and death:

A KUB U KUBU: 3aBTpa yMpellb, KaK MOI" 1 YMEpEeTb 4ac

TOMY Ha3al. M CTOUT iU TOT'O MYYUTLCs, KOT' A KUTh

OCTaeTCsA OJHY CEeKYHIY B CPaBHEHUU ¢ BRYHOCThI. [10:

26]
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This, again, is one of the cases, a specific situation, in which
the individual tries to minimize the significance of life as he
faces the inevitability of death.

In presenting the possibility of Prince Andrei's death and
the actual death of Liza Bolkonskaia, Tolstoy employs the
device of the paradox. The old Count Bolkonskii's fatalism —
he accepts his son's death without proof of his demise and,
moreover, talks about this tragic event publicly and orders a
monument for him in Moscow — proves to be wrong. He
anticipates one out of two possible outcomes. The fatal blow,
however, strikes his daughter-in-law, Andrei Bolkonskii's
wife.

As she awaits the birth of her first child, her husband
returns. As is the case in many of Tolstoy's works, Andrei's
wife faces a situation which implies basically a choice
between two outcomes: life (i.e., survival) or death. In
depicting the fate of this character, the narrator again
introduces elements of a higher reality: the categories of the
unknowable and unfathomable. As she approaches labour, the
narrator comments:

TalHCTBO, TOP:KeCTBeHHeillllee B Mupe, IPOA0JIZKaJI0
coBepllaThcs. TIpomest Beuep, HACTYNNIa Houb. U
YYBCTBO OXKUAAHNA U CMATYEHUA CEpPIeUHOr0 nepel
HeTIOCTMXXMMBIM He Majajo, & BO3BHIaNIoCch. [10:37]
Moreover, the narrator alludes to the ambiguity of tainstvo
(sacrament). Following the tragic event the narrator employs

this noun in a religious context in describing the funeral.
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The element of the metaphysical is manifest in another
borderline situation, where the individual's helplessness in
facing his fate, the impossibility of determining future,
dominates over his free will. In leaving open the outcome of
the following event, the narrator creates tension by
contrasting these two forces: "M 4yBCTBO OXNAAHNA U
CMArYeHUs CepIeYHoro nepel HeMOCTHKUMEM He IIaAaJI0,
BO3BbIIAI0Ch." [10:37]

Thus the narrator prepares the reader for a tragic turn of
events. In depicting this situation the narrator assumes the
position of the observer, focusing on the other characters'
reactions as well as the language of signs. Since the narrator
does not directly depict the moments of birth any more than
the moments of his death, he uses his position outside the
room — Andrei Bolkonskii stays outside as well — to create a
climax followed by the tragic resolution. Both the narrator
and Andrei himself are obliged to take note of the physician's
and midwife's reactions in order to learn what happened:

JlBepb OTBOpPUIACh. IOKTOP, C 3aCy4YEeHHHMI PYKaBaMu

pybGauku, 6e3 copTyKa, ONIeIHHA U ¢ TPpACYIENRCs

YeJTIorThIO, BHIIE] U3 KOMHATH. KHA3b AHIpen

o6poTWICA K HeMY, HO HOKTOP pacTepsAHHO B3MIAHY Ha

Hero U, HY CJI0Ba He CKa3aB, npoues MuMo. JKeHIUHa

BLIOesKasia U, YBUIEB KHA3A AHIpes], 3aMAJach Ha

qopore. OH Bomesl B KOMHATY XeHhl. OHa MepTBasd

jeskasia B TOM e MOJIOKeHuH, ... [10:40].



As with the last encounter between Pierre Bezukhov and his
father as the latter faced death, the narrator integrates non-
verbal communication expressed by the characters' telling
facial expressions.

Her last message for her husband is read into her face by
the narrator: "fl Bac Bcex JobuiIa U HUKOMY IYPHOTO He
nesana, ¥ YTO BRI CO MHOM cHeJlan? — roBOpUJio ee
npesiecTHoe, XaJjikoe, MepTBoe uio." [10:40] This reproach
causes Andrei to feel guilt, especially when his wife is buried.
The death and the funeral continue to overshadow Andrei's
future life, which becomes obvious at his son's baptism —
Andrei fears for his son's life.

in depicting Pierre Bezukhov's experiences during his
captivity, the narrator links his fate to Platon Karataev's life
and death. Apart from the description of Platon's violent death
— he is killed and robbed by two French soldiers — the narrator
describes this event twice; it is preceded by the motif of
violent death in Platon Karataev's own story about the violent
death of a merchant.

The first description of this event is followed by a
philosophical digression by Pierre’s former teacher who
through an extended comparison describes the metaphysical
substance of human life using a physical image, as well as by
Pierre's reminiscences in which he envisions Platon Karataev's
death. The first description as well as Pierre’'s reminiscences

provided by the narrator avoid the direct and explicit depiction
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of Platon's death. The last communication between Pierre and
Platon is restricted to non-verbal, visual communication:

KapaTaeB cCMOTpeJl Ha libepa CBOVIME JOOPEIMY,

KPYTJIBIMU TIa3aMi, TONEPHYTHMU Teleph Ceso, K,

BUIMMO, TOA3LIBAS ero K cebe, XoTesl Cka3aTh YTo-To. HO

[Ibepy CIMIIKOM CTPAIIHO cTaso 3a cebA. OH chenan Tak,

Kax 6yATO He BHAAJ ero B3rJIfAla, ¥ MOCHelHO OTOme.

[12:157]

Pierre apparently anticipates Platon's tragic end and avoids
any contact with his former friend. As soon as he hears a shot,
Pierre tries to continue his tactics of avoidance. He asso-
ciates every detail he perceives with the past, excluding the
images of the tragic present. Pierre hears the shot, notices
the two French soldiers and their loot and does not ascribe any
significance to the subsequent barking of a dog.

Platon Karataev's philosophy of life and his death are
integrated into a concise philosophical digression through a
corresponding metaphor: "BoT oH, KapaTaes, pa3auica U
ncues." [12:158]. Comparing Platon Karataev to a drop of
water, Pierre's former teacher refers to one of the outstanding
qualities of this character: his roundness. The teacher
introduces this motif in his extended comparison:

1 oH mokasai [Ibepy riobyc. I'mobyc sToT ORI JKUBOH,

KOJIeONANMMACS map, He UMeloNt pa3MepoB. BcA

TIOBEPXHOCTh apa COCTOsNA U3 Kameib, INIOTHO CXKATHX

Mexay coboil. Y Kamau sTU BCe JBUTAJINCD,

NMepeMelliaiich U TO CINBAIINCDH, U3 HECKOJIbKUX B OIHY,
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TO U3 OJHOM PAa3AeaANUCh HA MHOrMe. Ka)klasd Kamnsg
CTPeMUJIaCh PA3NUThCA, 3aXBaTUTh Haubosbiee
IMPOCTPAHCTBO, HO IPYrie CTPeMsCh K TOMY Xe, CKUMau

ge, THOT 1a. YHUYTOIKaJIY, MHOr [a CAUBAaNUCh ¢ Heb. [10:

158]

In this extended comparison the physical and metaphysical are
combined and juxtaposed; creation and destruction of life are
presented on a metaphorical level; one of the important
conclusions of this comparison is that fate dominates free
will.

This philosophical view of life and death is valid for
Pierre Bezukhov himself, as the narrator reverts to the images
of water and of roundness:

... IIbep 3aKpPBUI ['71a3a, ¥ KapTHHA JISTHeN MPUPOALL

cMelllajlach C BOCIOMUHaHUEM O KyllaHbe, 0 KUIKOM

xoneGAnIemMcs lape, U OH ONyCTUJICSA KyAa-TO B BOLY,

TaK YTO BOJa COUIJIAch Haj ero rososon. (10, 159]

Here, again, one of the characters recognizes and becomes
aware of a different philosophy of life.

Platon Karataev does not fear this moment: longing for
death, he is disappointed that God does not let him die: “~ YTo0
3nopoBbe? Ha Boyie3Hb MIaKaTbhCs — Bor CMepTH He 1acT, —
cka3a)l KapaTaes, ToTYac BO3BPATUIICA K HAUATOMY paccKasy.”
[10:154] It is in the context of this account that Karataev
tells the story about the murder of a merchant.

The presentation of death in Voina i mir abounds in the

large number of potential and realized natural and violent
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deaths of individuals. [t includes characters’ intentions to kill
other people, Pierre’s plan to kill Napoleon, Natasha Rostova’'s
attempted suicide, numerous executions of prisoners of war

and references to mass death. The author's aim to present the
totality of life at a certain period in history reflects itself in

the presentation of death.

The presentation of death in Anna Karenina (1873-77) is

an integral part of the presentation of its content, of the
narration of the major plots of events. Although death is an
important component of this narrative, it is not its most
significant thematic issue and compositional element. Death
is overshadowed by the dominant ethical issues which
constitute the life of human beings. The author focuses on one
of the main areas of human activity: private life. In
describing the lives of two families, he juxtaposes the
portrayal of family life in crisis with that of family life in
harmony. The differing characters' attitudes about family life
separate those who survive and those who die or survive with
feelings of guilt at the novel's ending. One of the principal
characters, Konstantin Levin, and his wife attempt to
materialize the ideal of harmonious family life, whereas Anna
Karenina and Vronskii, as well as Nikolai Levin, fail to
establish meaningful and functioning family relationships.

The premature death of Nikolai Levin — integrated into
one of the central death-scenes — serves to reveal the

emotional reactions of his brother and sister-in-law. As a



dying patient he is also characterized by his own emotional
reactions. Levin’s tragic ending does not surprise the reader
of the novel, since the narrator has prepared the reader step by
step for this outcome. The narrator describes in detail the
last month of Nikolai Levin’s life, thus underlining the
developmental aspect of his illness and death: the main
tendency of his condition is a gradual change for the worse.

After introducing this secondary character and
emphasizing his iliness, the narrator's next step co-incides
with an important turning point in Nikolai's condition: his
illness proves to be fatal;6 the reliable narrator and fate (or
co-incidence) as significant powers seem to determine the
characters' lives; the omniscient narrator has already
‘condemned’ this character through his exposition. The
inclusion of the motif of chronic and terminal illness accounts
for and explains the tragic course of evenis. In anticipating
Nikolai's ililness and demise, the narrator also excludes the
possibility of dramatization.

The introduction of this secondary character signals the
probable materialization of the tragic. It is his brother's and
the narrator's perspective which play an important role in the
novel's exposition. As soon as Nikolai appears, his brother
notices the symptoms of his illness, along with a change for

the worse:

6Realist prose excludes the chance of a miraculous recovery; that is why Realist
writers exclude improbable events such as miracles to motivate turning points in the
plot.

137



138

..U JlepuH yBuzan |...] orpoMHYI0, XYAYI0, CYTYJIOBATYIO

durypy 6paTa, ¢ ero GOABIMUMY UCTYTaHHBIMU rjaasaMiu.

OH GbljI elfe Xylee, UeM TpH roja Hasal, Koria

KoHCTAaHTUH JIeBMH BUJEJ ero B NOCNEeIHuN pas3. 118:92]
Before he sees his brother, Konstantin hears the first
indication of a chronic disease: Nikolai's cough. Another
symptom of his condition, repeated in this introductory
characterization is Nikolai's: "cy 10poXHoe IBUKEHHE [0JI0BOM
u ween... [18:92]. During their conversation, the narrator
names this illness and expresses pity for Nikolai: "“OH
(KOHCTAHTUH) B3CSABIBaICA B ero 6ojnesHeHHoe, 4aX0TOMHOe
nuuo...." [18, 94]. Nikolai, who suffers from consumption,
admits the worsening of his condition during their
conversation.

The narrator presents the next meeting between the two
brothers again through Konstantin's eyes as he witnesses a
further worsening of his brother's condition. Again, before
Konstantin catches sight of his brother, he hears him cough;
his brother's outward appearance indicates another step
towards the stage of terminal iliness. The one-sided
description ends with these seniences:

Kax HU cTpameH 6kt 6paT Hukonan cBoen Xy nobou U

Gos1e3HEeHHOCThIO Npeskle, Telephb OH elle MoXylel, elle

U3HEMOr. 3To GBUI CKefleT MOKPHTHIR Koxel. [18:363]
Konstantin Levin's arrival is preceded by a conversation
between Nikolai and his mistress Agafia Mikhailovna. She

happens to mention the ‘ideal’ and ‘timely’ death of one of the



servants, which Nikolai alsc learns of. Meeting his brother and
noticing his condition forces Konstantin to think about mortal-
ity, his own death in particular. Konstantin Levin quickly real-
izes the tragic consequences brought about by this phenome-
non. He also connects these facts with the existential prob-
lems of life manifested in the question “How to live well?”;
this question appears to him insignificant in the light of the
unsolvable question of death.

As is the case in other narratives — e.g. in Smert’ Ivana
licha — the proximity to death reveals the fundamental
opposition of characters’ attitudes: denial or taboo vs.
acceptance and their corresponding modes: truthfulness and
honesty vs. hypocrisy. All these attitudes and reactions
manifest themselves through the behaviour of the two
brothers. While they both intuitively know about their
dilemma, they are not capable of expressing their feelings
through words. The false and hypocritical language of their
dialogues contrasts with the honesty of their thoughts and
emotions.

The depiction of the relationship between the two
brothers reveals that Nikolai suppresses the fact of his
imminent death as he talks himself into believing that his
condition has improved: "Brljio 6b 310pOBbE, & 3X0POBLE, C/labBa
Bory, molpaBuioch.” [18:367] This verbal mask contrasts with
his truer facial expression, as he reacts to the death of the old

servant: "M3BecTue o cMepTu IlapdeHa JleHucoBrYa HCIPUATHO
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[0 AefiCTBOBAJIO Ha Hero. Ha nuIe ero BHpa3wicA ucnoyr..." [18:
367].

The overwhelming impression of his brother's condition
becomes obvious in a dialogue between Konstantin Levin and
his acquaintance Shcherbatskii, whom he meets at a railway
station before leaving for Paris. Konstantin tells his ac-
quaintance about his brother's impending death. It appears as
if the confrontation with his brother's death caused Konstantin
to perceive death as omnipresent: "JieBUH FOBOPHJI TO, 4YTO OH
MCTMHHO NyMaJl B 3T0 NocnelHee BpeMA. OH BO BCEM BUIEN
TOJIBKO CMepTb uu npubnikenne K Hen." [18:371].

The final stage of Nikelai Levin's life is introduced
through his mistress's letter. She notifies Konstantin that his
brother is about to die [19, 479]. Konstantin immediately
decides to visit his brother in a small provincial town, but
before leaving their estate, quarrels with his wife. The
presentation of the last days of Nikolai Levin's life challenges
and depresses both Konstantin and his wife Kitty. First, deeply
moved by Nikolai's condition, they try to alleviate his suffer-
ing and feel pity for the dying patient. Experiencing unbearable
suffering themselves, they honestly wish for Nikolai Levin's
death. Chapter XX, describing Nikolai Levin's dying and the
moment of his death, is the only chapter in the novel which has
a title — "Smert™. In contrasting the dying patient's internal
perspective with the observer's perspective, the narrator
achieves the effect of black humour. After the priest

‘proclaims’ Nikolai dead, the dying patient contradicts:
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— KoHuMJICs,— cka3al CBAIEHHUK U XOTeJI OTONTH; HO
BAPYT CIAUMMMECs YCH MepTBella MeBejIbHYJIUCD, U SICHO B
TUIUHE HOCTKIMAJUCh U3 I1yOUHE Ipy U onpelesienHo
pesKue 3ByKu: — He coBceM... Ckopo. [19:74]

Tolstoy repeatedly points out human beings' inability to
precisely determine the moment of a character's death. People
who declare other characters dead are priests or physicians.
Nikolai Levin's death also contributes to the characterization
of Konstantin Levin and his wife. Whereas Kitty deals with
this difficult situation from a rather practical point of view,
Konstantin appears helpless with his intellectual approach.
The dying patient himself displays hope, that is, he applies
hope as a coping mechanism. It is interesting to note that
Nikolai, a former atheist, starts to pray and accepts the Last
Rites.

Nikolai Levin spends the last days of his life in a shabby
hotel room in a provincial town. Tolstoy presents not only the
facts of death and dying of his characters in detail, he
describes in detail the setting and the atmosphere in which
these events happen. As in Tolstoy's early works, when
characters die in an open space, here Niiu.u Levin faces an
environment in which dirt, dust and disorder play a significant
role. The atmosphere and the milieu contribute to the negative
and tragic outcome of this episode.

Before leaving for the provincial town, Konstantin Levin

discusses the negative effects of the railway on Russian agri-



culture.? This can also be said with regard to Nikolai Levin's
death: the motif of dirt and dust combined with the bad omen
of railways foreshadow Nikolai Levin's fate:

.... ¥ TPA3b, OLNb U HepAWeCTBO BE3Ne, i BMeCTe KaKasd-

TO HOBas COBPEMEHHO KeJIe3HOAOPOoXKHas1 CAaMOA0BOJIbHAA

03a6049EHHOCTE 3TOM I'OCTHHULH - ..." [19:58]

According to these introductory remarks on the general
idea of the exposition and the characterization of Nikolai Levin
in particular, the narrator prepares the reader to expect death
and dying in poverty and indignity. The narrator maintains this
strategy; he continues the presentation of Nikolai's final days
with repeated devices and motifs: after Konstantin analyses
his brother's body — its parts such as hand, head, hair and
forehead, which manifest the symptoms of Nikolai's condition
— Konstantin Levin comes to the following conclusion: "JIeBUHY
CTOMNJIO B3TNAHYTD [...] 4TOOH MOHATH TY CTPAHHYI0 UCTUHY,
yTo 3TO MepTBoe Teno 6rUto xusoy GpaT." [19:60] This con-
clusion serves to merges the stages of life and death: the
physiological aspect of death is transferred, extended to and
united with the realm of biological life. In this diagnosis, the
state of Nikolai's dead body defines the entity of the living
brother. This statement comes close to the rhetoric device of

oxymoron. It is the image of the ‘dead body of a living broth-

7The railway symbolizes progress in Russia and in this work it is associated with
negative and tragic forces of fate, cf. the accumulation of tragic events at the railway
station as well as the significance of trains and travelling in this novel. David Bethea
deals with these and related aspects in his study The Shape of the Apocalypse in
Modern Russian Fiction, (Princeton, N.J.: Princeton UP, 1989), pp. 77-78.
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er, that is, of a dead object which shows some traits of being
life rather than vice versa; this assessment goes hand in hand
with one of the former characterizations of Nikolai Levin as a
skeleton covered with skin.8

As for the typica! coping mechanisms of dying patients
and those who share the last moments of their lives, the
narrator describes Konstantin's expectation with regard to
people suffering from consumption, namely self-betrayal:
"OH OXIJaJ HANTH TO Xe COCTOSIHNe CaMoObMaHEIBaHbA,
KOTOPOE, OH CIHXaJll, TaK YacTo OHBaeT Y YaXOoTOYHHIX..." [19,
59]. Closely connected with this aftitude are the reactions of
hope and bargaining. Nikolai Levin, Kitty and Konstantin
display all these mechanisms during the last days of waiting.

During these days the characters' behaviour also
manifests emotions, states and attitudes such as hypocrisy,
depression, helplessness, hopelessness, pity, self-pity,
aggression, anger and, among those who survive, indifference
and relief (cf. their death-wish). One of the fundamental
changes brought about by Kitty is the fact that she introduces
order or (orderliness) both on an external level (cf. her
cleanliness and selflessness) and on an abstract level, the
integration of death and dying into a spiritual religious order.

She succeeds temporarily in convincing Nikolai to accept
religion as part of his final days. Nikolai himself does not

become a believer; he values this spiritual help as long as it

8The motif of the living dead, on the other hand, differs from this concept; the living
dead pass from the nether world into the real world.
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provides and promises hope for survival: "Il1sa Hee s Ipozenal
3Ty Komenauio" [19:69]. This confession manifests an aspect of
theatricality and an attitude of dishonesty. He continues to
play with those who try to help him in announcing his immin-
ent death: otpravliaius', thus displaying a type of gallows hu-
mour: "Ckopo 6y Iy JexaTsb THX0,— IPOrOBOPIII OH,~ MEPTBHIL,
cKazaJl OH HACMeUINBo, cepauTo.” [19:70].

One of the interesting epistemological aspects of this
death-scene is the contrast between knowledge about the
mystery of death, the experience of the dying patient and the
lack of this knowledge on the part of onlookers. The longer the
dying proceeds, the more Konstantin Levin, his wife and all the
other characters suffer. Preparatory grief experienced before
the moment of death, as well as prolonged psychological
torment’, lead to their death-wish. The moment of Nikolai's
death is the culminating point of this death-scene; the nar-
rator does not describe the funera! ceremony. The episode
does not end on a tragic note, but with a positive message:
Konstantin Levin becomes aware of the forces of life.

The element of the tragic in this novel is evident in the
motto which follows its title: "MHe oTMlleHHe, U a3 BO3XaM’
explicitly expresses the motif of vengeance. In the religious
context vengeance often pre-determines violent death. Anna
Karenina's life appears doomed from the heginning of the novel
to the very end. The author ‘condemns’ thic character as well
as Nikolai Levin to death from the very moment he introduces

them, or, in the case of Anna Karenina, foreshadows her fate
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with a bad omen through the tragic incident at the railway
station in the novel's exposition. It is in fact the heroine
herself who interprets this tragic event as a bad omen. The
author integrates this event into a specific setting: the
railway, which does not signify progress so much as a
cultural decline in Konstantin Levin's view. In this novel it
figures prominently as a setting of death. That is why trains,
railways, railway stations and travelling by train are
characterized rather negatively. The symbol of the railway
standing for technical progress also signifies moral decline.

The first significant tragic event affecting the lives of
the main characters occurs at a railway station. The narrator
avoids describing this incident directly, that is, from his point
of view. The tragic event — a train arriving at the station
killing a watchman — is mediated through secondary charac-
ters, i.e., anonymous passengers. The event itself serves the
function of characterizing Anna Karenina, her brother Stiva
Oblonskii, and the officer Vronskii. Co-incidence brings
these characters together for the first time.

The death of the watchman, a sudden and ‘unprepared’
death, shocks the main characters as well as the other
passengers. Before finding out about the details of the
accident, the secondary characters make assumptions
regarding the circumstances leading to the watchman's death.
The narrator reports some of their comments including the

possibility of suicide; this assumption clearly anticipates the



tragic ending of Anna Karenina: "iTo0..? 4TO..? Tne.?
Bpocuics..! 3anaBuio..!" [18:69].

In order to characterize the main characters, the author
uses the device of contrast. Only the male characters go 1o
see the watchman's body. Whereas Stiva Oblonskii and his
sister are deeply shocked and suffer — Anna Karenina feels
pity — Vronskii remains controlled and acts practically. He
proves to be generous, giving the watchman’s widow some
money, which impresses Anna Karenina. The significance of
this event comes to the fore through her foreboding (durnoe
predznamenovanie) which proves to be fatal for her at the
conclusion of the novel. She reads and recognizes the first of
the many ‘fatal’ signs distributed throughout the work.

Anna_Karening is one of Tolstoy's works in which the

symbolic and semiotic system of allusions and signs plays a
significant role (cf. the motif of the railway signifying life,
the train as a destructive force, the symbolism of the candle);
the fact that things or parts of the body have connotative
meaning becomes evident in the repeated description of Anna
Karenina's eyes and her husband's ears.

During the ballroom scene in the first part of the novel
Kitty Shcherbitskaia observes Anna Karenina, especially her

outward appearance. After describing severai positive traits

of her beauty, she also notices the effect of a femme fatale: "...

yTo BBIJIO 4TO-TO YKACHOE M JKecToKoe B ee IpenecTu” [18:89].
She has reason enough to be angry at her, since she notices

that her beloved officer Vronskii rejects her and reacts in an
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unusual way to Anna's presence. Kitty re-iterates her
observation, implicitly comparing Anna Karenina to a devil:
“Jla, 4TO-TO 4y:xioe, becoBCcKoe U NMpeJIeCTHOE eCcTh B Hell."
[18:89]

The narrator's moral stance manifests itself again in
the adultery-scene [18:11]. He condemns the first sexual
encounter between Anna and Vronskii, focusing on their
feelings of guilt and shame in a specific manner: the act of
adultery is presented as Kkilling, and Vronskii is compared to a
murderer. This act of adultery also contains elements of
crime, degradation, guilt, and in the long run, of punishment as
well. The physical act and its moral evaluation by the ‘crim-
inals’ themselves — their assessment and the narrator's moral
stance co-incide — connect love and sexuality directly with
violent death. The narrator describes Anna's and Vronskii's
thoughts and feelings as follows:

OHa, I'MALs Ha Hero, Pu3nYecKy 4yBCTBOBAJIA CBOE

YHIOKeHUe 1 Hudero 6oJiblie He MorJjia roBopuThb. OH Xe

YyBCTBOBAJI TO, YTO JOJIXKeH 4yBCTBOBATh ybuiLa, Koria

BUANT TeJ1o, NTUIIEHHOE UM XKU3HU. ITO Tejo, JUlleHHoe

UM JKU3HHU, Obla UX 11000Bb, NepBLHINA Nepuoa UX

no68nu.[...] Ho HecMOTPs Ha BecChb yxKac yOURIH npen

TeJIoM YOUTOr0, Hal0 pe3aTh Ha KYCKH, IPSATATh 3TO

TeJlo, HaJo II0JIb30BaThCs TeM, YTO ybunua rnpuobpelr

ybuitcteoM. [18:158].

In describing this act as killing, the narrator further adds the

perverted thoughts of the murderer, in particular the idea of
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the dissecting of the dead body. This act of dissecting follows
immediately on a figurative level. The narrator uses an
extended and explicit comparison:

U ¢ o310671eRneM, Kak 6yITO ¢o CTPacThbio, GpocaeTcs

ybulilla Ha 3TO TeJIO, ¥ TAIlUT, ¥ PeXeT ero; Tak OH

NOKpsIBaJI TIOLEJTY AMY ee N0 U Iiedd. OHa nepxaja ee

PYKY M He weBenunach. [18:158]

The act of adultery — this sin — is committed by Anna Karenina
as well. She and her lover 'kill' in this scene: adultery in this
context is equated to killing.?

The relationship between Anna Karenina and Vronskii is
further developed in the incident at the races; the race itself
with its tragic outcome (the mare Frou-Frou is killed by co-
incidence) can be considered another turning point, a further
proof of the estrangement between Anna and her husband. The
death of his beloved horse — "HeJyioBkoe IBUJKeHUe, CIeJIaHHOe
BpPOHCKUM, CJIoMaJIo eff cnuuy." [18:210] — deeply moves
Vronskii.

From the observer's perspective, as well as from Anna's,
the dangerous situation brought about by the incident —
Vronskii's fall from the horse — reveals Anna's emotions. She
fears for her lover's life. From her and the observer's per-
spective, Vronskii faces the possibility of death. Observing

Anna, Karenin notices her feelings for Vronskii. In their

9The watchman’s body is dissected as well.
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conversation following this incident, Anna confesses her love
for Vronskii.

The element of the tragic continues o determine the plot
of the novel as it manifests itself through another motif: the
potentiality of death. Anna's morbid thoughts — often part
of her nightmares — come to the fore during her pregnancy (cf.
the possibility of death at birth — either stilibirth or the death
of the mother). Her nightmares — especially the repeated
images of the small and ugly man — accompany Anna Karenina
and foreshadow her tragic death.

The narrator resumes the motif of nightmares a few days
before Anna gives birth to a girl. Vronskii happens to dream
about similar images which occur in Anna's nightmare:

YTo Takoe? UTo? UTO TaKoe CTpallHOe s BUIEJ BO CHe?

Ja, na. MyXuK-o6KJIaquuK, KaxkeTcs, MaJleHbKIH,

IPA3HEY, CO B3LEPONIEHHON BOPOLKOM, YTO-TO AeJIall

HarHYBIIUCh U BIPYT 3arOBOPUN no—mpaHnﬁfacxu KaKue-

TO CTPaHHHe cynoBa. [18:375]

On the same day Vronskii visits Anna and learns in more
detail about his and Anna's prediction. In their conversation,
Anna reveals her fatalism in predicting her own death. This
fact could contribute to the solution of all their problems.
Vronskii enquires about and doubts the motivation behind her
certainty. Anna explains her certainty to him by referring to
her dream. Vronskii is struck and shocked by the fact that
Anna has envisioned the same character predicting her fate in

Erench: "Il faut le battre le fer, le broyer, le petrir..." [18:381].
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As for the circumstances of her death, she dreams that her
servant Kornei alludes to the birth of her child (as well as to
her potential death): "PojaMu, polaMy yMpeTe, poXamil,
MaTylka...." [18:381].

Both Anna and Konstantin Levin have in common a pre-
occupation with death; they are overwhelmed with morbid
thoughts. Anna Karenina seems to long for her own death (the
motif of death-wish) [18:363). As is often the case with
death-scenes in plays, the author reveals the character's true
motives and qualities when they face their own death or when
they witness other characters' deaths. The death-scene forces
some characters to behave in ways they usually avoid: to give
in, to apologize, to compromise, or to change their philosophy
of life (cf. the common device of transformation in many of
Tolstoy's later works).

The borderline situation affecting Anna forces her
husband to return to Petersburg and reconcile with Vronskii.
Karenin's attitude towards his wife oscillates between his
wish to see her dead and his readiness to forgive her. The
seriousness of Anna's condition lies in the fact that her
physician does not exclude the possibility of death: "lokTOp X
JIOKTOPA FOBOPUIIY, YTO 3TO OBIJIa PONMIbHASA IOPAUKS, B
KOTOpPOH U3 CTa BBIJIO 99, YTO KOHUMTCA CMepThio." [18:435]
Although the plot is directed towards a dramatic climax, the
narrator uses the device of summary to focus on the three
days in which Anna faces death and finally survives. The

narrator misses the chance to dramatize this situation and
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concentrates instead on the presentation of the conversation
between Vronskii and Karenin.

After leaving Karenin's house, Vronskii is occupied with
suicidal thoughts at home. He feels shame and is depressed
following his reconciliation with Karenin. Moreover, he comes
to realize the meaninglessness of life in the light of these
experiences:

Te >xe OBIIN BOCIIOMUHAHUA CYACTHsE, HaBCEr Ia

NIOTEPsIHHOr O, TO JKe NMpeiAcTasieHne 6ecCMEICIIEHHOCTU

IPEACTOSIero B KU3HY, TO XKe CO3HaHUe CBoero

VHIKeHUA. [18:439)

As a last resort, he contemplates killing himself. His attempt
to commit suicide fails. When he realizes that he is still
alive, he worries about the fact that his act might become
public. Thus all traces of this immoral act — an act of self-
degradation — are covered up; by contrast, Anna wants her
suicide to become public.

Anna's attitude towards death and her inclination
towards the tragic become evident in the first crucial scene of
the novel: the tragic scene at the station involving her first
meeting with Vronskii. She continues to follow a rather
pessimistic and fatalistic attitude, despite the few moments
of happiness, before she gives birth to her child. As her
relationship with Vronskii worsens, she begins to consider the
most radical solution: suicide.

Anna Karenina's act of desperation is not a spontaneous

decision. There are several stages, offers of reconciliation
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and missed opportunities for solving the problems of her
relationships. These steps of crisis indicate their growing
mutual estrangement and finally culminate in a dead end. This
situation is manifested through a discontinuation of communi-
cation between Anna and Vronskii. Despite the fact that by
talking to each other they might possibly have found a solu-
tion, instead they write notes to each other.

The significant turning point in Anna's life co-incides
with her assessment of her relationship with Vronskii: she
feels that he does not requite her love. Looking back on her
life, she ‘regrets’ the fact that she did not die when she gave
birth. Anna's decision to commit suicide is a gradual process:

B nyue ee DHJIa KaKaA-TO HesACHasd MHCHb, KOTOpasA

MHTepecoBasa ee, HO OHA He Morja ee co3HaTb. [...]1 1 oHa

BAPYI BCHOMHUNE, TO UTO GKIJI0 B ee ayme. Ja 3To Brlyia

Ta MEIC/Ib, KOTOPas oJlHa paspemana Bce. Ila, YMEPETb.

[19:324]

The main objective of this act is to resolve her relationship
with Karenin and to force Vronskii to love her again. After
Vronskii avoids seeing her in his house again (Chapter XXV),
Anna reads into this situation an ultimate rejection:

Y cMepTh, KaK e JUHCTBEHHOE CPeJCTBO BOCCTAHOBUTD B

ero cepiue n000Bb K Hel, HaKa3aTh ero U ONepXaTh

no6eny B 3Ton Gopwbe [...], ACHO U JKUBO NIPENCTABMIACD

en. [19:728]

During the last days and moments of her life Anna’'s mind

reflects on images of the distant as well as the more recent



past. In her loneliness she, thinking about her dilemma,
watches a flickering candle ‘die’ out (cf. the world of shadows)
whereupon her room is filled with darkness.

Apart from this symbolic foreshadowing, Anna suffers
from another nightmare which contains typical images and
characters:

YTPOM CTPAIIHBIN KOLMAP, HECKOJIBKO pa3

TIOBTOPSABIIMICA eli B CHOBUIEHUAX elle JIo CBA3U C

BPOHCKHIM, IIPeICTABUJICA elf OlATDb U pas3bynun ee.

CTAPMYOK-MYKUUYOK € B3JIOXMAYeHHO 60POJIoN YTO-TO

Jlejajl, HargyBIIUCh Hall JKeje30M, IPUroBapuBas

BeccMbICNeHHBIe JPaBIY3CKIE CII0Ba,... [19:332].

After leaving Vronskii, Anna Karenina decides to leave Moscow
by train. She tries to cope once and for all with her recent
past. Her thoughts reveal a pessimistic view of the world, in
which hatred and torment dominate. Arriving at the railway
station, she perceives both the environment and the passengers
as ugly and hypocritical.

in presenting the last moments of her life, the narrator
combines images of the present with those of the past. The
imminent moment of death brings about a revelation:

TIPUBBLIYHEIN KECT KPeCTHOr0 3HaMeHUsA BHI3BAN B Aylle

ee LeNb pAl JeBUYbUX U JNeTCKIUX BOCIIOMUHAHUN, A

BAPYT Mpak, JIOKPLIBaBIIKN /s Hee Bce, Pa30pBaJICA, U

JKM3Hb NIpencTaNa el Ha MIHOBEeHIe CO BCEMHU ee

CBETJ/ILIMK IIpOUeAMME PafgocTAMA. [19:348]
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The manner in which she commits suicide shows that her act
was pre-meditated. Before she throws herself under the train,
she remembers the day the watchman was killed. The narrator
also integrates religious symbolism: Anna crosses herself and
falls on her knees, asking God for forgiveness. Then she envis-
ions the messenger of death — the small and ugly man, who
talks in French and 'forges the iron' — a recurrent motif in this
work.

The introduction of the tragic element exemplified
through the motif of violent death as a tragic co-incidence in
the first book of this novel as well as Anna's suicide in the
final chapter of the seventh book form a cycle, a type of closed
ending. The exposition of the tragic and its climax are
distinctly marked by frequently empioyed leitmotifs and
images. Moreover, the setting (railways and travelling) is
characterized rather negatively both by the narrator and by
another important character, Konstantin Levin.

Anna Karenina's suicide does not conclude the presenta-
tion of death in this novel. The narrator opposes (cf. the
technique of antithesis) Anna to Konstantin Levin, who
proves that someone inclined to death and suicide in order to
eliminate evil can choose life:

/1 ¢4aCTNIUBHI CeMbARUH, 3JOPOBH YeJIOBEK, JIeBIH 0L

HECKOJNBbKO pa3d Tak 6J11u30K K CaMOyOHICTBY, YTO

CIIPSITAN MHYPOK, YTOOH He IOBECUTHCA Ha HeM, U bosics

XOJUTDh C PYXKbeM, 9YTODH HE 3acTpesuThes. [19:371].
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In contrast to Voina i_mir, in Anna Karenina the
presentation of death is concentrated in the suicide of the
main protagonist. Her suicide can be seen as the immoral
climax of her life. Like Tolstoy's earlier major novel, Anna
Karenina also abounds in potential and realized deaths.
Tolstoy uses devices in the presentation of death similar to
those used in presenting this theme in his early narratives.
The main tendency of direct reference to this theme continues
in his major novels.

In presenting death in the longer narratives, Tolstoy
distributes this theme throughout the text: despite the fact
that several major characters die, the structure of the plot is
not centred on the theme of death. He again integrates death
into the private and military lives of the main and secondary
characters. The high number of incidents resulting in or
avoiding death contributes to this general tendency. The
balancing of different themes results in their equal repre-
sentation. The high level of sophistication which Tolstoy
achieves in his early narratives can be observed in his major

prose works as well.



Chapter Three: Late Works

Tolstoy's late works include the theme of death in
narratives such as “Kholstomer” (The Strider, 1885), Smert'
lvana Il'icha (1886) “Khoziain i rabotnik” (Master and Man,
1895), Voskresenie (Resurrection, 1889), Kreitserova sonata
(The Kreutzer Sonata, 1890), Khadzhi-Murat (1904), in the
novellas Bozheskge i chelovecheskoe (The Divine and the
Human, 1906),! “Zapiski sumasshedshego," (The Diary of a
Madman, 1912), in the short story “Alesha Gorshok,” (Alesha,
the Pot, 1911), D’iavol {The Devil, 1911). Tolstoy also depicts
death in the plays Vlast’ tmy (The Power of Darkness, 1886),
and Zhivoi trup (The Living Corpse, 1911).

Smert’ lIvana Il'icha ("The Death of Ivan Il'ich", 1886) is

considered one of the most outstanding and famous

"thanatological" works in world literature.2 Because of its

1The theme of death in this narrative is studied in the article by Elizabeth A. Trahan,
“The Divine and the Human: Or Three More Deaths: A Late Chapter in Leo Tolstoy’s
Dialogue with Death,” Tolstoy’s Studies Journal 3 (1990): 33-48.

2For the literary criticism in English, cf. the study by Gary R. Jahn, The Death of Ivan
llich. An Interpretation (New York: T'wayne, 1993). The third chapter of this study
deals with critical reception. It broaches social, psychological, philosophical issues as
well as the structure and style of this novella. As for Soviet literary criticism, this
work is treated from different perspectives in articles and more extensive studies —
among them: L.P. Grossman, “Smert’ Ivana I'icha. Istoriia pisaniia i pechataniia,”
L.N. Tolstoi, Polnoe sobranie sochinenii (Moskva: Izd.khud.lit. 1928-1962): [26:679-91];
M.M. Rukavitsyn, “Iskusstvo portreta v povesti L.N. Tolstogo «Smert’ Ivana Il'icha»,”
Izyestiia AN SSSR. Seriia literatury i iazyka, 23, 1(1964): 44-48; Mark Shcheglov,
“Povest’ Tolstogo «Smert’ Ivana Il'icha»,” Literaturno-kriticheskie stat’i (Moskva:
Sovetskii pisatel’, 1971) 9-56; M. Eremin, “Podrobnosti i smysl tselogo. 1z nabliudenii
nad tekstom povesti «Smert’ Ivana Il'icha» ,” S. I. Mashinskii ed., V mire Tolstogo.
Sbornik statei (Moskva: Sovetskii pisatel’, 1978) 221-47; E.E.Volodin, “Povest’ o
smysle vremeni («Smert’ Ivana Ii'icha»),” Nikolai K. Gei, ed. Kontekst 1984.
Literaturno-teoreticheskie issledovaniia (Moskva: Izdatel'stvo "Nauka®, 1986} 143-
63. As for a survey of pertinent literary criticism in German, cf. Wolfgang Kasack’s
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universal and timeless appeal, this novella, written after the
Russian writer's philosophical conversion, has aroused
interest not only among literary critics, but has also been a
subject of research in disciplines such as philosophy,
medicine, psychology and thanatology. In literary research,
because of the high quantity of international scholarly
contributions, it figures prominently compared to other works
by Tolstoy.

In focusing on the death and dying of a particular
individual, this story combines ethical and philosophical
questions. It reveals some of the major and minor characters’
virtues — and more importantly vices — as they are confronted
with a borderline situation: the main character, confronted
with his dying and his imminent death, comes to the
realization that he has wasted his life; the other characters
witness his dying and participate in the funeral ceremony. The
narrator begins this narrative with this ceremony. Althcugh
this work centres around the life and death of the major
character, the traits of the other characters are exposed in
their predominantly malfunctioning or non-existent
relationships with Ivan l'ich.

The novella not only covers the tragic ending of the main
protagonist's life, preceded by his ‘conversion’, but also
provides the reader with selected biographical information,

which spans the periods of Ivan Il'ich's childhood, his

article “Tolstoj: Der_Tod des Iwan lljitsch,” Bodo Zelinsky, ed. Die russische Novelle,
(Diisseldorf: Bagel, 1982) 94-102.
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education, and his career in the judiciary. Although the title
anticipates and emphasizes the significance of death, it
nevertheless pays considerable attention to the details of his
life. The narrative includes significant turning points in both
his private and his professional life. At one stage of his life,
the main character reduces his private life considerably,
finding or pretending to find meaning in life solely in his
professional career.

The content of this work is structured around specific
pairs of thematic oppositions: concepts and processes such as
the fundamental opposition of life and death, processes and
states of change vs. permanency, concepts of spiritual life and
spiritual death, annihilation of the body and resurrection or
re-birth of the spirit, the attitudes of theatricality and
hypocrisy vs. honesty and truth,® the concepts of the
stereotypical vs. the individual; furthermore, suffering is
contrasted with enjoyment or pleasure as is avoidance of
death with its confrontation. Enjoyment of life manifests
itself in the motif of gambling, as well as aesthetic enjoyment
in attending a play. Ivan Ilich’s behaviour displays the
tendency of striving for integration into society, only to
disassociate himself from his relatives after achieving
success in his career; this also explains his loneliness as his

incurable illness progresses. Natural death overshadows the

3Chris J.G. Turner studies the dualistic structure of these concepts in his article "The
Language of Fiction: Word-clusters in Tolstoy's The Death of Tvan Nyich," Modern
Language Review 65 (1970): 116-25.
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references to violent death, which the reader encounters on a
figurative level, in the last chapters in particular.

Private vs. professional life is one of the numerous
semantic fields (binary oppositions) which contribute to the
complex construction of this work. Another important
opposition is that of closed vs. open space.# The dominant
configuration of characters in the central scenes is closely
connected with closed space. Narratorial references to open
space are restricted, that is, they are implied, rather than
described in detail. The behaviour of characters in closed
space contributes to one of the major dramatic modes: the
scene. This tendency towards dramatization can be explained
through the author's selection of closed settings.

The narrative starts with a ‘courthouse scene’ and ends
with a ‘death-bed scene’. The dramatic mode manifests itself
also in the dialogues as wel! in the prominent role of non-
verbal communication, rendered through the omniscient
narrator. The language of signs in this work is part of a larger
semiotic system, which includes the symbolism of colours; the
opposition of black and darkness to colours and light
dominates; note also the typical rituals of mourning. The
author implements and emphasizes specific death-related
details (the coffin and other objects), along with symbolic

actions placed in the contexts of religious and private life

4Natural death in this narrative is set in closed space; the central scenes of this work
are restricted to this setting; a large number of violent deaths in Tolstoy’s prose,
however are integrated into open space.




160

(crossing one's self, experiencing preparatory grief and
mourning). The characters' actions display theatricality and
pretension to a high degree — a feature pre-conditioned
through the selection of settings, and predisposed through the
character's inherent traits, especially through the avoidance
and denial of death. This attitude is part of the overall
tendency to avoid unpleasant matters.

The hierarchy of semantic oppositions in this narrative
is dominated by the life vs. death dichotomy. Another
important opposition is that of inanimate objects, (cf. the
emphasis on appearance and clothing vs. the presentation of
the animate world of emotions and thoughts). lvan Ilich’s
world can be divided into his professional and private life. He
excludes humanitarian considerations from his professional
life in the same way that he excludes problems and
inconveniences from his marita! life. His private life can be
further sub-divided into the world of marital obligation and
the world of enjoyment and leisure, expressed in regular
gambling sessions.

On an abstract level, one can note the opposition of
change vs. permanency. s for the main character's
outstanding traits, falsity, hypocrisy, and dishonesty
predominate up to his involuntary ‘conversion’ (his revelation
about having squandered his life) and are contrasted with the
truth and sincerity to which Ivan Ilich turns shortly before his
death. Closely connected with this pair are the qualities of

playfulness and seriousness. Falsity and hypocrisy find their



corresponding level in stereotyped expressions, in playing
roles.>

This tendency also affects the portrayal of the
characters as well as the shallow and superficial philosophies
of life. Playfulness as an external phenomenon is related to
the search for delight, orderliness and pleasure, easy,
convenient and conflictiess life is in turn opposed to suffering
and pain. Apart from these concepts, love and hate feature
prominently in the relationship between the protagonist and
his wife. One of the major changes in lvan Il'ich's life affects
his position as a powerful judge exercising authority. The
more his illness progresses, the more he realizes his status as
a powerless and helpless human being and object of medical
care.

The major turning point in this story co-incides with a
change from a state of health to a state of illness, from power
to powerlessness. The inevitability of the main protagonist's
death hints at another important opposition: the world of
trivial details vs. the world of serious existential questions.
The protagonist as well as the majority of the characters
exclude the latter from their lives. A possible solution to the
existential dilemma of human mortality lies in a specific
concept of selfless love, manifested in the behaviour of his

son and his servant Gerasim. Their ability to express

5The aspects of theatricality and the construction of space are dealt with by Andrew
Donskov in his article “A Note on Tolstoj, Sarah Bernhardt and The Death of Ivan

w

II'i¢,” Studia Phraseologica Ft Alia. Festschrift fiir Josip MateSic zum 65. ur
Wolfgang Eismann, and Jiirgen Petermann, eds. (Munich: O. Sagner, 1992) 67-79.

161



162

compassion and to mourn contrasts with the hatred and
indifference expressed by other characters, including lvan
Iich himself. His contrived set of professional modes of
communication with those subject to his judgement and even
with members of his own family reduces Ivan Ilich, as it
were, to a well-functioning robot, excluding any trace of
humanitarianism in dealing with people. The high number of
semantic fields in this narrative contribute to a high degree of
interconnectedness of their elements and to the complexity of
their arrangement.

The presentation of physical death in this narrative can
best be characterized by the movement from one pole (denial
and avoidance) to the other (acceptance). The chronology of
events, however, goes against the direction of this movement.é

Smert' lvana ll'icha starts in in ultimas res, that is, the

narrative begins with the actual ‘outcome’ anticipating the
ending and thus contributing to its anti-climactic compasition.
Following this specific beginning, the narrator begins the main
character's autobiography almost ab ovo, that is from the very
beginning of his life.

The title of the narrative introduces the reader to the
dominant theme and proves reliable — the reader is not misled
with regard to the main character and the outcome of the
story. The second reference to the motif of death is an

interspersed ‘text within a text’ — an ‘independent’, discrete

6Tolstoy employs this device of reversal in other narratives, e.g,, in Khadzhi-Murat.



portion of a text — an obituary notice notifying the members of
the court (Ivan Ilich's colieagues) about his death. The clarity
of the title manifests itself in the explicit reference in the
newspaper announcement informing its readers (as well as the
readers of this narrative) about the main event of this work.

The first chapter of the narrative consists of two
scenes: one of them in the courthouse, the other in Ivan Il'ich’'s
apartment. The very first reactions of lvan ll'ich’s colleagues
to the death of another human being manifest their dishonesty,
hypocrisy and indifference. These ftraits, which the narrator
unmasks throughout the story, are contrasted to the brutal
honesty, at times paired with irony, on the part of the
omniscient narrator. He skilfully juxtaposes the selfish and
hypocritical talk and acting of the secondary characters to his
own honest Weltanschauung. All the narratorial comments
prove the reliability of their author as well as the moral
weakness of the majority of characters.

In the first chapter, the dead protagonist is presented as
a passive object to be observed, fulfilling the function of a
kind of memento mori. The main contrast which can be
deduced from the survivors' behaviour is that of the death of
another person vs. their own deaths, which appear remote in
space and time, or even non-existent. The confrontation with a
corpse and the corresponding association with one's own death
is only a short-lived one and is almost completely suppressed
by the ‘practical’ consequences resulting from the death in

question. The logical construction of a story pre-supposes a
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transformation, a metamorphosis from an initial stage to
another stage, from vitality to mortality, effected through an
event preceded by a process. Note the radical change in this
story — a reversal of the plot's chronology from a post-mortem
to a pre-mortem perspective — associated with the demise of
lvan ll'ich.

The obituary announcement contains death-related
lexemes typical of mourning ceremonies. The announcement is
placed in the professional sphere, where it functions as a
decoding device, a technique to unmask the real relationship
between Ivan Ilich and his colleagues, whose reactions 1o his
death do not include any compassion or emotion; on the
contrary, they anticipate the tragic event and hope for
personal advantages in their careers resulting from it. Some of
them find ready excuses not to attend the funeral, thus
avoiding any confrontation with death, although they try very
hard to reduce the significance of this fact by giving priorities
to other less depressing activities of life, e.g., gambling.

This area of human activity affects almost all of lvan
Ilich's colleagues, especially Petr lvanovich and Shvarts. They
appear to be the only ones present at the funeral. Shvarts
manages to leave this scene as soon as possible, inviting Petr
lvanovich to join him in a game of cards. The exposition of the
theme of death also consists of the conventional environment
typical of funerals: the body of the deceased, characters such
as the priest, the bereaved, their friends and acquaintances all

engaged in predictable and traditional modes of behaviour:
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mourning, praying, bowing and talking about financial matters.
The corresponding world of symbolic objecis is present as
well (the black clothing, the lid of the coffin).

The narrator accompanies Petr lvanovich as he enters and
walks through Ivan Il'ich's apartment. Petr Ivanovich assumes
the role of an observer as he is confronted with the corpse,
although he cannot avoid a conversation with lvan ll'ich's
widow. This conversation again reveals the superficiality of
professional relationships — shown especially in Petr
Ivanovich's role-playing — proving the selfishness and
dishonesty of the characters participating in this scene.

The state of transition from being to non-being is
graphically exemplified by the description of the body. The
corpse of an individual still resembles a human being (in this
case the former lvan IVich) and is at the same time a lifeless
object. Semantically, this technique can be described as a
merger of two different semantic fields. In describing the
body, the narrator largely uses generalizing, stereotypical
statements in presenting Petr Ivanovich's impressions:

MepTBell Jiexall, KaK BCeria JieskaT MepTBellkl, 0cobeHHo
TSXKeJ0, I0-MePTBellKY, ... ¢ HaBcera COrHyBIIelocs
T'OJIOBOM Ha MOAYIIKE, ¥ BEICTABIIAJ, KaK BCerla
BHICTABJIAIOT MepTBellHl.[...] Ho kaK y BceX MepTBelloB,
FINIO ero GHUJIO KpaclBoe, I'JIaBHOe... {26:64].

The element of the stereotypical as a constituent in
funeral scenes can be found also in the servant Gerasim's

comment on lvan ll'ich's impending death: "BoXbs BoJiA. Bce
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TaM 6yleM, — ckazan epacuM” [26, 68]. In describing Ivan
I'ich’s outward appearance, the narrator tries to evoke, as it
were, certain impressions through non-verbal communication,
reading into the dead man's face moral judgements, an
assessment of life, and an ineffective reminder to the living,
the memento mori motif:
Ha siuiie ero ObUIO BEIpaskeHUe TOro, 4YTO TO, YTO HYXKHO
6EIJIO CAENATh, CIelaHo; U cAelaHo IIPaBUbHO. KpoMme
TOT0, B 3TOM BHIpakeHUM ORI ele yIIpex Wil
HaTTOMUHAHUE XUBHM. [26:64].

The conversation between Petr Ivanych and Ivan Il'ich's
wife is dominated by decorum. She behaves as ore may expect
a widow to behave: weeping and lamenting. As she describes
her husband's suffering and death, Petr Ivanovich is strongly
reminded of his own mortality and repeatedly experiences the
fear of death. Although the idea of the potentiality of his own
death (26:67) — of his own mortality — comes to his mind, Petr
lvanovich immediately starts suppressing this thought. Then,
the subject of the conversation between them centres around
financial matters connected with the demise of ivan Il'ich.

The stereotypical imaée of the funeral ceremony is
summarized as follows: "Hayaysiachb NaHUXUia, — CBe4N, CTOHHI,
nalaH, CJe3H, BCXNUNuBanus" [26:68], thus offering visual,
acoustic and olfactory impressions. The overall impression of
this 'introductory’ chapter is that of the prevalence of
numerous trivial and superficial details which overshadow and

suppress the cardinal philosophical questions associated with



mortality. The disparity between appearance and reality
manifested through the characters’ comments and their
physical actions stands in sharp contrast to the truthful and
reliable perspective of the omniscient narrator.

The implementation of the motifs of death, and their
embedding into different semantic fields is brought about
through the stylistic principles of clarity and simplicity.
This chapter already manifests a tendency to ‘detailization’ of
the trivial. The chronological ordering of the events is
occasionally interrupted by the few recollections on the part
of Petr lvanovich and the widow. The placement of the mostly
verbal actions in closed spaces contributes to a rather static,
lifeless and depressive atmosphere. The arrangement of the
motifs of death and dying shows a high concentration and
cohesion in the first chapter. The density of motifs increases
from Chapter |V and continues to the death-bed scene in the
last chapter. The second and third chapters of the narrative
concentrate on the depiction of Ivan Ilich's childhood, his
education, the beginning and advancement of his career, as
well as on the description of further important turning points
in the protagonist's private life, emphasizing important
changes brought about by his marriage and his moves to
different places in Russia.

Focusing in detail on the main character's internal life,
the narrator devotes considerable space to external objects
which attest Ilvan I'ich's status within society. His main aim

is not only to succeed in his professional life but also to
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integrate smoothly into society. He tries to achieve his
objectives by avoiding conflicts. As a young man, lvan Il'ich
had received a gift, a medal, whose Latin inscription — 'respice
finem = predvid' konets.' [26:64] — designates another
memento-mori motif. Ivan I'ich excludes and suppresses this
significant philosophical message from his past.

Another concise motif of death, this one from Ivan
llich's marital life, is the reference to the deaths of his three
children: "...ymMepio IBoe AeTef..." [26:75], and "...elle OIMH
pebeHok yMep,..." [26:76]. No further explanaticn of these
tragic events is provided, either by the narrator or by the
characters: thus the narrator omits lvan Il'ich's possible and
probable confrontation with the tragic. In Chapter |ll, which
centres around his professional and marital crises — these are
resolved in favour of the main character — the first sympiom
of his incurable disease occurs. While he is decorating his
apartment, Ivan Il'ich falls from a ladder and hurts himself.
As he refers to this accident later, he mentions to his wife: "—
fl He TapoM TMMHACT. Ipyrof O yOWICA, a A Uy Th ¥ XapUICA
BOT TYT; KOr'Zla TpoHemb — 60JIbHO, HO YiKe IIPOXOMNT; IPOCTO
cuHsK." [26:80] His allusion to the possibility of violent death
is not as important as the reference to pain, which will be
increasingly used as a motif in the subsequent chapters.

In Chapter IV, the narrator focuses on the semantic
fields of health vs. illness. At the beginning of the chapter the

narrator varies and specifies the symptoms of the iliness. The
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effects of the change on Ivan ll'ich's condition are explicitly
pointed out:
Ho ciny4unoch, YTO HEJIOBKOCTDb 3Ta CTajla yBelIU4YlUBaTbhCA
U NepexoJuTh He B 60Jib elte, HO B CO3HAYUE TAKECTH
IOCTOAHHONI B 6OKY U B LIy pHOE pacilojioKeHNe nyxa. [26:
82]
The deviation from health results also in a deviation from lvan
[l'ich’'s way of life — from his former lightness and carefree
enjoyment of living. At the same time, his relationship with
his wife starts to deteriorate again, whereupon the narrator
notes her wish for her husband's death: "OHa cTajla XejaTb,
yTob 0H YMep, HO He MOTJIa 3TOr0 KejaTh, IOTOMY YTC TOrla
He Oblo 67 KajJoBaHbA" [26:83] — a thought which she quickly
abandons.

On his wife's advice Ivan Ilich consults a physician. This
is only his first attempt to learn more about his condition,
especially about the real nature of his illness. The physicians,
however, avoid telling the patient the fruth, referring instead
to the details involved and exhibiting attitudes of avoidance,
denial, and hypocrisy. Their evasive diagnoses and answers
contribute to the patient's insecurity and uncertainty, and to
an increasingly depressing mood. The disparity between the
patient's quest for knowledge (finding out about the real
nature and the seriousness of his disease) and the pnysicians’
evasiveness becomes evident in the reference to cardinal
questions such as: "InA VBaHa Vnbuua OB BaXeH TOJIbKO

OJIMH BOIPOC: OMTACHO JIM ero IojioXkeHUe, Uil HeT?" [26:84].
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When listening to the physicians' ‘judgements’ — his usual
position of exercising power over people is reaversed — the
prosecutor lvan llich experiences a sense of powerlessness
and dependency along with a feeling of indifference towards
his predicament. As soon as he accepts the inevitability of his
impending death, lvan Il'ich starts to judge himself.

As this state of uncertainty combined with chronic pain
continues, Ivan Il'ich places his hope in medicine. In
describing the patient's worsening condition, the narrator
employs words taken from the ‘thanatological’ and
‘jurisdictional’ lexicon as he introduces the motif of violent
death: "I OH 3MUJICS Ha HecvyacTbhe WIN Ha JII0JeH, AeJIlaBIINX
eMy HeNpUsITHOCTYU U yOnBaloWuXx’ ero, 1 4yBCTBOBAJ, KaK 3Ta
ajoba y6uBaeT ero”, [26:88] as well as one of its variants, the
motif of poisoning:

... 11 /IBaH MNbUY ocTaeTCA OOWH ¢ CO3HAHUEM TOr'0, UTO ET0
’KI3Hb OTPaBJieHa Il Hero 1 oTpapisAeT XKU3Hb APYTHX, I
yTO OTpaBa 3Ta He ocnabnAaeT, u Bce bonble U GoJibIe
poHUKaeT B CYecTBO ero. [26:88].
Thus death interferes decisively in his life, and this time both
the ‘victim’ and the ‘victimizer’, on a metaphorical level, is
lvan Ilich himself. He becomes aware of a dramatic change in
his physical condition:
Henbas CrUo cebsg 0OMaHBIBATh: UTO-TO CTPAMHOE, HOBOE I

TaKoe 3HaUYUTeJIbHOR, Yero sgjauyTesibHee HUKOr' 1d B

7Tolstoy again uses italics to emphasize the agents of actions.
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JKI3HH He 6bUIO ¢ ViBaHOM MJIbUYeM, COBeplIajoch B HEM.
[26:87]
This is only the first of several explicit negative references to
a significant change, to his approaching death.

In Chapter IV, the semantic fields of health vs. illness
and their corresponding elements (physical sensations,
symptoms, and physicians’ diagnoses) continue to dominate in
emphasis over the cardinal questions of life and death. The
dramatic change from a powerful to a more or less powerless
person, along with the gradual acceptance of the permanency
of illness, foreshadows the tragic outcome of this story.

In Chapter V lvan ll'ich begins his open confrontation
with death. His brother-in-law comments to lvan Ilich’'s wife
on his deteriorating condition; he is the first person to refer
openly and graphically to the patient's inevitable fate, i.e., to
pronounce a death-sentence, which lvan Il'ich happens to
overhear: "— Kax nmpeysejauuynBaio? Tebe He BUIHO — OH
MepTBHI YesI0BeK, IOCMOTPH Ha ryiasa. Het ceeTa. la 4Toy
Hero?" [26:89]). In referring to Ivan Ilich’s eyes, his brother-
in-law points out the lack of ‘light. This quality is part of the
colour imagery of light vs. dark as the dominant symbolic
opposition of this narrative.

In this chapter, the patient, in contrasting and evaluating
the symptoms and the fatal consequences of his illness, comes
to the following epistemological and existential conclusions:

He B cJIelof KUIIKe, He B OYKe JeJI0, & B XKU3HU U...

cMepTU. Iia )KU3Hb OblyIa ¥ BOT YXOIUT, YXOIUT, U 5 HE
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Mory yaepXaTb ee. [...] Pa3Be He 0UYEBUIHO BCEM, UTO
yMUpPalo, ¥ BOIIPOC TONBKO B WUCJIE HENelb, IHEN— ..." [26,

91].

The hopelessness of his state forces lvan II'ich to meditate
about his own death, the mortality of his relatives and human
mortality in general, as well as the ‘universality’ and
inescapability of the fear of death. In expressing the
inexpressible, the basically unknowable, he uses metaphors of
darkness and 'approaching the abyss'. In depicting the role of
the details such as the symptoms of the illness, the narrator
shows lvan Ilich arriving at the fundamental questions of life
and death.

Chapter V! introduces the coping mechanisms of denial
and acceptance. lIvan Ilich tries to approach his problem from
a logical and philosophical perspective, questioning the
fundamenta! truth of human mortality in general. In excluding
the possibility and likelih~d of his own death, he accepts the
general fact of mortality. The patient becomes gradually
aware of his former tendency to suppress and deny the tragic
aspects of life:

Ho — cTpaHHOR JIeJio — BCE TO, YTO MpeXAe 3acioHANO,
CKPHIBAJIO, YHHUTOXKUBAJIO CO3HAHIE CMEPTH, TEllephb yxKe
He MOTJI0 MPOM3BOXUTD 3TOro AeHCTBUA. [26:93]
This change of mind leads to a new assessment of life,
especially the unmasking of theatricality, decorum,
orderliness, !.ypocrisy, and lies. These particularly

behavioural traits constitute a specific system of values of a
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shallow and hollow world associated with his former
understanding of reality; they still continued to be valid for
his relatives, colleagues, and physicians even after his death.8
In trying to avoid ever-present illness, lvan Ilich is
reminded of his predicament by his recurrent pain. At work he
experiences this pain again, comparing it to a sucking creature:
Ho BapyTr B cepenuse 60jb B Goky [...], HaYlHAIA CBOE
cocylee aeso. MpaH Mnbuy NPUCHYIIUBAJICS, OTTOHAN
MBICJIh O Hell, HO OHa IIPOJoJIKaJa CBoe, U oHa NIpUXoluia nu
CTAHOBUJIACH MIPsMO Nepel HUM U CMOoTpeJsia Ha Hero,  OH
ctonbeHen, oroHb TYX B I'/Ia3aX, ¥ OH HaUHAaJI ONATH
CpamuBaTh cebs: HeyKeJIu TONIbKO OHa npapna? [26: 94].9
The apparent association of pain and illness as well as the
identical feminine grammatical gender of the Russian words
bol' (pain), bolezn’ (illness) and smert’ (death), enable the
author-narrator to create a certain semantic ambivalence. The
inimical personification of these phenomena is obvious. Thus,
the narrator transforms abstract inanimate concepts into
animate creatures. In contrasting his denial with the
imminent reality, lvan Il'ich comes to realize the absurdity of

his situation.

8In the pertinent scholarship, literary critics disagree on the question whether Toistoy
explained Ivan IVich's ‘conversion’ plausibly or not; as for the latter standpoint, David
Shepherd discusses this aspect in his article “Conversion, Reversion and Subversion in
Tolstoi’s “The Death of Ivan Ilich”,” The Slavonic and East European Review 71
(1993): 401-16. '

9Tolstoy here employs the device of pain personified; the personal pronouns in jtalics
avoid the direct naming of pain; a similar device is used in Andrei Bolkonskii's
confrontation with death in Yoina i mir.
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Chapter VII, which shows the length of the main
character's illness — three months — focuses on the dialectics
of truth, truthfuiness and sincerity vs. lies, theatricality and
hypocrisy. As Ivan ll'ich begins siding with the former, he
gains a supporter of his cause in the character of the servant
Gerasim: in Chapter VIl his son also appears to be on his side.
Gerasim's vitality and youthfulness stand in sharp contrast to
lvan Ilich's deteriorating health. As time passes, he starts to
resent the lies and their bearers which surround him every day.
This realization becomes obvious in the depiction of the
physician's visit in Chapter VIII, especially through the
latter's judgements, which demonstrate this disparity even
more distinctly. This chapter closes, as it opens, with a
segmentation of time: lvan Ilich is to live only a few more
days [26:99].

In Chapter VIiI, lvan ll'ich is again tired of the same
prognoses made by the two physicians. He realizes the
inevitability of his impending death, which along with the
futile medical assistance, appears ridiculous and inappropriate
from his perspective. The physicians' theatricality finds its
opposite number in the first ‘farewell-scene’ with the
members of his family and his daughter's fiancé. The semantic
field hypocrisy is concretized through an explicit reference
to a play, to artistic activity, forming a connection between
the theatre and immorality. This becomes obvious in the

phrase ‘aesthetic enjoyment’ (esteticheskoe naslazhdenie).



In Chapter IX the main character refers to God for the
first time and emphasizes the irrationality of suffering: "OH
njiaKai o 6ecnoMoIHOCTY CBOEH, 0 CBOeM YKACHOM
ONIHOYECTEE, O KeCTOKOCTY JIJel, 0 XKecTOKOCTH Bora, ob
oTcyTcTBMM Bora" [26, 105]. The ‘interior dialogue between
lvan Ilich and his ‘voice of the soul’ reveals the basic meaning
of his life up to the time of his iliness: he assesses his life in
retrospect, confesses and underlines the aspect of convenience
as the guiding principle of his life. Evaluating his childhood
positively, lvan Il'ich defines his marriage as the significant
turning point of his life, as marking a change for the worse. In
approaching the final moments of his life, lvan ll'ich questions
his philosophy of life, introducing the concept of gquilt.
Conscience, apparently, had not played any role in his past life.
Again, his doubts lead him to the conclusion that life itself, as
well as questions of guilt, is absurd, inexplicable and invalid
in his situation. He also disapproves of any concepts which
could make life meaningful.

In Chapter X lvan ll'ich invokes scientific, geometrical
and physical images to express the inevitability of his
approaching death and the rapid vanishing of life:

OnHa TOYKa CBeTJias TaM, Ha3all, B Hauase XU3HY, a
noToM Bcé GeicTpee u GricTpee. O6paTHO PONOPUIATIHBHO
KBaJpaTaM PacCTOAHUY OT CMEpPTHU, MoXyMasn VBaH Mnbud.
U 5TOT 06pa3 KaMHs JIeTaoNero BHI3 ¢ yBeINIUBAIOLencs

GHEICTPOTOM, 3amaj eMy B nymy. [26:109]
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Here movement through time is transferred to movement
through space.

In Chapter X! the main character finally decides to do
away with falsehood and hypocrisy as he talks to his wife and
his physician. The faster the hour of his death approaches, the
more lvan llich realizes his life has been a failure. Again, he
re-iterates the basic truth which he discovered while facing
the inevitable: “Bcé& To, 4eM TH XUJI U XUBEHb, — €CTh JIOXKb,
o6MaH, CKpHIBAOWMA OT TelsA KU3HD U CMEPTD.” [26:111]

In the twelfth and final chapter Ivan Il'ich fights
imminent death in a ‘black sack’, expecting his ‘execution "Ox
Gusncs, Kak 6peTcs B pyKax fajaya IPUroOBOPEHHBIA K CMEPTH,
3Has, YTO OH He MOXeT cracTuch" [26:112]. In describing the
final moments of his life, the narrator exploits this situation
to dramatize and focus on the various characters' emotions,
complementing them with the non-verbal behaviour of lvan
IIch's son: he kisses his fathers hand. In depicting the
duration of time, the narrator also uses the device of
summary to compress events of the final three days while
‘stretching’ the final few seconds of the main character's life.

The presentation of death in this narrative can be divided
into a post-mortem (Chapter 1) and a pre-mortem phase. Such
a division contradicts the chronological succession of events.
Despite the somewhat restrictive title, the all-knowing
narrator covers the life as well as death of the main
character, focusing on details (especially on the world of

inanimate objects) and external aspects such as clothing,
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outward physical experience, and non-verbal communication.
This world stands in sharp contrast to a great number of
abstract attitudes, concepts, judgements, philosophies of life,
virtues and vices, and stereotypical modes of behaviour. The
dialectic structure of the whole narrative contains a set of
explicit and implicit oppositions, which in turn form a
hierarchy.

The top of this hierarchy is dominated by the life vs.
death and appearance vs. reality dichotomies. As for the
fundamental modes of death, the author includes both violent
death on a metaphorical ievel and natural, premature death on
a concrete level: lvan l'ich and three of his children die
prematurely. He also distinguishes between ethical-
philosophical aspects and psychological-emotional coping
mechanisms. As events progress, the author reveals two basic
attitudes to life which can be derived from the protagonist's
attitude to death: (a) the selection of the pleasant aspects of
life materialized through the pleasure principle, which denies
death and is opposed to (b) the acceptance of all phenomena of
life, including death. These basic concepts are connected with
a series of corresponding concepts and modes of behaviour.
lvan Ilich after the conversion, his son, and his servant
Gerasim, represent the concept of acceptance, whereas all the
other characters side with denial. As for the basic turning
point of the story, the onset of the iliness and the realization
of its fatal nature in particular, divide the life of lvan Ilich

into the worlds of ‘ignorance’ and the world of ‘existential




knowledge'. The awareness of his imminent death forces the
main character into a painful but profitable learning process.

The transition from a man of authority and power in his
professional life to a powerless creature during his illness in
his private life demonstrates the instability and
unpredictability of human life as contrasted with the certainty
of death. By restricting himself to a specific semantic field
through the title, the author-narrator directs the reader to a
specific set of typical characters and their predictable
activities.

The presentation of death in this novella includes the
depiction of the characters’ attitudes towards death, which
are in turn connected to their views and concepts of life.
Tolstoy balances the themes of health, illness and the process
of dying; he presents the moment of death, the transformation
from life to death, in a concise manner. The main character
overcomes the fear of death and death itself as long as he is
alive. His death is real as long he is alive, but shortly before

his demise, death loses its significance.

Tolstoy's late narrative "Khoziain | rabotnik” (Master and
Man) depicts a tragic and unfinished night-time winter
journey. The motif of travellingl0 is one of the common
motifs in Russian literature — cf. Tolstoy's own short stories

"Metel", "Zapiski sumasshedshego”,! the travelogues of Old

10paemmrich and Daemmrich, 155-58.

11The first short story is treated in Chapter I of this work, the second in this chapter.
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Russian literature such as the fifteenth-century account of
Afanasii Nikitin's travels: Khozhdenie Afanasiia Nikitina za tri
moria (Journey Beyond the Three Seas, 1475), the works of the
eighteenth-century writers Karamzin (1766 -1826) and
Radishchev (1748 -1802), as well as Pushkin's poems “Zimnii
vecher” (Winter Evening, 1825) and “Besy” (The Demons,
1830); in these poems the author alludes to a snowstorm and
to travelling in a snowstorm respectively; one of the minor
characters of this narrative, Petrushka, quotes from the first
poem.

In literary works writers may describe either short trips
or long and eventful journeys. In describing movement through
space, narrators often combine characters' perception of
‘external’ facts (the narrated world: inanimate objects,
animate creatures and phenomena) with ‘internal’ responses
and impressions, along with emotional reactions and
intellectual or spiritual reflections associated with them. The
perception of objects and events in the fictitious reality of
the present is associated with incidents or experiences of
their past life or endowed with some meaning for their future
life. They also function as anticipations, such as bad omens or
fatal predictions.

Works of literature presenting the theme or motifs of
travelling can be divided into two main groups: (a) safe
movement through space: the traveller does not experience any

danger or adventure; (b) movement fraught with unforseeable




incidents, such as accidents, robberies or murders, where the
narrator explores phenomena of predictability vs.
unpredictability. Unpredictable incidents are caused either by
human beings, or, depending on historical circumstances (such
as the mode of transportation used or the condition of roads),
by hostile (inimical) forces of Nature (e.g., freezing, flooding,
drowning, or attacks by animals). Writers utilize the element
of indefiniteness, combining the element of the unpredictable
with the motif of adventure. Often the motif of traveiling
furnishes not only the opportunity for ‘external’ discoveries,
but also co-incides with gaining experience and knowledge.

Integrating death into literary works depicting journeys
means the introduction of life-threatening situations on
journeys, in which narrators portray either characters'
survival or their ‘natural’ or violent death. In “Khoziain i
rabotnik” relentless and inimical Nature challenges and
destroys the life of one of the main characters, the merchant
vasilii Andreevich Brekhunov, already characterized through
the negative connotation of his telling name. Nature also
affects the health of his servant Nikita. Man's confrontation
with Nature in this work is however brought about by
Brekhunov's selfish decision to travel and his reluctance to
accept an offer of hospitality and stay overnight at a peasant's
house in the village of Grishkino.

The ten chapters of the narrative describe the stages and
the turning point of a business trip. It starts with Brekhunov's

fatal decision to undertake a journey to a neighbouring village
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to buy a grove and the subsequent departure. After leaving the
village of Kresty (Crosses) and travelling for a short period of
time, Brekhunov and his servant Nikita lose their way in the
snowstorm for the first time. By co-incidencel2 they arrive at
the village of Grishkino. They pass by this village only to
return to it after they lose their way one more time. Here they
are offered hospitality and the chance to stay overnight, which
Brekhunov declines.

The master and man set out, continuing their night-time
travel. They repeatedly lose their way, and their attempts to
find the right way fail again and again. By and by they are
forced to make a halt in the open. Leaving the passive Nikita,
the master searches for the right way only to encounter
another dangerous situation: he finds himself in a snowdrift.13
Returning to the place where Nikita awaits his fate, he too is
forced into passivity. He covers Nikita with his body, thus
sacrificing his life and saving Nikita’'s. The next morning some
peasants find Brekhunov and his horse dead, but proceed to dig
up Nikita, who is alive. The narrator concludes this work by
describing Nikita's own death some twenty years after this

tragic incident,

32The factor of co-incidence repeatedly interferes in the plot; cf. the travelling in
circles — leaving and returning to the same spot.

13The snowdrift shows a similarity to the images of graves and to the potentiality of
being buried alive; apart from this geological formation, the narrator uses other images
associated with danger such as desert, wilderness (pustynia) and precipice, abyss
(propast’); cf also the partial similarity of the Russian lexemes groby (graves) and
sugroby (snowdrifts).
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Apart from the concrete level ot movement through
spacel4 and the characters' physical activities, the narrator
incorporates the level of internal activities, describing their
emotional reactions, the workings of their consciousness —
such as visions, recollections, dreams, as well as
philosophical reflections evident in the assessments of both
characters’ lives: Brekhunov's change in character is compared
with the constant philosophy of Nikita's life.

The motif of death is introduced and anticipated
indirectly through the motif of freezing and frozen clothes,
then freezing as applied to human beings. As the plot
progresses, the narrator refers directly to the potential death
of the main characters, then focuses on the master's denial
and Nikita’s acceptance (as part of his fatalistic attitude).
Using these two basic modalities, the narratcr employs the
potentiality for Nikita's survival and the materialization of
Brekhunov's death.

After introducing the main characters through
contrasting their social status — an inequality based on
material wealth as well as their diametrically opposed
philosophies — and establishing the setting as well as the
atmosphere, the narrator notes Brekhunov's decision to leave
his home village. In the first chapter of the narrative, the

author deals with a limited set of non-functioning

14The linear progression of time as a constituent of the plot is opposed to the cyclical
concept of time which manifests itsclf in the state of the dream; here visions of present
and past merge; cf. the master's and Nikita's dreams.
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relationships existing between the main characters and their
wives: in this context, the narrator introduces the motif of
marital crisis along with another motif: Nikita's friendly
attitude towards animals. Having lost their way in the
snowstorm for the first time, the travellers pass through the
village of Grishkino; here the narrator employs co-incidence as
a recurrent structural element. They happen to notice frozen
clothes hanging cin a line:
Y KpaiHero JBopa Ha BepeBKe OTYasHHO TPEeNayoch OT
BeTpa pas3BelleHHoe 3aMep3lree benbe: pyGaxy, oana
KpacHas, Ipyra 6enas, TOPTKU, OHyYl U JobKka. Benas
py~axa ocoBeHHC pBasiach, Maxas CBOUMU PyKamy. [29:
14]
The personification of clothes, the adverb otchaianno and the
verbs rvat'sia and makhat', as well as the unusual ‘de-famil-
iarized’ movements of the sleeves, evoke the impression of
ostranenie (i.e., an estrangement or alienation effect). The
adverb and verbs in question may imply a confrontation, a fight
against death, against an invisible but powerfui enemy. The
narrator takes up this image of frozen clothes as master and
man pass by them seveial times!5 — they serve the function of
a de-familiarized memento mori. Nikita reacis to this sight
with a combination of sarcasm and black humour: "— BuIib,

faba NleHuBas, a 1ub0 yMupaeTh, — 0ebe K TPA3MHUKY He

15The travellers pass the hanging clothes four times: see pp. 15, 17, and 24; cf. the role
of co-incidence.



cobpana...” [29:14]. This is the first direct reference to death
or dying by one of the main characters.

At one point while searching for the right way, Nikita
asks his master whether he is still alive: "— AHIpeuy XUBY
— KPUKHYJI OH. — 3Iech! — OTKJIUKHYJICA Bacunull AHApeny.

— Hy, 4T0?"[29:27]. This reference can be seen as an incirect
anticipation of the outcome. When both of them realize they
are completely lost, they decide to stay in the open. In a short
dialogue between the travellers Brekhunov hints at the obvious
danger, the most probable mode of death, namely freezing:

“_ A He 3aMep3HeM MBI? — ¢Kaszall Bacunuil AHIpeeBud.

— YTo K7 U 3aMep3Hellb — He OTKaXelWhcst, — CKasall
Huxura.” [29:29]

The narrator then shifts to the presentation of
Brekhunov's thoughts: he re-assesses his life through the use
of enumeration, especially as applied to items of wealth
[29:31]: the master points out his assets and neglects his
iailures. The danger of freezing to death comes to his mind
when he commenis on Nikita's clothes, at this point showing
pity and a sense of responsibility: "He 3amepa OB MYKUK;
710X¥a OXeKOHK4 Ha HeM. Eile oTBeTUIb 32 Hero" [29:33).
Reflecting on this mode of death — that is, someone else's
death — Brekhuriov contrasts the two possible outcomes:
survival and death:

TaK-TO DAJIIMKA pa3 BCIO HOYb B CHEI'Y IPOCUIe]], —~

BCIOMHMI OH , — U HU4Yero. Hy a CepacTbAHA-TO

OTKOIIANN, — TYT Xe NpelCTaBUJICA eMy JIpYI'OF[ cCnyd4an,
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— TaK TOT TOMep, 3aKo4YeHeJl BeCh, KaK Tyla

MoposkeHHasd. [29:33]

In the last chapter the narrator uses the same comparison as
he describes Brekhunov's corpse, comparing dead animals and
dead human beings.

The narrator shows Brekhunov approach the potentiality
of death by decreasing the probability of his survival;
Brekhunov assumes the worst possible outcome, cf. his remark
on drinking and freezing to death: "— [oBOPAT, NbAHHE-TO
3aMep3aloT, HodyMal oH, — A s BBIIIIL." [29:35] This turns out
to be a truthful prediction in the end. However, he denies
death vehemently:

« ... UTO NexaTb-TO, CMepTH JokujgaTbes! CecTh BePXOM

— IIa 1 Mapll », — BAPYT IPUIIO eMY B TOJIOBY. «Bepxom

jomanb He cTaHeT. — EMy, — TogyMasn oH Ha HUKUTY, —

Bce PaBHO yMUpaTh. Kakas ero Kuses! EMy ¥ XKU3HU He

%aJIKO, a MHe, claBa Bory, ecTb 4eM MOXUTh... » [29, 351,

Chapter VII of the narrative de s with Nikita's attitude
towards his presumed imminent death. As indicated in the
passage just quoted, his attitude is marked by indifference;
like his master, he also re-assesses his life, pointing out his
sins and vices [29:36-37]. His thoughts also turn to his ‘main
master' (glavnyi khoziain) — i.e., God, and as the frost
intensifies initiates a dialogue with Him. Blurring the
boundary between consciousness and the perception of reality,

this chapter concludes with Nikita's acceptance of death:
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"YMUpaJ OH WIN 3aChIIall — OH He 3HAM, HO YYBCTBOBAJ cebs
OINHAKOBO TOTOBBIM Ha TO U Ha Apyroe” [29:37].

Using the device of contrast, the narraicr shows
Brekhunov starting his own dialogue with God in Chapter VIII.
Before addressing Saint Nicholas — the patron of traveilers and
merchants — and praying to God, he tries for one last time to
deny his impending fate — the possibility that he might freeze
to death. He leaves Nikita to look for the right way to his
destination but loses his orientation and returns by co-
incidence to the same spot. During his flight, his fear of death
increases as he realizes that he must have walked around in a
circle, but decreases upon finding his servant at the same spot.

The decisive turning point — the masier's act of sacrifice
— corresponds to a change in his philosophy, starting with his
expression of pity towards Nikita, and concluding with his
final re-assessment of his life. Witness his last dialogue with
Nikita:

— Uero TH? — CIIpocuyI 0H. — Yero roBopnilb?

— [IoMU-MU-MUPaAW A, BOT 4TO, ¢ TPYJOM, IPEPLIBUCTHIM

r0/I0COM BHIFOBOPWI HUKUTA. — 3aXKUTOE MaJIOMY OTJan

anu 6abe, BcE paBHO.

-- A 4TO X, aJIb 3334067 — CIIpoCuJI Bacuyiun AHLpeeBud.

— Yyio, CMEPTDb MOA... IPOCTH, XPUCTA pain.... CKa3al

HuxuTa [IUIaYyLUM FojiocoM, ... [29:41].

This dialogue along with Nikita's willingness to give away his

possessions and to ask for forgiveness, deeply affects
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Brekhunov:16 his attitude towards Nikita, which began as that
of a superior master, shifts gradually towards sympathy and a
sense of responsibility, culminating in brotherly love [29:42-
43]. Brekhunov finally overcomes his fear and awaits his fate
with equanimity. The passage from life to death is a
transition from mental dynamics to physical impotency. The
process of dying manifests itself in the gradual dysfunction of
his limbs. The workings of his consciousness contain
impressions of the present combined with his recollection of
the past which merge into nothingness:

... TOTOM BCE 3T0 CMellaJioch, 0JHO BOILJIO B IPYIroe, I,

KaK IIBeTa palyry, coeluHAnINecs B OXUH Oebi IBeT,

BCE pa3HLIe BIIeYATJ/IeHUS COIJINChH B OHO HUYTO, ¥ OH

3aCHY . [29, 43]
His death is described as a gradual and slow process, which
starts with the inability to perform bodily functions: "HO PYKH
He noIHuManTca" [29:43] and culminates in the
discontinuation of the ability to perceive: "W Oonblie yXe
HUYero He BUJIEN U He CJIHIIAJ i He 4yBCTBOBaJ B 3TOM MIUpeE
Bacunui AHIpeeBuy" [29:44]. This is a common indicator, a
concise statement about the transition from life to death that
can be found in other Tolstoyan works as well.

The approach towards his own death is segmented
through different stages of consciousness: at first Brekhunov

is awake, then he envisions his growing inability to function

16Philippe Aries, in his work The Hour of Qur Death (New York: Vintage Books, 1981)
introduced the term of ‘tame’ death for this ritual.
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properly: he almost turns into stone. He welcomes death,
knowing that Nikita continues to live. The awareness of
certain and imminent death precedes its actual moment in
time. Thus, the narrator extends death into life. Death comes
as a liberator. The epistemological climax of this narrative
co-incides with his realization, with the fact of gaining
knowledge. Brekhunov becomes aware of this additional
insight from the perspective of a different ‘person’, from a
post-mortem stage: his split consciousness differentiates
between the living and the death-transgressing Brekhunov:

YTOo K, Bellb OH He 3HaJ, B ueM JAefo, — AyMaeT TIpo

Bacunbs BpexyHoBa. - He 3HaJ, TakK Tellepb 3HAIO.

Ternepb yx 6e3 omubxu. Tenepp 3Hako. [29:44]

The transition from Brekhunov's life to death is divided
into several phases: in the first stage, he is aware of the
workings of his consciousness and its cohesive functioning
before recollections, visions and impressions of the present
reality merge; this stage is then superseded by sleep and a
dream. On a biological level, Brekhunov notices in a dream his
physical decline; at the same time he unconsciously continues
to ‘realize’ his situation [29:44]: although he knows his death
is imminent, he gains the ultimate insight about his life and
contemplates re-birth: through his sacrifice he saves Nikita's
life and prolongs his own life as well.

As elsewhere in his works, Tolstoy uses the device of
contrast combined with paradox as a device for

characterization. As in Sevastopol' v_mae, the person who
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accepts his potential death and dies long before these
phenomena confront him survives, whereas the person who
denies and fights death succumbs to it. At first, Nikita also
perceives reality as a state of the after-life as he continues
his dialogue with God. He awakens from his dream 1o realize
that three of his fingers are frozen.

Nikita's experience with this tragic situation starts with
the premonition of his imminent death. The stage of sleep is
also accompanied by a dream in which he perceives a violent
death, namely being buried by the cart. Upon regaining
consciousness, he realizes that he has not been buried by the
cart: it was Brekhunov's body which he interpreted as a cart.
Here the author re-employs the technique of association and
transformation, the replacement of objects. In a sub-
conscious state he becomes aware of horse's agony and
assumes that his master has died [29:45]. The narrator
concludes this incident with Nikita's rude awakening to reality
and the description of the horse's death.

In this episode Tolstoy restricts himself to describing
the aspect of transformation which affects Mukhortyi, the
horse. The image of the horse is brutal — an animal turned into
a statue of ice:

MYXOPTHI 0 6pIoX0 B CHEr'y ¢ COMBIIUMMUCA CO CIIMHEL

IJIeell ¥ BepeTheM CTOSA Becb OeJIb, IPIXaB MEPTBYIO

rOJIOBY K 3aKOCTeJIeHOMY KalbKy; HO3ApHU ofMep3iu

COCYJIBKaMU, rjaza 3allHIeBel/Il U TOoXe 06MQp3JIM TOYHO
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cre3aMi. OH UCXYIas B OHY HOUb TaK, UTO OCTAJIOCh HA

HeM TOJIbKO KOCTHU Ja Koxa. [29:45]

The narrator concludes this work with a rhetorical question in
which he distinguishes between the presumed and the actual
death of the servant, between the reality of this worid and the
potentiality of the after-life:

Jlyulle win Xy« eMy TaM, [ie OH, Iocje 3ToN

HaCcTOsIIe!l CMepPTU, IPOCHYICA? pa3souapoBaICs JIN OH,

Y HAlUeJI TaM TO caMoe, UTO OKUAaJ1? — MHEl BC2 CKOPO

y3HaeM. [29:46)

In presenting death in this narrative Tolstoy builds up a
network of oppositions associated with the fundamental
modalities of death, the ‘death’ of inanimate objects vs. that
of human beings and animals, the state of being awake vs. the
absence of consciousness, as well as presumed and actual
death. He uses the device of contrast to characterize the main
characters: their attitudes towards life and death manifest
themselves in acceptance and denial. He contrasts their
perception of death as it extends into their lives, the
dominating processes being transformation and transition.

The halt in the open not only symbolizes the final point
of their trip, but also indicates the beginning of an intellectual
process which in the end leads to the master's philosophical
‘conversion’. As is often the case with Tolstoy, certain
characters tend to contemplate their lives or re-evaluate their
attitudes towards life only in life-threatening situations such

as confrontation with death and dying. Thus one's own death or




witnessing the death of other characters functions as an
epistemological catalyst, as a revelation of a character's
fundamental views on life.

The central shift in the narrative comprises the
transition from life to death. Tolstoy again declines clear-
cut distinctions between life and death. The reader repeatedly
encounters other significant shifts — e.g., between sleeping
and awakening, perceiving the reality of a given present
moment in time and perceiving a distant reality in a dream.
Furthermore, temporary loss of consciousness is opposed to
permanent loss of consciousness and perception, which equals
death. In doing away with distinct boundaries of life and
death, Tolstoy emphasizes the paradoxical modes of behaviour
of the two main characters, i.e., the master's post-mortal
extension of life and Nikita's pre-mortal extension of death.

“Khoziain i rabotnik” again combines the existential
borderline situation death and the characters’ philosophies of
life. This story also centres around a common literary theme:
the relationship of man and Nature. The ‘agent’, Nature, brings
about the death of one of the main characters and his horse.
“Khoziain i rabotnik” concludes with the natural death of the
other main character, the servant-worker Nikita. Facing the
inevitability of death, Brekhunov changes his attitude to life
through witnessing his servant's equanimity as he accepts his
(presumably) imminent death.

This narrative is constructed around the main thematic

categories involving the relationship of man and Nature, and of
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man and mortality. In presenting these categories, the author-
narrator uses the devices of repetition and parallelism and,
to a lesser degree, contrast. The underlying thematic

structure is that of the quest — a motif exemplified by the
movement of the main characters through space and time. On
their journey, they are repeatedly challenged by their fate,
manifested through the inimical forces of Nature. The
‘adventurous’ encounters between human beings and forces of
Nature can be compared to a risky game in which the master
and his servant gradually approach their tragic fate, all the
while declining opportunities to avoid it.

In presenting the trivial story of a business trip, the
narrator introduces and repeatedly uses significant motifs on
at least two different levels. The motif of freezing is
applied both to inanimate objects such as clothes and to human
beings and the horse. On their journey this threesome loses
their way repeatedly until they arrive at a 'point of no return.’
They are obliged to spend ihe night in the open. Another pair of
related activities is: falling asleep and awakening. The
motif of awakening can also be considered as part of a
presumed after-life as well.

Closely related to the contrast of sleeping and awakening
is that of temporary vs. permanent loss of
consciousness. As in many other narratives, Tolstoy’s
narrators oscillate between the main categories of
potentiality and materialization of death. Presumed death

is also opposed to real death when some characters assume
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that they are dying or that they have awakened in the nether
world. The omniscient narrator proves them wrong (cf.
Nikita's assumptions).

As was the case in “Metel” 17 Tolstoy uses the motif of
the dream to transgress the boundaries of consciousness
(losing and regaining it) and death. The perception of death
is defined in terms of the discontinuation of the faculty of
perception. The dream and hallucinations allow the narrator
to build up a sphere from which Brekhunov awakens in another
world,18 whereas Nikita upon regaining consciousness assumes

he has arrived in the after-life.

"Zapiski sumasshedshego" (Diary of a Madman, 1912) is a
short first-person narrative dealing with moral questions —
existential questions in particular. In this work, which was
published posthumously, Tolstoy presents a crisis affecting a
young man and his attempts to cope with it. The narrator
foregrounds the eternal problem of mortality, especially the
fear of death and the dominance of natural death over violent
death. The thematic opposition constituting this work centres
around the illusion of immortality (or suppression of mortal-
ity) and the gradual realization of this condition. The title of

the narrative alludes to other well-known works and to the

17Further similarities are the comparison of the snow-covered earth to a sea and a
desoert.

18Dcath as awakening functions in Prince Andrei’s death as well.



specific zapiski genre of Russian literature, common to such
major authors as Gogol', Turgenev, and Dostoevsky (1821-81).

Tolstoy's work deals on a philosophical ievel with man's
realization of his limits of knowledge as evident in his con-
frontation with death. Throughout this narrative, the main
character poses epistemalogical, ontological and metaphysical
questions; he initiates dialogues viith his self, with death
personified, and with God. The main character's confrontation
with the realization of his mortality proves to be the turning
point of this work. Only death can answer the first-person
narrator's question about the source of his fear, by proclaiming
its own personified identity.

This work also reveals the main character's moral
conversion. A non-believer, he lives a normal life until he
discovers that it is has been dominated by a moral darkness.
Then he begins a quest for eternal truths and after iree
traumatic memento-mori episodes reaches ethical and
religious enlightenment. The process of his conversion to a
believer is divided into three stages (cf. the technique of
gradation) and connected to the three episodes in question:
one of them is set in the provincial town of Arzamas, the
second in Moscow — both are set in closed space — while the
third, a hunting-scene, takes place in an open space. The motif
of the quest, manifested through his journeys on a concrete
level, corresponds to the search for knowledge on an abstract

level.

1
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Although the main character fails to rationalize the
irrational, he remembers his dialogue with God: a prayer from
his childhood. His willingness to begin a dialogue can be seen
as the first step in overcoming his existential crisis — a
crisis brought about through co-incidence by the realization of
his own mortality. It is connected with a specific event: an
overnight stay in a small hotel room. The presentation of
death in this narrative focuses on human mortality, on the
certainty of a future death; while natural death dominates,
there are some references to violent death in a figurative
sense. The levels of presentation combine the realistic level
with the metaphorical and supernatural level, cf. the role of
the voice of death.

"Zapiski sumasshedshego™ are composed around three
traumatic experiences; they are preceded by an introductory
report on his childhood, in which the first-person narrator
describes his mental condition. The narrator's childhood
experiences — presented in a flashback — focus on the exper-
ience of fear on the one hand and on the problem of the unans-
werability of questions connected with violence and suffering
on the other. These aspects are exemplified in references to
Christ's crucifixion. The latter's answer (prayer and forgive-
ness) [26:467] to his tormentors serves later on as a model for
the narrator himself as he faces significant borderline situa-
tions.

The narrator's confrontations with the fear of death

force him to lead a dialogue with his self. Here again, Tolstoy
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introduces the motif of ‘split personality’ as he has the main
character start a dialogue with death and with God. The first
two of these confrontations lead to the narrator's insomnia
during his journey to Arzamas and his ‘traumatic’ awakenings
respectively. The protagonist stays for a night at a hotel in
the town of Arzamas. When he awakens in the morning, he is
confronted with an overwhelming fear of death for the first
time in his life, and is not able to fall asleep again. Up to that
point he has avoided meditating on mortality and related
aspects. It is this awakening which introduces the two
existential questions: “3aueM A eny?" and "Kyxa s eny?” as
well as the narrator's vision about his imminent death:
A 3aIpemar, Ho BAPYT IPOCHYICS UCTyTraHHbIA,
OKUBJIEHHEII — KAXKeTCsH, HIUKOr Ia He 3acHellb.
«3ayeM 4 eny? Kyza s eny ?» IpULLIO MHE BIDYT B
royioBy. He To UTOGH He HPaBUJIaCh MEIC/b KYINUTD
JielleBO UMeHNe, HO BAPYT NpencTaBWIoCh, YTO MHE
HY’KHO HU 33 4YeM B 3Ty JaJIb eXaThb, YTO 1 YMPY TYT B
YyKOM MecTe. M MHe cTajlo KYTKO." [26:468].

The main character's question points at the fundamental
problems associated with the meaning of life in general. He
becomes aware of the meaninglessness of his life. The first
two of the traumatic events can be read as the narrator's
private borderline situations. Despite the fact that death
‘awakens' him in a very drastic manner, he continues to
mentally suppress its existence. All of the experiences are

permeated with the motifs of fear, toska (melancholy) and



197

light. In using the imagery of light, Tolstoy combines the
realistic and concrete physical level with the abstract
philosophical level. The author presents the fear of death in
closed spaces: the two small rooms in a small house in the
vicinity of Arzamas in the first episode and the Moscow hotel
room in the second are closely intertwined with the
geometricai image of the square.!® The smallness and the
whiteness of the rooms serve to intensify his fear. Apart from
this image, the image of a circle manifests itself in the
hunting scene, where the image of a candle is employed as
well. The use of these images and motifs, as well as the use
of the colours white and red, is not co-incidental and cannot be
isolated from the overall context of the narrative. Both the
square and iie colours serve to shape and signify
corresponding spaces, rooms and objects such as the curtains.

The motif of the journey — along with the related
motifs of the quest and searching for the meaning of life and
death — reveal and foreshadow in some passages the motif of
flight.20  Re-introducing the existential questions posed in the
introductory first episode, the narrator tries to answer them,
thereby revealing his dilemma:

3ayeM s cloza 3aexan? Kyna s Be3y ceba? OT 4yero, kynua

a1 yberao? — { yberamo OT 4ero-To CTPAIIHOTO 11 HE MOTY

19Kathleen Parthé points out this geometrical image in her article “Death Masks in
Tolstoy.” Slavic Review 41 (1982): 297-305.

20The motif of flight and subsequent death was characteristic of the end of Tolstoy's
life as well.
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ybexaTh.[...] A xXouy 3acCHYTh, 3a6HThCA U He Mory. He
MOI'Y YATH oT ceba. [26:469]
Immediately following this reference to an indefinite pheno-
menon, the narrator describes and identifies it, comparing it
almost to death personified; the dialogue between him and
death personified is restricted to the acoustic channel:
fI BHIIIEJ B KOPUAOP, AyMas BHATY OT TOT'O YTO
MYYIWIO MeHA. Ho OHO BHIIIO 3a MHOW M OMpayaso
BCe. MHe Tak XKe, elle Soyiblie cTpamHo ObJio. «Jla
YTO 3TO 33 [NIYIOCTh, — CKazan A cebe. — Yero 4
TOCKY10, 4ero 6010Cb.» — MeHs, — HeCNIBIIIHC 0TBevyall
roJIoC CMepTH. [26:469]

The three traumatic experiences express an increasing
fear of death: the narrator here uses the technique of grada-
tion. The third traumatic experience in the hunting episode
forms the climax and affects the narrator even more physi-
cally. He gets lost and begins to panic. Facing the tormenting
pain caused by the thought of death in general, and of his
imminent death in particular, the narrator turns to religion. In
all three cases the narrator, remembering the experience of
suffering in his childhood, applies the coping mechanism of
prayer. But he does not start a critical dialogue with God,
involving unsolvable questions.

In the second episode in Moscow, the narrator questions
the existence of a God who does not answer for him the
unanswerable questions about the meaning of mortality: “Why

do people have to die?”, nor the question about human
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existence as such “Who am 1?”.  Although his suffering and
fear increase in the third episode, the narrator is able to cope
with this situation better than with the two previous episodes.

He does not panic nor does he accuse God.

The historical events of the early 1850s played an
important part in the imperialist policy of Tsarist Russia. The
South — the Caucasus in particular — attracted many Russian
writers and served as a setting for many of their works. Rus-
sia's expansionist involvement on its southern border was a
favourite source for many of Tolstoy's early military tales. In
transforming this source into his literary works, Tolstoy
juxtaposed Tsarist historiography (including official propa-
ganda) with his own judgement of historical events. He also
uses this artistic strategy in one of the outstanding narratives
of his late period: the military tale Khadzhi-Murat (Khadzhi-
Murat, 1912).

This narrative, a sub-genre of war literature, deals with
historical events which affected the fate of peoples of the
Caucasus region. In offering resistance, these nations were
trying to withstand Russia's expansionism. Their resistance
on a global political level is exemplified through the life of
one of the leaders of the Tatars, the Chechen Khadzhi-Murat,
the main character of this work. His tragic end is regarded as
a major turning point in Russia's imperialist policy, since for
most of his lifetime he was regarded as one of Russia's main

enemies.



The striving for domination over the Caucasus not only
involves Tsarist Russia fighting the peoples of this region, it
goes hand in hand with the persistent struggle for supremacy
among the Caucasus peoples themselves. Tolstoy's literary
version of the depicted events closely follows historical
documents. Deviating from a chronological progression of
historical events, the author-narrator begins the plot employ-
ing the device of in medias res. These deviations are studied
in an article by Peter Drews.21 After losing power to his
mortal enemy Shamil', also a leader of a Caucasian tribe, the
main character is forced to side with him in fighting the
Russians. When Shamil' takes Khadzhi-Murat's family as
hostages, the main character deserts his ally and rival and
seeks an alliance with the Russians. After spending some time
in Russian captivity, Khadzhi-Murat decides to flee and
liberate his family. His attempt, however, fails, and he and his
body-guards are killed by a superior enemy.

Apart from this simplified plot of the main events, A.D.P.
Briggs points out a series of significant thematic issues on a
philosophical level:

the relationship between civilised man and nature, the
wonderful phenomenon of the force of life which animates
all of us, the ordering of attitudes to inevitable death, the

effect of religion upon mentality and behaviour, the proper

21pgter Drews, "Lev Tolstojs "Chadzhi Murat" als historische Erzihlung,”  Zeitschrift
fiir Slavische Philologie, 42 (1981): 97-115. He points out a number of discrepancies
between the historical events of 1851 and 1852 and their literary transformation.
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arrangement of moral standards, the universality of
falsehood, the need for altruism, the all too easily sup-
pressed instinct for brotherly love, the pleasant useful-
ness of family life, the propensity of those in government
to misuse their power and become corrupt, the awful
arbitrariness of the workings of nature and history, and,
perhaps most obviously in this story, the ease with which
men have recourse to violence, allowing it to become an
enjoyable and honourable way of life and disregarding its
many horrific consequences.22
Some of these ‘profound matters' belong to the standard reper-
toire of Tolstoyan themes and motifs, which can be inferred
from the surface structure of the text from dominant semantic
fields. Their number demonstrates the variety of underlying
thematic aspects. Moreover, it proves the fact that these the-
matic aspects do not appear isolated in literary works; they
are always interconnected. The dominant thematic opposition
of this narrative is built around the concepts of aggression and
resistance.

The dominant theme of this work is violence.2® This
theme contains in turn several related sub-themes and motifs.
It involves the characters' motives, and explores the causes
and the results of this phenomenon. The narrator reveals the

characters' attitudes towards violence on an abstract psycho-

22A.D.P. Briggs, "Hadji Murat: The Power of Understatement." Malcolm Jones V,
cd.New Essays On Tolstoy. (Cambridge: Cambridge UP, 1978) 114.

2Daemmrich and Daemmrich, 16-21.



logical level and their corresponding activities on a concrete
physical level. Violence directed against human beings,
animals or plants implies the modes of either partial (wound-
ing or mutilation, whereby the object of violence survives) or
total destruction. Total destruction caused by the ‘aggres-
sor co-incides with the mode of violent death of the receiver,
the victim of aggression. The dominant artistic tendency of
this work manifests itself in the narrator's philosophy to
place violent death in the context of Nature and to ‘poeticize’
or ‘mythologize’ it, that is, to integrate this mode of death
into poetic or mythical contexts — cf. the genres of song as
well as those of myths and legends.

The 'naturalization' of violent death, its acceptance and
tolerance pre-supposes a deviation from an ethical norm. This
norm considers killing as a violation which is not morally
justified. This deviation from accepted norms, its perverted
manifestation, can be seen in the prologue to the main plot and
in the climax of the narrative. These two compositional units
display a chiasmal structure. In the prologue viclent death is
‘personified’, whereas in the climax, the ending of the tale, the
death of a person is ‘naturalized’ and to a certain degree ‘poe-
ticized’. The characters' attitudes towards violent death range
from fatalistic acceptance to indifference and suppression.

The manifestations of the two main modes of death —
violent death and, to a lesser degree, natural death — are
integrated into the plot of mostly violent events of this

Caucasus story. Violence and related aspects such as striving
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for power — closely related to the aspect of its motivation,
cruelty, and the significant motif of blood feud?¢ — dominate
over scenes in which peace, hospitality, friendship, harmony
and other values are expressed.

The narrative abounds in scenes and authorial evalua-
tions focusing an violence, the annihilation of human lives and
animals, and the destruction of inanimate objects. As for the
outstanding scenes and references to the latter aspect, one
may include, for example, the ‘violent' destruction (that is, the
process of dying) of the burdock (repei), a flower, or thistle,
called (in collogquial Russian) fatarin in the prologue of this
narrative. The work itself consists of this prologue and
twenty-five chapters.

Through the technique of association in naming this
flower as well as the chiasmal structure, this event explicitly
foreshadows the manner in which the main character fights
and finally succumbs to death in the end. In the climax, the
narrator focuses on Khadzhi-Murat's dying, referring back to
the defiant way in which the burdock faced death in the pro-
logue. Thus, the exposition and the climax of the narrative
form a cycle, framing the actual fictional ‘historical’ events.
The narrator employs the motif of resistance on a symbolic
level, and emphasizes the deliberate use of the device of

association as he returns to his fictitious present.

24paemmrich and Dacmmrich, 246.
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Although the death of the major character features
prominently in this narrative, the author integrates a number
of other relevant death-scenes inio the plot. Violence causes
the death of the Russian General Sleptsov, the ordinary soldier
Avdeev, the leader of a Tatar tribe named Gamzat, who is
killed by the central character, the Polish student Bzhezovskii
(Brzezowski), the deaths of three Cossacks chasing Khadzhi-
Murat and his entourage, and finally the death of Khadzhi-Murat
himself and his body-guards. Apart from the deaths of these
individuals, numerous references to the deaths of anonymous
soldiers and civilians can be found in this text.

As is the case in his early military tales, Tolstoy also
contrasts the heroic, poetic or romantic death of one of the
soldiers with the ‘realistic’25 death of another soldier, also
the mythologized heroic death of one of the Tatar leaders
(Gamzat) with the more realistic death of Khadzhi-Murat. In
contrasting these two different attitudes towards death, the
narrator re-evaluates and questions the concept and
components of heroic death,26 cf. also poetdlogical

statements on the ‘romantic’ behaviour of some of the

25The Realist writer strives to present the world as it is or as it was; this is his point of
departure; the Romanticist writer focuses on norms and ideals, which determine the
presentation of a (possible) world.

%The concept of heroic death depends on the definition of the concept of hero;
normally, the hero or character in question (a) prefeis .« eath to captivity or a possible
execution, (b) fights a usually superior enemy, (c) his r. stives for a sacrifice can be
ideological, political, religious or private, and (d) he tries to inflict as much damage as
possible upon the enemy. This specific situation can be brought about by the hero
himself, i.e., voluntary death, or by circumstances such as fate or co-incidence.
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characters in Tolstoy's early military sketches from the
Caucasus "Nabeg”, "Rubka lesa," and his novelia Kazaki.2?

The main component of the Romantic heroic death is its
integration into extraordinary circumstances; cf. the effect of
the sensational. The Romantic heroic death is seen in the
weakly motivated death of a secondary character, General
Sleptsov [35:25]. His death is reported, but the source of the
information is rather vague and unreliable, and the motives for
his voluntary act are not disclosed. This event is followed by
the more realistic presentation of the wounding and death of
the ordinary soldier Avdeev [35:35]. Later, as the narrator
describes the thoughts of the officer Butler, another in the
series of ‘dreamers’ in Toistoy's works, he points out his
indifference and his avoidance of the potentiality of violent
death.

The narrater introduces the motif of blood feud
combined with the threat of death in the beginning of the work
when Khadzhi-Murat tries to find shelter in the Caucasus
village Makhket at the home of Sado, one of his supporters
[35:8-9]. Sado knows that he risks his own life in providing
Khadzhi-Murat refuge. Then, in the middle of the work (Chap-
ters XI-XIl1), when the narrator describes the childhood and

youth of the main character, this motif gradually begins to

27Tolstoy's poetological statements within fictitional texts fulfil the function of
distancing the author's literary concepts from that of other (preceding) literary
movements and schools; ¢f. his comments on Romantic writers, or Romantic characters in
his works (Ensign Alanin, the officers Rozenkrants, Olenin, Sleptsov, Butler) as well as
on dominant Romantic concepts.
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play an even more significant role. Among the ‘primitive’
Caucasus tribes, killing for the sake of vengeance, which
implies the power to decide over the life and death of other
people, seems o be a natural and legitimate policy.

The vicious circle of blood feud affects Khadzhi-Murat's
life even in his youth. This specific mode of solving political
solutions pre-supposes enmity or hatred between two adver-
sary factions — tribes or families — and the underlying motif
of striving for power. Killing one of the enemy faction trig-
gers the chain of violence, as the killing must be revenged.
The revenge itself is announced in the rite of an ‘oath of
revenge’, that is, through an official death-threat.

Khadzhi-Murat is involved in the vicious circle of blood
feud: it is initiated through a confrontation between two
tribes, and leads to violent death of one of the opponents,
foliowing which an ally of his opponent's threatens to kill
Khadzhi-Murat in revenge. Khadzhi-Murat repeatedly escapes
this threat of death, which can be compared to a permanent
death sentence. For the participants of this vicious circle the
fear of being killed by the enemy is almost constant.

Cruelty, however, is not a quality which can be ascribed
in this work exclusively to primitive man. In the middle of
this narrative (Chapter XV), Tsar Nicholas himself, another
ruler who decides over the life and death of his subjects,
proves that he can be as brutal and unforgiving as the savage
man, the despot Shamil' in particular. These attitudes become

evident in the death sentences issued by both rulers. Tsar
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Nicholas is also responsible for the death of soldiers killed in
the Dagestan expedition in the 1840s. In 1852, he gives the
order to attack the Chechen region which results in the devas-
tation of the village of Makhket — the same village where
Khadzhi-Murat seeks refuge — and in the violent death of
Sado's son.

As the plot approaches its end, the numerous references
to violent death increase. Violent death reaches its climax in
the depiction of the deaths of the main character and his body-
guards. The effect of cruelty is brought about by focusing on
details of violence, especially on ‘fragmentation’ — that is, the
partial destruction of the human body, its mutilation, such as
cutting off heads or hands, or blinding. Death itself ceases to
be a moral threshold, a limit which is not to be transgressed.
The presentation of violence evokes the impression that killing
of people and mutilation of bodies are justified by the pretext
that extraordinary circumstances demand extraordinary
measures.

One of the few instances in which natural death plays
an important role is evident in the dialogue between Khadzhi-
Murat and the Commander-In-Chief of the Russian troops in the
Caucasus, Vorontsov, who is seventy years old [35:46-47]. In
this scene the narrator unmasks the old man's striving for
power — which appears inappropriate and ridiculous for people
in their seventies — who may be close to the potentiality of

either violent or natural death.



The narrator introduces the discourse of violence in the
exposition of the narrative. After pointing out the quality of
human aggression, that is the tendency to destroy human
beings, animals and other phenomena for the sake of self-
preservation — "JKoe pa3pyMUTeAbHOE, XeCTOKoe CyWecTBo
YeJI0BeK, CKOJIbKO YHUYTOXWI Pa3HOOOPa3HEX KUBHX
CYIeCTB, pacTeHU, N7 NTOAXePKAHNA CBORN XU3HU." [35:6] —
the narrator continues to introduce and insert comparisons,
such as ofrublennaia ruka, taken from different semantic
fields — e.g.: "KycT TaTapuHa COCTOAN U3 TpeX OTPOCTKOB.
OxuH OblJI OTOPBAH, U, KaK OTPyO/IeHHasd pyKa, TopUajl OCTaTOK
BeTKH", [35:6] — which culminate in the graphic description of
a destroyed flower:

TOYHO BRIPBAJIK ¥ HEro KyCoK TeJla, BHIBEPHY TN

BHY TPEHHOCTH, OTOPBaJIX PYKY, BBIKOJIOIN 133, HO OH

BCE CTOMT U He cIaeTCs YeJIOBEKY, YHUYTOXIBIIEMY BCeX

ero 6paTuit Kpyrom ero. {35:6)

Placed in an agricultural and horticultural context, such as
harvesting or cutting trees,28 this description reminds the
reader of slaughtering and clearly anticipates the mutilation
of Khadzhi-Murat's body. It prepares the reader by alluding to
the possibility of tragedy which may or may not materialize.
De-emphasizing the moment of death itself, the narrator

focuses on the effects of destruction, such as the degree of

28Cutting appears to be the dominant mode of violence leading to wounding, mutilation
and death in this work; hence the importance of weapons or objects used for cutting; both
the savage man and the civilized Russian soldier use such weapons.
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brutality of the source and deformation of the object of
violence. Mutilation serves as the expression of either hatred
or the denigration and de-humanization of the dead person.

Soldiers participating in wars face a paradoxical
situation: they know that they approach the potentiality of
violent death: this modality, however, contradicts their
instinct for self-preservation. That is why avoidance or denial
of death by far outweighs the attitude of acceptance of violent
death. Accepting this mode of death in a military confron-
tation comes close to suicide, and is the exception rather than
the norm. As for the outcome of threshold situations, soldiers
either die or survive. This alternative does not apply to those
who voluntarily seek a no-win situation. There are a number
of characters in Tolstoy's works who deliberately choose or
purposely select this mode of death; compare Tolstoy's
description of Olenin's daydreams in the first chapter of
Kazaki as he plans to fight against Tatars.

Without revealing the ultimate motives for General
Sleptsov's actions, the narraior first mediates this event and
then comments on the soldiers' attitude towards violent death,
suppressing the thought of its potentiality. In a war-scene,
the narrator describes wood-cutting, a military activity used
in fighting the Caucasus tribes. In describing the demise of
General Sleptsov, he also defines the significance of death as
such:

Mex 1y oprLepaMi el OXKUBJIEHHHU pa3roBop O Mo-

cjenHel HOBOCTH, CMEPTY reHepasa CIIernuosa. B sTOn
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CMEepPTH HUKTO He BUAEJ TOro BasKHeNIIero B 3TON KU3HU
MOMEHTa — OKOHUYAHUS €2 M BO3BpallleHUs K TOMY KCTOY-
HIKY, I3 KOTOPOT0 OHa BHIIA, & BUILJIOCh TOJIBKO MOJIO~
IeYecTBO JIUXOro odulepa, HpocuBllerocs Ha TOpLeB U
OTYaAHHO pybuBmero ux. [35, 25]

In conirasting the existing Romantic or idealist concep-
tion of heroic death in art, in literature in particular, from the
perspective of a Realist writer, based on his concept of real-
ity, the narrator points out this concept as unrealistic. The
author-narrator refers to the composition of this narrative in
the prologue, claiming that he witnessed the events in ques-
tion, that he used historical sources, but that he has added
information based on his imagination:2?

... UTO Ha BoilHe Ha KaBkaze, Xa U HUKOrIa HUTAe He

6riBaeT Toll pyOKM BPYKONAWHYIO MAMKaAMHY, KOTOpas
BCerJa NpPeanoaraeTcsa U onuckBaeTcs (a ecu 1 GhiBaeT
TaKas PYKONallHas WAllKaMU M MThIKaMU, TO pyOst u
KOAIT BCeria TOoJbKo feryumux), ... [35:25].

There are two different modes of heroic death, depending
on the motives for participating in wars and exposing one's
self to the danger of death. In Sleptsov's case an individual
attacks @ superior enemy and then succumbs to a violent and
‘heroic’ death. The individual normally decides to fight the

enemy on his own. The other mode of heroic death excludes the

29The status of the narrator and author in Realist prose is often a point of discussion in
the works themselves; narrators of Realist works attempt to reduce the distance
between the two entites and in many cases try to identify both of them.



possibility of avoiding this mode of violent death: this mode
comes close to a delayed execution.3? Usually an individual or
a group of individuals — as exemplified in the defence of Kha-
dzhi-Murat and his bodyguards at the end of the narrative —
find themselves in an inescapable borderline situation; in
fighting for their lives they voluntarily accept death and rule
out the option of surrendering to the enemy.

Another mode of violent death deviating from the modes
described above is the non-heroic death; it excludes the
voluntary suicidal aspect as a motivating force, and comes
close to the condition of co-incidence or the fatality of the
majority of soldiers. This is the case regarding the violent
death of the soldier Avdeev. He accepts death only when he
begins to realize that he must die. He is wounded by co-
incidence. From this moment on, his attitude towards ap-
proaching death manifests above all the qualities of equa-
nimity and self-control. He does not panic as he faces this
hopeless situation, even though he experiences pain.

Avdeev's life has been dominated by the tragic, witness
the fact that he was obliged to join the army, even though he
suffers from homesickness. His death appears as the culmina-

tion of the tragic; however, he accepts this condition ‘heroi-

30¢t. the function of execution in the genre of the heroic epic, and the concept of
martyrs; for the most part executions (and the inevitability of violent death) serve the
function of addressing ideological and political questions (Gogol's character Taras
Bul'ba in his novel Taras Bul'ba); they do not provide, at least in these genres,
psychological introspections of the people facing them; cf. Leonid Andreev's (1871
-1919) narrative Povest' o semi poyveshennykh (The Seven Who Were Hanged, 1908}
and the question of capital punishment.
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cally’. He manages to notify his relatives about his demise (cf.
the message, 35:36) and tries to integrate his death and dying
into a ritualized form: he asks for a candle and tells other
soldiers that he is about to die. Earlier, his condition allows
him to gain access to exclusive knowledge which the living are
not able to attain:

Korna >ke IOKTOpP yIIej, OH OTKpPHJI I'Jla3a U YAUBJIEHHO

OTJISSHYJICA BOKPYT cebs. T'asa ero Hsinu HAlIPaBJIeHH

Ha DONBbEHX U fenballepa, HO OH Kak OYATO He BUulel ux

U BUIe] YTO-TO APYIoe, OYeHb yIuBJABIIee ero. [35:35]

This presentation of an individual's (Avdeev's) death
from a private perspective stands in sharp contrast to the
description of military events through the official version of
Tsarist propaganda [35:36], especially the references to mass
deaths, where the individual is reduced to a statistical figure.
The evaluation of the military confrontation magnifies the
non-existent success of the Russian army, and the number of
enemies killed deviates extraordinarily from the historic
truth: "B Zese JIerko paHeHbl JBa PANOBHX M YOUT ONUH. [OPIIEL
e TIOTePsJIN OKOJIO CTa 4YesIoBeK YOUTEIMU U paHeHeIMU." [35:
36]

The presentation of Avdeev's death focuses on the por-
trayal of a rather ‘external’ course of events. As for Avdeev's
introspection or a possible reflection on his life, the narrator
omits these aspects. Avdeev's tragedy continues in the
description of his mother's mourning and in the pretended

mourning of his wife [39:40]. The narrator points out her
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hypocrisy, thus emphasizing the tragic fate of her husband.
Avdeev belongs to those selfless people who readily sacrifice
their lives and are extremely exploited and betrayed. Another
interesting aspect is the view voiced by Avdeev's father that
military life equals death: "ConaaTcBo OHIJIO, KaK CMEPTh.
ConpaT 6biJl OTPE3aHHKI JIOMOTD, U IOMUHATD O HEM — AyHlY
6epeauThb, He 3a4eM 6nUI0." [35:38]

One of the few instances in which natural death plays
an important role is a dialogue between iwo old men: the
Commander-in-Chief Vorontsov and Khadzhi-Murat. After
setting forth official opinions, the narrator reveals the true
thoughts of these men:

['as3a 3TUX IBYX JII0Ael, BCTPeTUBIIUCh, TOBOPUINA APYT

JAPYTY MHOTOE, HeBEIpA3MOe CJIOBAMH, YK COBCEM HE

TO, YTO FOBOPHII NePeBORAYUK. OHU IPSAMO Ge3 CJIoB,

BBICKA3LIBAJIM JPYT © XPYyre BCO UCTUHY: I'JIa3a

BopoH110Ba TOBOPUJIY, YTO OH HE BEPUT HU OMHOMY CJIOBY

I3 BCEro TOro, YTO FOBOPWII Xaaku-MypaT, 4TO OH 3HAET,

YTO OH — Bpar BCeMYy PYCCKOMY, BCerjia OCTaHEeTCA TaKUM,

I Telepb NOKOPAeTCs TOJNbKO IMOTOMY, UTO IPUHYXJIEH K

sToMy. U Xamxu-MypaT HOHUMAJ 3TO M BCe-TaKN

yBepsI B CBOel NPelXaHHOCTH. I71a3a xe XaJku-MypaTa

TOBOPWIHN, YTO CTAPUKY 3TOMY Hajo O IyMaTb O CMep-

TH, a He 0 BOIHe, HO YTO OH, XOTh ¥ CTap, HO XUTep, a

HaJA0 GBITb OCTOPOXXHKEM € HUM. VI BODOHIIOB IIOHUMa&I

3TO Y BCe-TaKU roBopus Xalxu-MypaTy TO, YTO CUUTAI

HYXHBEIM IJISl yCIexa BolHH. [35:47]
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The relationships between Khadzhi-Murat and these
minor characters range from bitter enmity to true friendship.
The extreme hatred manifests itself in the motif of the blood
feud, while friendship manifests itself in hospitality and the
exchange of presents.

The events surrounding the materialization of blood feud,
including attempted murder, are numerous. They initiate,
promote and determine the main character's life to a large
degree. Finding himself repeatedly in a weaker position than
his enemies, Khadzhi-Murat is several times forced to flee. In
fact, flight appears to be a recurrent motif of his life — flight
not only from his mortal enemies but also from violent death.

As a rule, violent death caused by a human being or an
animal implies a dynamic and dramatic presentation of
events. The narrator may present violent death either as an
expected and predictable or as an unexpected and sudden event.
Fighting as a cause of violent death prepares the reader for an
expected and probable outcome as seen in the presentation of
Khadzhi-Murat's tragic death.

The narrator describes the scenes of violence with brutal
frankness. In the majority of scenes he focuses on the process
and effects of violence, de-emphasizing death and the moment
of death. Often this moment is excluded from the presentation
of the scenes in question, the outcome being implied:

VMMa-XaH Jiexkasl HIYKOM B JIyXKe KPOBU, a ADyHYHLan

Gusics ¢ MopuaaMu. IToJoBUHA fulla Y Hero GHa

oTpybiena u Bucena. OH 3axXBaTWI ee OJHOM PYKOH, a



215

Apyron pyGui KMHKaJIOM BCeX, KTO NOAXOIMT K HEMY.

IIpu MHE OH cpy6u1 6paTa [aMsaTa i HAMEPHYJICA YKe

Ha IPYTOro, HO TYT MIOPHAH CTamy CTPeIATh Ha Hero, i

oH ynal. [35:51]

This quotation refers explicitly to the image of the violent
fragmentation of the human body — an effect brought about by
cutting or piercing with different weapons. It reaches its
climax in the cutting off of Khadzhi-Murat's head at the end of
the narrative. The episode in which his separated head appears
is followed by the actual presentation of the main character's
fight for his life. Thus, climax and resolution are again
reversed. The separation of parts of the living or dead human
body and of animate Nature — cf. the burdock in the prologue of
this narrative — can be considered as the leitmotif of the
story.

Other prominent causes of violent death are cannons or
pistols as in the death of the soldier Avdeev; Khadzhi-Murat
shoots one of his enemies, Gamzat. As for the chronoiogy of
events surrounding Khadzhi-Murat's tragic and violent end, the
relations between cause and effect are reversed. That is, the
reader learns first about Khadzhi-Murat's killing before he
learns about the details of this act — a technique also detect-
able in Smert'_lvana llicha and Pozdnyshev's act of murder in
Kreitserova sonata. The presentation of this fact catches the
reader by surprise; it shocks some of the characters as well.
The narrator approaches the identity of the killed person

gradually: it is only after the officer Kamenev asks one of his
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soldiers to get something out of his sack that the narrator
goes into more detailed description:

JT0 BBLMIA ronoBa, GpuTasd, ¢ GOTbIUMU BHCTYIAMI

yepela HaX T7la3aMK ¥ YEPHOM CTPUKeHHON BOpoaKOR U

MOICTPUKEHHEIMH YCaMI, C ONHMM OTKPRITHM, APYTUM

TONY3aKPHTHM IJIa30M, ¢ Pa3pyO/lIeHHBIM U

HeZopyOIeHHEM GpUTEM YepernoM, ¢ OKPOBaBJIeHHLIM

mojioTeHlieM. HecMoTps Ha BCe paHBl I'OJIOBH!, B CKJIANE

OCHHEBIINX ry6 GEUI0 HeTckoe no6poe BRpaxeHue. [...]

ByT/iep He MOT OTBECTH IJ1a3 OT CTPAIIHOM rOJI0BH. 3JTO

61 TOJI0BA TOro caMoro XalKu-MypaTa, ¢ KOTOPON OH

Tax HeIaBHO IIPOBOIUJ BeUepa B TAKUX IPYKECKUX

Becenax. (35, 109]

The custom of showing the head of the enemy in public is
quite common among both primitive and ‘civilized’ societies,
and quite typical of European history, as is the mocking and
denigration of the deceased — as exemplified by the behaviour
of the drunken Russian officer lvan Matveevich, who wants to
kiss the head of Khadzhi-Murat. This behaviour is strongly
rejected by one of the minor characters, Mar'ia Dmitrievna,
who calls the soldiers cut-throats: "Bel Bce xupope3sl. Tep-
oeTh He MOry. KuBopearl, IpaBo, — CKa3aJla OHa, BcTaBsasd."
[35:110]. She also pleads for respect for the body of the dead
person: "MepTBoe TeJlo 3eMJie NpelaTh Halo, a OHK 3y6o-
ckanAaAT." [35:110]. She implicitly compares these men to
animals. This woman appears to be the only character in this

work who is aware of the limits of humanitarianism.
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As the plot of events approaches the climax of the
narrative, the narrator emphasizes again and again the
disparity between artistic models and his view of reality.
These models manifest themselves above all in the tendency to
“noeticize” specific passages of the narrative, that is, by
inserting texts within the main text, thus contributing to
intratextuality.

One genre which features prominently in the climax of
this narrative is the song. Tolstoy uses the motif of music
throughout his works. In this narrative, music as well as the
presentation of a variety of different sounds produced by
human beings and Nature is meticulously described. Sounds
accompany and frame Khadzhi-Murat's fate, especially the
sounds of Nature demonstrated in the singing of nightingales —
which on a symbolic level serves to anticipate a horrible
event. Music and poetry are connected with tendencies of
'mythologization' or poeticization, thus forming a contrast 1o
pure prose and the tendency to strive for realistic presen-
tation.

Music and singing are part of military life, as manifested
through singing and marching. The musical highlight in this
work is the staging of an italian opera in Tiflis.31 Here the
savage Khadzhi-Murat's behaviour is contrasted with that of
the civilized man of culture. Music also serves religious

functions, cf. the singing of the Muslim warriors, which

31The narrator contrasts opera as one of the most sophisticated of art forms with a
culture more integrated with nature.
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appears natural, or the singing of songs by ‘primitive’ man.
The first significant song dealing with the motif of biood feud
is sung by one of Khadzhi-Murat's companions, Khanefi. As it
turns out later, this song foreshadows an attempt on Khadzhi-
Murat's life.

Anticipating future events, the transitoriness of
human life is contrasted with the ‘immortality’ or eternity of
the blood feud. It also expresses the acceptance of violent
death on the part of the Tatar warrior who knows that he will
die for his ideals [35: 91-92]. It is following this song that
one of Khadzhi-Murat's numerous enemies, Arsian-Khan,
attempts to Kill him.

The second major song also anticipates Khadzhi-Murat's
tragic fate. Sung again by the Tatar Khanefi, this song deals
with the heroic death of Khadzhi-Murat's former mortal enemy,
Gamzat. Deviating from the narrator's version of his death in
which Khadzhi-Murat kills his enemy and flees, the song
portrays Gamzat as fighting the Russians before he finally
succumbs to death. This song foreshadows the final stages of
Khadzhi-Murat's life: his flight and the subsequent manhunt
culminate in the depiction of his brutal death. The final
passage of this song introduces birds as messengers of death:

TaM3aT yBMAas NTUL Ha Hebe 1 3aKpudan uM: Bel,

nepesfeTHEE HTUIEL, IETUTE B HallM AOMA U CKAIKUTE BEI

HAIIUM CecTpaM, MaTepsM 1 6eJIbiM JelyllKaM, YTo

yMep/Iu Ml BCe 32 Xa3apaT. CKaXuUTe UM, 9TO He OynyT

HamY Tesa JjiexxaTh B MOTUJIaX, 8 PaCcTACKAIOT U ornonamnT
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Hall¥ KOCTY ’KaJHBIE BOJIKM U BHIKJIWIOT J1a3a HaM

YyepHBIE BOPOHHL. [35:17¢]

This symbolic comparison of birds to one's #nemies — a
common device in folklore — is used repeatedly by the Tatars
in reference to the Russians. The singing of nightingales,
framing the final death-scene of this narrative, stands in
sharp contrast to all other sounds, especially those produced
by the fighting. The nightingales themselves are introduced in
the scene in which Khadzhi-Murat and his entourage prepare
themselves for their flight. The narrator juxtaposes their
singing with the sounds of death — the sharpening and repair-
ing of weapons:

B ceHsax elle rpoMye yeM BYepa U vYaile, 4eM C Bedepa,

CNLIUHEL OBUIY 3aJIMBABHINECS NTepel CBeTOM COOBbY. B

KOMHATeE ’Ke HYKepoB CNEIIHO OBIJIO paBHOMEpPHOE

WUTIeHe U CBIUCTeHNe Xejlesa 10 KaMHI0 0TTa4YMBaeMoro

KUHXKana. [35:104]

A third minor song, ‘composed’ by Khadzhi-Murat's moth-
er, deals with a component of heroism, namely, the suppres-
sion of the fear of death [35:105], which he and his companions
display in the climax of this work. During their last fight, one
of these men, Kurban, continues to sing until he is Kkilled.

The final, fatal turning point in Khadzhi-Murat's life co-
incides with his decision to escape Russian ‘protection’. he is
basically kept captive after he joins them. His flight turns
into a manhunt after he and his body-guards kill some of the

Cossacks who accompany them on their daily rides. Racing
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against his enemies, Khadzhi-Murat kills the Cossack Nazarov,
and his helpers manage to kill two other Cossacks. This
persecution displays a dynamic manifest in a sequence of
violent ‘external’ acts. The narrated time almost exactly
corresponds to the time of the events narrated, because of the
brevity of style. The Tatars butcher their enemies. The
parallel with the burdock in the concluding sentence, which
describes the result of killing rather than the moment of death
itself, is striking: "TIeTpakKoB /1eXa/yl HAB3HNYb C BPE3aHHEIM
JKUBOTOM, ¥ €ro MoJojgoe nuno 6ui1o ofpaileHo k Heby, 1 OH,
Kax peiba, BCXJIUMEIBasg, ymupain." [35:113] This is just another
example of the integration of violent death into the context of
Nature, — i.e., its ‘naturalization’.

In the final scene of the narrative, as often happened
during his lifetime, Khadzhi-Murat and his helpers are out-
numbered by their enemies. He and his warriors know that
they must face death and prepare themselves for this outcome.
They approach death with singing and valour. In depicting the
death-process of Khadzhi-Murat, the narrator employs the
technique of introspection, distinguishing between the
stages of awareness and the transition to the loss of percep-
tion. After he is wounded, Khadzhi-Murat perceives images of
his past life, remembering people who were important to him.
At this point, he becomes aware of a total indifference to-
wards his past life:

1 BCe 3TU BOCIIOMMHaHUA Npoberanu B ero BoobpaxeHnu,

He BHI3EIBAA B HEM HUKAKOI'O YyBCTBa: HU 3710081, HI
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KxaKoro-1ubo KejaHusA. Bce 3To Ka3ajoch TaK HUYTOXKHO

B CPABHEHUY C TEM, YTO HAUMHANOCh U yKe Ha4asoch 1A

Hero. [35:117]

In describing the transition from life to death, the narrator
resumes the motif of the cut burdock, introduced in the
prologue of this work. Furthermore, the parallelism of the
colours designating flowers in the prologue and blood in this
passage becomes apparent.

The presentation of violent death in this work is built on
the basic thematic opposition of aggression and resistance.
The author employs several strategies to present violence
(along with violent death) as one of its components. One of the
main strategies affecting human beings comprises the ‘natur-
alization’ and ‘poeticization’ combined with ‘mythologization’
and ‘heroization’ of violence. This phenomenon is integrated
with concepts typical of the Romantic movement. The second
strategy is the personification of phenomena of Nature
which experience death and dying in the same manner as human
beings; Tolstoy had already used this technique in his early
works. There are similarities in the depiction of the death of
the burdock and the death of the ash-tree in “Tri smert".

Furthermore the narrator contrasts unusual, sensational
and romantic heroic death with ordinary death. As for the
moment of death, and the meaning of death itself, the narrator
focuses principally on the motives, causes and effects leading

to death. Horror is the dominating effect brought about by the



explicit presentation of violence.32 As for the aesthetic
functions of violence, Edmunc Heier emphasizes the cathartic
effect of the presentation of this phenomenon on the reader.
This objective can be deduced from Tolstoy's theoretical
writings on art. As for the technique of introspection, the
narrator presents only Khadzhi-Murat's final thoughts and
perceptions, while the majority of the other characters’

deaths are reported from an observer's point of view.

32Edmund Heier, “Hadji Murat in the Light of Tolstoy’s Moral and Acsthetic
Theories,” Canadian_Slavonic Papers 9 (1979): 324-35.



Conclusion

In presenting a variety of themes in his literary works,
Tolstoy chooses between the two fundamental modalities of
death: (a) the potentiality and (b) the materialization of
either natural or violent death. He presents these two modal-
ities within the framework of Realist poetics: as a rule, he
refers to death and other topics directly; there are, however, a
few instances in which he refers to this phenomenon indirect-
ly, i.e., metaphorically or allegoricaily.

In the majority of his works, the reader encounters death
both in its physiological and its philosophical aspects.
Through the selection of specific settings and circumstances,
Tolstoy presents avoidance and survival as well as the
materialization of natural and violent death.

A large number of major characters die in his narratives.
The number of named and anonymous male adult characters
who die outweighs the number of corresponding principal
female characters. The deaths of adults outnumber premature
deaths of young people and children.

Unlike Dostoevsky or Leskov (1834-95), Toistoy, with a
few exceptions, excludes the maotifs of infanticide, fratricide,
patricide or the killing of other relatives in his prose. Two
notable exceptions are Pozdnyshev's act of murdering his wife
in Kreitserova sonata, and Irten'ev’'s murder of his mistress in
one of the alternate endings in D'iavol.



Tolstoy never presents death, the death of characters or
meditations on mortality, in an isolated manner. As a rule, the
moment of a character's death does not serve the dramatic
function of moving other characters or readers, and the nar-
rators often omit or de-emphasize the actual moment of death.
Tolstoy focuses rather on the ‘internal’ perspectives of the
dying characters, detailed characterizations of their thought-
processes, conveying above all emotional and ethical-
philosophical reactions and attitudes. Characters facing
death either turn to their past lives or expect the inevitable.

Tolstoy is fully aware of the Realist precept of excluding
the realm of the unreal. Hence his characters as a rule do not
envision the after-life or transgress the boundary of this
world- into the nether world and continue to ‘live’ there (or
vice versa). The main artistic tendencies involved in the pres-
entation of this topic, therefore, are ‘de-romanticization’,
‘de-sensationalization’ and ‘de-dramatization’ in presen-
tation.

There are two main tendencies affecting semantic
transfer: the extension of life into death and vice versa.
Apart from the occasional (direct or indirect) reference to
such phenomena, Tolstoy restricts himself to a partial ‘an-
thropomorphization’ and personification of inanimate Nature
(e.g., in “Tri smerti” and Khadzhi-Murat) and animals (in his
narrative “Kholstomer”). A partial personification is intro-
duced through the ‘voice of death’ in Voina i mir and in “Zapis-

ki sumasshedshego”. Similarly, illness is personified in



Smert' lvana llicha. By establishing these personified enti-

ties, Tolstoy enables his characters {o communicate and
express their thoughts.

As far as the temporal ordering of events involving death
and dying is concerned, Tolstoy has characters refer directly
to their own or other characters’ deaths, anticipating their
materialization — a strategy which leads to anti-dramatiza-
tion. The presence of a reliable narrator, moreover, makes it
easier for the reader to draw conclusions about the plot of
events and its tragic outcome in particular. As soon as char-
acters face ‘at-death’ or ‘actual’ death situations, Tolstoy's
narrators often employ the device of retrospection. Another
significant device to be noted here is the author's frequent
chronological reversal of the cause-and-effect
relationship.

The treatment of death in literary works implies the
fundamental opposition of temporariness and eternity as
well as of life-creation and -destruction. In Tolstoy's nar-
ratives, however, the opposition of falseness and honesty
plays a more significant role. As a Realist and a moralist,
Tolstoy is obliged to strive for objectivity and truthfulness in
his art. That is why he sides with the truth and makes use of
non-fictional techniques and genres. These two objectives
become apparent in his presentation of characters facing
either the possibility or the materialization of death. As a
rule, characters who deny death reveal hypocrisy and

theatricality; other characters, usually members of the
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lower classes, manifest honesty in accepting death, and thus
are more likely to be able to cope successfully with death.
Comparing the three different stages of Tolstoy's prose,
one can observe a growing artistic sophistication in the
use of poetic devices and an ever greater variety in the auth-
or's selection of different aspects of death. The differences in
selection and variation of elements of this complex theme are
connected with the author’s new emphasis on and addition of
certain modes and variants of death in the major novels and
the late works. Particularly noteworthy is his inclusion of
specific cases of violent death — such as Pozdnyshev's

murder of his wife — which he omitted in his early works.
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