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ABSTRACT
This project work contains a Source Text (ST) of 4827 words from a book titled “Pycckas

nuteparypa u ¢oapkiop: koner 19 Beka”, authored by Alexander Alexandrovich Gorelov in
collaboration with the Institute of Russian Literature (Pushkin House) and published by

WzparenscTBo “Hayka”, Jleaunrpanackoe otaeneHue in 1987.
2

This work offers a profound exploration of the intersections between Russian literature and
folklore during the late 19™ century. The book is tailored for adults and young adults, making it

an insightful resource for those interested in the cultural and literary developments of this period.

The project which is based on translation, aims to maintain the integrity and depth of the original
text while ensuring that the historical and cultural nuances are accessible to an English-speaking
audience. This project not only preserves a significant piece of literary scholarship but also
enhances the understanding of Russian folklore’s influence on literature during a pivotal era in

the nation’s history.

This project, completed as part of the requirements for the B.A. in Translation, begins with an
introduction that sets forth its objectives. The core of the work involves the translation of the
Source Text (ST), with careful attention to maintaining the integrity and nuances of the original
content. Accompanying the translation is a detailed commentary that examines the translation
strategies, procedures, and the challenges encountered throughout the process. It also discusses
the various techniques employed to address these challenges effectively. The project concludes
with an evaluation of the work, reflecting on the insights gained during the translation process,

and offering recommendations for future translations, among other aspects.



CHAPTER ONE

1.0 INTRODUCTION

This project represents a key milestone in my development as a student of translation. It not only
demonstrates my ability to translate complex texts but also provides an opportunity to critically
analyze and reflect on the translation process. The act of translation is far from a mere linguistic
exercise; it is an intricate balancing act that requires the translator to navigate between the source
text's meaning, tone, and cultural nuances while ensuring that the translated text remains faithful

and comprehensible to the target audience.

The source text, which is an excerpt from “Pycckas nmuteparypa u ¢onpkiop: xkoHen 19 Beka”,
was authored by Alexander Alexandrovich Gorelov and published by HU3narensctBo “Hayka”,
Jlenunrpasackoe otaenenue in 1987. It focuses on the evolution of Russian literature and folklore
during the late 19th century. This period was of profound transformation in the Russian society,
marked by the decline of serfdom and the rise of new intellectual, the “pasHoumHIB”

(raznochintsy) and cultural movements. The text delves into the socio-cultural movements of the

time, and the influence of folklore on literary developments.

The book, developed under the auspices of the Institute of Russian Literature (Pushkin House), is
designed for both adult and young adult readers, offering a comprehensive exploration of the
themes, characters, and narrative techniques that emerged in Russian literature through the
integration of folk traditions. Translating such a text presents unique challenges due to the need
to convey the historical and cultural context accurately while maintaining the original tone and

style.



The approach to this translation was guided by several key principles. First, preserving the
historical and cultural integrity of the text was achieved by carefully selecting equivalent terms
and expressions that resonate with an English-speaking audience. Second, maintaining the text’s
academic tone and complex sentence structures, characteristic of scholarly Russian writing, was
a priority. Finally, ensuring the translation’s coherence and accessibility was crucial, balancing

accuracy with readability.

Through this translation project, deeper insights into the complexities of cross-cultural
communication and the vital role of the translator in bridging linguistic and cultural gaps have
been gained. The accompanying commentary will further explore the specific challenges
encountered, the strategies employed to overcome them, and the broader implications for

translation practice.



CHAPTER TWO

2.0 THE TRANSLATION EXERCISE

1 SOURCE TEXT

2  AKAJIEMUS HAVK CCCP

3 UHCTUTYT PYCCKOM
JIMTEPATYPBI

4 (IIYIIKUHCKUM JIOM)

5 PYCCKAs JIMTEPATYPA "
DOJIBKJIOP (konen XIX B.)

6 OTBETCTBEHHBIN PEAAKTOP

7 A.A.TOPEJIOB
s JIEHMHI'PA/]

9 WU3IATEJIBCTBO «HAYKA»

10 JleHwHTpaaCcKOE OT/ACICHHE

11 1987

12 BBEAEHUE

13 Bess  pycckas  JKM3HB  BO  BTOpPOM
nosnoBuHe XIX croneTuss mporekalia B
YCIIOBUSX HOBOT'O JTana
0CBOOOJIUTENBFHOTO JBWKEHHUS — JTama
pPa3HOYMHCKOIO WM OypiKya3Ho-

JI€MOKPAaTHYECKOro, Ha4yajo KOTOPOro
OTCUUTBHIBACTCA C MOMCHTaA IIaJICHUA
KpPEMOCTHOTO IMpaBa U  OXBAaTbIBAET
nepuoa «upubnusutensHo ¢ 1861 mo

1895 rom».

14 OtmeuenHoe B. . JlenuHBIM
«IIOSIBIICHUE Pa3HOYMHIIA, Kak
[IAaBHOTO, MAacCOBOTO  JesATens |

0CBOOOIUTENFHOTO JIBMXKEHHUSI BOOOIIE
U JIeMOKpaTU4ecKod, OeclieH3ypHOI
meyard B YAacTHOCTH»,  CaMbIM
HETIOCPEICTBEHHBIM obpazom
CKa3bIBAaeTCsl Ha XapakTepe pPYCCKOH
JIATEPATYpHIL, BBI3BIBACT MIPUXOL

TARGET TEXT

ACADEMY OF SCIENCES

INSTITUTE OF RUSSIAN LITERATURE
(PUSHKIN HOUSE)

RUSSIAN LITERATURE
FOLKLORE (late 19™ century)

AND

Chief Editor
A.A. GORELOV

LENINGRAD
“NAUKA” PUBLISHING HOUSE

Leningrad Department

1987

INTRODUCTION

In the second half of the nineteenth century, all
Russian life proceeded under the conditions of
a new stage of the liberation movement, a stage
of raznochintsy (intellectuals of non-noble
origin) or bourgeois-democratic movement,
which began with the abolition of serfdom and
covered the period “approximately from 1861
to 1895”.

The emergence of raznochintsy as the main
mass participants in the liberation movement
and democratic, uncensored press, noted by
V.I. Lenin, had a direct impact on the nature of
Russian literature, bringing forth new types of
writers.
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nycareiaey HOBBIX THIIOB.

Koncrarupys O0OHOBJICHHE
OTECUECTBEHHOM ciioBecHOCcTH, A. M.
I'epuen nwmcan B 1864 r. o «HOBOM
¢daze» ee pa3BUTUA, MPUBETCTBOBAI
MOSIBJICHUE «HOBBIX JIIOACH» U3 GKUBOU
Cpellbl, KOTOpas yeprnaja CBOK CHIy U
CHHU3Y U CBEpXy», Haxoas, uTo
«HEYCTOWYMBBIM CJIOM, 3aHUMAIOIIUN
MIPOMEKYTOYHOE TIOJIOKEHUE MEXIY
pactymieil OecIIONHOCThIO BEPXOB H
HEINPOCBELICHHOMN IJIOJOBUTOCTBIO
HU30B, MPU3BAH CIACTH LIMBUIM3ALUIO
JUTSL HApO/1ay

Jna TeprieHa THN «HOBBIX JIOAEH» B
JINTEPATypEe  OJULETBOPSUIM  «CBIH
MEJIKOTO YWHOBHUKA, HE JKeIarouui
CIIYKUTh, KakK bennnckuit,
HEBEPYIOUIUN CbIH CBSIIEHHHUKA, KaK
UepHblleBCKUI () OeHbIi
MPOBUHILIUATIGHBIA JIBOPSIHUMK, OapuH-
nposieTapuil, kak ['oromapy.

Hapssny ¢ HuMM B JuTepaTypHOM
npouecce BTOpoi monoBuHBI XIX B.
Bce 0osiee 3HAYUTEIBHYIO POJIb UTPAIOT
Takue nucarenn, kak Jles Tomcron, —
pBYyHIuC CcO B3rs1 1aMUu BBICHICTO
JNBOPSIHCTBA W NEpexojsuiue  Ha
HUJICOJIOTHYECKUE TTO3UITUN
MHOTOMHJUTMOHHBIX KPECThSIHCKHUX
Macc, YCBaMBAIOIIUE CUIIbHBIE CTOPOHBI
ux MHUPOBO33pPEHUS, HO HE
M30aBJIICHHBIE OT YCBOCHHS U CIaOBIX
CTOPOH TMOCJIETHETO.

HoBeii  »sTam  pasBuTHs ~ O3HaAydamn
yriyonaeHue JIEMOKpaTu3Ma
JUTEpaTypbl — OT MNPUOOLIEHUS K
HapOAHBIM  IIOMCKAM  JIy4lIEro B

COLIMAJIbHOW M 3TUYECKUX cdepax a0
IIMPOKOM  omopsl Ha  Oorareiiue
XyAOKECTBEHHbIE TPAJAULIMU HApPOJIHOU
KYJIBTYPBI.

Observing the renewal of domestic literature,
A. L. Herzen wrote in 1864 about a “new
phase” of its development, welcoming the
emergence of “new people” from “the living
environment, which drew its strength from
both below and above,” realizing that “the
unstable layer, occupying an intermediate
position between the growing barrenness of the
upper classes and the unenlightened fertility of
the lower classes, is called to save civilization
for the people.”

For Herzen, the type of “new people” in
literature embodied “the son of a petty official,

unwilling to serve, like Belinsky; the
unbelieving son of a  priest, like
Chernyshevsky; (...) a poor provincial
nobleman, a landowner-proletarian, like
Gogol.”

Alongside with them, in the literary process of
the second half of the 19" century, writers such
as Leo Tolstoy increasingly played a
significant role, breaking away from the views
of the higher nobility and transitioning to the
ideological positions of the millions of peasant
masses, assimilating the strong points of their
worldview but not freed from the weaknesses
of the latter.

This new stage of development meant a
deepening of the democratization of
literature—from involvement in the people’s
quest for better social and ethical spheres to a
broad reliance on the richest artistic traditions
of folkloric culture.



19

20

21

22

23

24

Ha Tom 1 Ha npyroM myTtu Hen30eKHOU
OKa3bplBajaCh  BCTpeYya €  MHUPOM
HapOJHOMN M033UH, MPECTHK KOTOPOU B
60-90-¢ IT. MpOUUIOro BeKa JOCTUTAI
HCKIIFOYUTEIIEHON BBICOTEL.

PeBononimoHHO-IeMOKpaTHIecKast

Kkputuka B juie Jlooponto6oBa B KaHYH
[EPBOM PEBOJIIOLMOHHOW CHUTyallUH B
Poccun paccmarpuBana (GoibKIOp Kak
aKTyaJdbHEWIee CpeJICTBO IO3HAHUS
BHYTPEHHETO MHpa TPYISIIUXCS Macc:
«Ham cka3ku BaKHBI BCero 0osee Kak

Marepualibl s XapaKTepUCTUKHU
HapoJa».

[To3nanue HAPOOHOCTH yepes
(bonbkIIop BHJIETIOCH npsAMOi

0053aHHOCTBIO TE€X, KTO HaMepeBaJICs
«4TO-HUOYABY» (opMyrna 330MOBCKOU
peun 31eCh OUEBHJHA) «CAENaTh JUIs

ero (Hapoma. — A. I'.) mpocBeleHus u
00JTATOPOKCHHUSY.

B yHUBEpCHTETCKHX  ayJUTOPHIX
JIEMOKPaTHIECKH HACTPOCHHAs
npodeccypa, OTCTauBast
HE00X0UMMOCTh MIPEOI0JICHUS
HCTOPHYECKH  BO3HUKIIETO pa3pbiBa
MEK1y 00pa30BaHHBIMHU COCJIOBUSIMH U
HApOAOM,  Tpeajaraia  MOJOICKHU

«M3y4Y€HbE HApPOJHOM CIOBECHOCTH)
KaK «OJIMH W3 BOXKHEUIIHX (...) IyTei»,
YTOOBI «y3HaTh» HAPOI U «COTU3ZUTHCS
HAKOHEII C HApOJIOM.

Capimumelil Beell nepenoBoit Poccueit
Iepuien  yOexAeHHO MPOBO3IIIAIIAI:
«He 3Has Hapoaa, MOXXHO TPUTECHSTH
Hapoj, KabalduTh ero, 3aBOEBBIBATh, HO
0CBOOOXKIaTh HEJTB3SI.

Buns 3amady mIpOrpecCUBHBIX CUI B
TOM, 4YTOOBl  CTaThb  «PYCCKUMH
HapOJAHBIMU JIIOABMU», OH HE CIIy4alHO
IIPOBOJMII TIOYTH IOJIHYIO AHAJIOTHIO C

Both paths inevitably led to an encounter with
the world of folkloric poetry, whose prestige in
the 1860s-1890s reached an exceptional height.

The revolutionary-democratic criticism
represented by Dobrolyubov, on the eve of the
first revolutionary situation in Russia, viewed
folklore as the most relevant means of
understanding the inner world of the working
masses: “We value fairy tales above all as
materials for characterizing the people.”

Understanding nationality through folklore was
seen as a direct duty for those who intended to
“do something” (the formula of Aesopian
speech is evident here) “for his (the people’s)
enlightenment and refinement.”

In university auditoriums, the democratically
inclined professors, emphasizing the need to
bridge historical gap between the educated
classes and the common people, suggested that
the youth “study folk literature” as “one of the
most important (...) ways” to “know” the
people and “finally draw closer to the people.”

Herzen, heard throughout progressive Russia,
confidently proclaimed: “You can oppress,
enslave, and conquer the people, but true
liberation requires understanding them.”

Seeing the task of progressive forces as
becoming “native Russian people,” he did not
incidentally draw almost a complete analogy
with Radishchev, pointing out that “the key to
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PagumieBbiM, ykasbiBai, 4TO «KIOY K
TaWHCTBAM Hapojia» HagoOHO HCKaTh B
«IIECHHU SIMIIIAKA.

Baxxnenmuii naeoJIOTHUECCKUI aKIICHT,
CBSA3BIBaBUINICS c XapaKTepoM
rpsaayLen pycckoi PEBOJIOLNY,
BO3HMKaJl B poMaHe YepHBIIIEBCKOTO
«Yto genars?» (1863) npu obpucoBke
MOHYMEHTaNbHOW (urypsl PaxmeroBa
IIyTEM COOTHECEHHS reposi ¢ odpa3oM
3HAMEHUTOT0O B IOBOJDKCKOM M
NEeH3eHCKOM  ¢oJbkiope  Oypraka-
oorareips Hukutymku JlomoBa —
YeloBeKa, Ybe UMs OBLIO CIaBHO
«MEXIYy MWUIMOHAMM  JIIOIEH» U
rpemeno «Ha mnonoce B 100 Bepct
IIUPUHOIO, HUAYIEH 10  BOCBMH
TryOepHUSIM.

Q@onpKIOp s PYCCKOM JHTEpaTyphbl
BTOpOil monoBuHBI XIX croneruss —
MpeXJae BCEro JAHHOCTb HAPOIHOMN
KW3HU, HO BMECT€ C TEM JTO U
MPOEKLIHS B MPOILLIOE Macc,
MPUBHOCAILAS HCTOPUYECKYIO
MIEPCIIEKTUBY B COBPEMEHHOE
MHPOIIOHUMAaHUE.

@OIBKIOP CTaBWII IHCATENSA B CBA3b C
HallMOHAJIbHO-HAPOIHBIM TEYEHUEM
HCTOPHUH, C INPOLECCAMU BHYTPECHHEM,
«pOEBON» KU3HU HAPOJA, U XYHOKHUK

omyman cebsd 3BEHOM  BEJIHKOH
HCTOPHUKO-KYITBTYPHOH TeTIH, o
KOTOPOW  HENpepbIBHO  Ipoberanu
UMIYIbCBl  TOKa OT  ObUIOTO K

HACTOALLEMY, O 4yeM cKaxer YexoB B
pacckaze «CTyaeHT».

B pycckoit nmTeparype Ha3BaHHOTO
nepuosia  MOCTOSHHBI  PacIIMpEeHUe
B3DSIAAa  MUcareNs 0 B3DIAA
HApOJHOTO, ONOpa Ha HApOAHOCTH B
COIMAIBHO-ICTETHYECKHIX OIICHKAX.

the mysteries of the people” must be sought in
“the songs of the coachman.”

An important ideological accent, about the
upcoming Russian revolution, emerged in
Chernyshevsky’s novel “What is to be Done?”
(1863) in the portrayal of the great figure
Rakhmetov by comparing the hero to the
image of the famous Volga and Penza folklore
hero Nikitushka Lomov — a man whose name
was famous ‘“among millions of people” and
resounded “‘across a stretch 100 versts wide,
spanning eight provinces.”

Folklore for Russian literature in the second
half of the 19" century was primarily a fact of
folk life; at the same time, it also served as a
projection into the past of the masses, bringing
a historical perspective to contemporary
understanding of the current world.

Folklore connected the writer to the flow of
national and folk history, with the processes of
internal, “grassroots” life of the people, and the
artist felt themselves a link in the great
historical-cultural chain, along which impulses
of the past continuously flowed into the
present, as Chekhov would say in his narrative
“The Student.”

In Russian literature of this period, the writer’s
perspective constantly expanded to encompass
the people’s viewpoint, relying on nationality
in social and aesthetic evaluations.
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IToarBepsxnanacek rybokas mpasora .
N. bycnaeBa, mucaBIIero: «... HE OJUH
TOJLKO CIOKET, HEC OacHIO TOJLKO WIIH
CKa3Ky 3aUMCTBYET JIMPUK WJIA TParuk
W3 JMUYECKUX CKa3aHUW W TIpeaaHui
CBOEr0 Hapojia, HO U CaMbIi B3IV Ha
MPUPONY U YEJIOBEKA, & BMECTE C TEM U
T€ JKUBUTEIIbHBbIC, HApOIHBIE COKH,
KOTOPBIMM  MHUTAETCS HAIMOHAJIBHOE
YyBCTBOY.

Bens peub 0 JIUTEpaTypHO-
(bonbKIOpHOM CHUHTE3E,
OCYLIECTBIIABIIEMCS I10-CBOEMY

Pa3HbBIMU XYOOKHUKAMU IIPpU PCHICHUU
HMU Ppa3jJIndHbIX TBOPYCCKHUX 3a/1a4,
HENb3s1 OOOMTH M3BECTHBIE HUTOI'H
HCCJICI{OB&HI/Iﬁ, MOCBAIICHHBIX TAKOMY
CHUHTC3Y.

N3 uccnenoBaHnii ¢ HENPEIOKHOCTHIO

BBITEKa€T  BBIBOL O  KaHPOBO-
CTHJIMCTUYECKOM ¢dakrope KaK
perynsrope B3aUMOJICHCTBUS

JIUTECPATyphl C HAPOAHBIM NCKYCCTBOM.

B ocoOenHocTH THOHWYHO JOTO I
peanucTUuYecKon MIPO3BI, rae
CBOCOOpa3HBIC YEPTHl M KAaYCCTBECHHBIC

OTIMYMS  CBOMX  OTHOUIEHHH  C
(b onbKIIOpOM HOJTYYUIIH po3a
COLIMAJIbHO-TICUXO0JIOTHYecKast

(MpenMyIIecTBEHHO TIOCBSIICHHAS
COBPEMEHHOCTH), npo3a
STHOTpaduuecKas, HCTOpHUYECKas,
caTupuyeckas, ¢dunocodcekas,

COOCTBEHHO CTWUJIM3YIOILasA, Mpo3a AJis
nereir (XX B. pa3oBhET emie 0co0yIo
OTpaciibHayYHO-()aHTACTHUECKYIO

po3y).

ConunanbHO-IICUXOJIOTHYECKas — Ipo3a
onupagachk Ha (OJIBKIOP MPEXkJe BCEro
Kak Ha 2JIEMEHT caMoil M300pakaeMoin
JNEUCTBUTEIBHOCTH, XapaKTEPU3YIOIIHI
OOIIECTBEHHYIO Cpely M JAEUCTBYIOIINX

This confirmed the profound truth of F.IL
Buslaev, who wrote: “... not only the plot, not
only the fable or tale does the lyricist or
tragedian borrow from the epic tales and
legends of their people, but also the very view
of nature and man, and along with it, those life-
giving, folk juices that nourish national
feeling.”

Discussing the literary-folklore synthesis that
was uniquely realized by various artists as they
tackled different creative tasks, one cannot

overlook the well-known conclusions of
research dedicated to such synthesis.
From these studies, it is unequivocally

concluded that the genre-stylistic factor serves
as a regulator of the interaction between
literature and folk art.

This 1s particularly typical for realistic prose,
where distinctive features and qualitative
differences in its relationship with folklore are
found In social-psychological prose (primarily
focused on contemporary themes),
ethnographic prose, historical prose, satirical
prose, philosophical prose, stylized prose, and
children’s literature (the 20™ century will
develop a special branch of science fiction
prose).

Social-psychological prose relied on folklore
primarily as an element of the depicted reality,
characterizing the social environment and the
individuals within it, as well as the conditions
of place and time.
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B HEH Jii1, yCJIOBHA MCCTAa U BPCMCHU.

DoNBKIOP JaBajl €  MPOTOMOTHUBBI,
mpooOpasbl  MPaBIONOAOOHBIX  WIIH
CIIy)KalllUX  CO3JaHUI0  KU3HEHHOTO
MPaBIOTOA00MS CIOKETOB, TPUBHOCHI
KOHKPETHBIE  CIOKETHBIE  KOJUIM3HH,
LIEJIbIE SIUA30/IBI. DonbKIOp
MHKOPIIOPUPOBAJICS JIUTEPATypoOil Kak
AIIEMEHT COIUATBHOTO OBITA.

On IIPpOHUKAJI KakK pE€aabHOC
«BCHICCTBO» MBIIUICHUA, CTPOSA PpPCUU
HepCOHa)KCﬁ, BbIABJIAI IIPOHHU3AHHOCTD

MBICIIU " peun repoes
«OT(OTBKIOPHBIMI KYJIBTYPHBIMU
accouuanusaMu MO0  yCTaHaBIMBAJ

POJICTBO MBICIH U PEYH MEPCOHAKEU C
00pa30TBOPUYCCKON CTHXUEH HAPOIHOTO
s3pika. OH TIOCKa3bIBAI XYIOKHUKY
APXUTCKTOHUYCCKHUEC , MHTOHAIIMOHHO-
CTHJIUCTHUYCCKHE PEIICHHS.

[Ipu 3TOM, KaKk CBUAECTEIHCTBYET MPO3a
JleckoBa, JIpBa Toscroro, Oprens,
Koponenko, YexoBa, BHOCHUMBIE B
MIPOU3BECHUS (honbKIIOpHBIE
TEKCTOBBIE 2JIEMEHTHI (PYHKIIMOHAIBHO
MOMYMHSAIIUCh 3aMBICILY, CIOXKETY, HE
npuodperas CaMOJIOBJICIOLIETO
HAJICIO’KETHOTO 3HAUEHHUS, HO COXPaHsI
OJTHOBPEMEHHO cnenuduueckue
HapOJHO-HAIIMOHAJIbHbBIE
COZIEPKATEITHLHOCTE U (OpMY.

B cBoto ouepenp, aTHOrpadguueckas — B
HIMPOKOM CMBICIIE ATOTO CJIOBA — MIPO3a
(ouepkuctuka 1860-x rr., mosectu C.

B. MaxkcumoBa, HApOJHUYECKAs
nuTeparypa) HUMena CBOEH  IIENbIO
3areyvariieHne (honbKIIOpHO-
THOrpapuuecknux KapTUH B  UX
«CaMOTIPOSIBIISIEMOCTH», B
CaMOCTOATEIIbHOM KUTEHUCKOM

Kady€CTBC.

Folklore provided it with proto-motives,
archetypes of believable plots or those serving
to create a sense of life-like authenticity,
introducing specific plot conflicts and entire
episodes. Folklore was incorporated into
literature as an element of social life.

It penetrated as a real “substance” of thought,
shaping the speech of characters, revealing the
permeation of the thoughts and speech of the
heroes with “folklore” cultural associations, or
establishing a kinship between the thoughts
and speech of characters with the creative
essence of the folk language. It suggested
architectural, intonational-stylistic solutions to
the artist.

At the same time, as evidenced by the prose of
Leskov, Lev Tolstoy, Ertel, Korolenko, and
Chekhov, the folkloric textual elements
introduced into the works were functionally
subordinate to the concept and plot, without
acquiring an independent super-situational
meaning, but simultaneously preserving the
specific folk-national content and form.

In turn, ethnographic prose—in the broadest
sense of the word—(the sketches of the 1860s,
the stories of S. V. Maximov, and populist

literature) aimed at capturing folkloric-
ethnographic  images in  their  “self-
manifestation,” in their independent life
quality.
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Ucropuueckuii poMas, IOBECTD,
pacckas, UCHOJIb3ysd HAPOAHYIO MTOA3UIO

JUIS COLMAJIBHO-TICUXOJIOTUYECKOU
XapaKTEPUCTUKU OTOJIBUHYTOMN B
MPOLLIOE JIEUCTBUTEILHOCTH,
OJTHOBPEMEHHO npuberanu K

(bOIBKIOPHOMY JE€KOpY IO oOpasuam
THOTpaUUECKOH OCIICTPUCTHKUA |
OXOTHO BBOIWJIM (OPMBI CTHIIM3ALUHU
oJt UCTOPHYECKHI (bonbkIOp,
MOMYJISIPHBIA B JIIOXH,  KOTOPHIC
BOCIIPOM3BOAMIIA JauTeparypa (x
MpUMEpy, TAKOBBI CTPAaHHIIBI pPOMaHa
«Kusa3p Cepebpsnbiii» A. K. Toncroro,
noBecTH «OXoHUHBI OpoBH» MamuHa-
Cubupsika).

Carupudeckas po3a, c ee
YCJIIOBHOCTBIO, UPOHUYCCKUMU
CTUIM3AlUSIMH M OOMJIMEM OOpa3HbIX
rpuMac («Mcropust OmHOTO TOpOIAN,
«CKa3kny CantsixoBa-lllenpuna,
«Cmex u lope» Jleckopa), Ka3ajloCh
Obl, Obpl1a Hambojiee cBOOOAHA B
BBIOOPE (DOTBKIOPHBIX HCTOYHUKOB, HO
MIPH 3TOM OHA BBISBUJIA M YCTOWYUBYIO
TATY HWMEHHO K  aHEeKAOTy W
3HAYUTETHHYIO CBSI3aHHOCTh
MIPUBJICKAEMBIMH  €F0  (DOJILKIIOPHBIMH
¢dbopmamu.

[Tocnennue TpeOoBamM ameIUIANNA K
MapoaAUPyEeMbIM MIPOU3BEICHUSIM:
MIEPEOCMBICIICHHE JIOJDKHO OBIJIO  HE
TOJILKO OIIYIIAThCS, HO U MTHOBEHHO

HaxXOIUTh  «HTPOBOM»  OTKIUK B
qHUTarene.
[Ipo3a ¢unocodckasi, BBIASHSIOMAACS

MMOMYEPKHYTOCThIO  00Pa30BCHMBOJIOB,
KOHIEHTPUPYIOLIUX aBTOPCKYIO MBICIb,
Hepenko nomHumana B XIX cronetuun
(ONBKIOpHBIE BKPAIUICHUS Ha BBICOTY
JIENTMOTHBOB, KOHIIEIIIHOHHO
LEHTPAJIbHBIX MMOHATHH (pomaHbI
J10CTOEBCKOTO).

Historical novels, stories, and tales, using folk
poetry for the socio-psychological
characterization of a reality pushed into the
past, simultaneously resorted to folkloric décor
based on samples of ethnographic fiction and
willingly incorporated forms of stylization
under historical folklore, popular in the eras
that literature reproduced (for example, this is
the case with the pages of A. K. Tolstoy’s novel
“Prince Silver,” and Mamin-Sibiryak’s story
“Okhonin’s Eyebrows”).

Satirical prose, with its conventionality, ironic
stylizations, and abundance of figurative
grimaces (“The History of One City,” “Tales”
by Saltykov-Shchedrin, “Laughter and Grief”
by Leskov), seemed to be the most free in
choosing folkloric sources, but it also revealed
a persistent inclination specifically towards
anecdotes and a significant interconnectedness
with the folkloric forms it employed.

The latter required an appeal to the parodied
works: the reinterpretation had to not only be
felt but also instantly find a “playful” response
in the reader.

Philosophical prose, characterized by a
pronounced wuse of symbolic images
concentrating the author’s thought, often

elevated folkloric insertions in the 19™ century
to the level of leitmotifs, conceptually central
ideas (such as in Dostoevsky’s novels).
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Ho pycckas mpoza XIX B. B
W3BECTHEUIIUX €€ Pa3HOBUIHOCTSIX
MOYTH HE Jajia «YUCTBIX» >KaHPOBBIX
CUCTEM, M 3TO  O03HAyajo, 4YTO
COLIMAJIbHO-TICUXOJIOTUYECKUN

aHaIUTU3M JlOCTOEBCKOIO HE MEHee
CYUIECTBEH, 4YeM €ero TIeHHuaJbHbIC
¢bunocopckre KOMITO3UIIUH.

CkaxxeM, CHOKETHO-COOBITHIHAS POJIb
(dparmMeHTa HAPOJHOW TECEHKH «AX,
noexan Banbka B Ilutep» («bparbs
Kapamazos», kH. X1, 1. VIII) HU9em
HE 3aMeCTUMa B PaCKpPBITUU JYIIIEBHOTO
CMATEHUSA NBana Kapamazosa,
CTaBIIETO COYYaCTHUKOM  YyOwWiicTBa
oTua: oHa  oOnajzaeT  IMOMCTHUHE
MIPOHU3BIBAIONIEH  TCUXOJIOTHYECKOM
BBIPA3UTEIHLHOCTHIO.

B cBorw ouepenp, HanpuMmep, B TKaHb
paccka3za JIeBa Toncroro «XomcroMep»
BBEJICHO MPUTYEOOpa3HOE COLHAIIbHO-
¢unocopckoe  MPOTHBOMOCTABICHUE
pabouero koHst XoJCTOMEpa KHS3IO
CepnyxoBckoMy  (pa3MbILIEHHE O
IIOCMEPTHOM — TAaKOW K€, 4TO U IpHU
JKH3HH, — OECIOJIE3HOCTH «KOXKHU,
«MsICa» U «KOCTEW» KHs34, TOrna Kak
BCE «MaclIakW» YMEpIIEro KOHSTH
ObUTM TIYIIEHBI «B JIeTI0»), BecbMa
HallOMUHAIOLEE MOTHB IOMYJISPHOU

HapOAHOMN IIECHU, - MOTHUB,
MOBUJIUMOMY,  TpaHC(HOPMHPOBAHHBIN
nucareineM, HO C TaKUM BBICOKUM
HCKYCCTBOM, KOTOpO€E MIOYTH

UCKJIIOYaeT MBICIb O (POIBKIOPHOM
HCTOYHHKE.

OTTOrO TUMOJOTUYECKUN TOAXON K
«PETYISIPHO» BBICTPOSHHBIM  «Kapey
JTUTEPaTYPHBIX MAMATHUKOB HE CMOT
Obl yOeIWTENbHO 3aMEHHUTh CO0OW B
MoHorpadun «Pycckas nureparypa u
bompKIOp»  TOTO B3TJISI/IA Ha

However, Russian prose of the 19" century, in
its most notable varieties, hardly produced
“pure” genre systems, which meant that
Dostoevsky’s socio-psychological analysis was
no less significant than his brilliant
philosophical compositions.

For instance, the plot-event role of the
fragment of the folk song “Ah, Vanka went to
Peter” (“The Brothers Karamazov,” book XI,
chapter VIII) is irreplaceable in revealing the
emotional turmoil of Ivan Karamazov, who
became an accomplice in his father’s murder: it
possesses truly penetrating psychological
expressiveness.

In turn, for example, in the fabric of Leo
Tolstoy’s story “Kholstomer,” there is an
allegorical ~ social-philosophical  contrast
between the working horse Kholstomer and
Prince Serpukhovsky (a reflection on the
posthumous—just as useless as in life—futility
of the “skin,” “flesh,” and ‘“bones” of the
prince, while all the “oils” of the deceased
horse were put “to work™), which closely
resembles the motif of a popular folk song—
this motif, evidently transformed by the writer,
but with such high artistry that it almost
excludes the thought of a folkloric source.

Therefore, a typological approach to the
“regularly” constructed “carriages” of literary
monuments could not convincingly replace in
the monograph “Russian Literature and
folklore” that view of the relationship between
literature and folk poetry, which was realized

10
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B3aMMOOTHOIICHUSI ~ JIUTEPAaTypbl  C
HapOAHOU MO33UEH, KOTOPBIN
OCYLIECTBJIEH CKBO3b pU3My
MUCATENbCKUX 00IIECTBEHHO -
JUTEPaTypPHBIX cyneo,
WHIUBUAYaIbHbBIX JUTEPATOPCKUX
ouorpaduii yTeM aHayiu3a
WHIUBUAYaJIbHbBIX TBOPYECKUX
METOZIOB, CTHJIS.

[Tone wm3yyeHHuss B3aUMOOTHOILIECHUM

auTeparypsl U (OJIBKIOpPAa OCTacTCs H
0 Ccel JeHb OIHOW w3 Haubosee

CIIOYKHBIX oOnacrei
JUTEPATypPOBEIYECKOTO,
(bOTBKIOPUCTHYECKOTO u

JIMHTBUCTAYECKOTO UCCIIETOBAHUMN.

ITopa YIPOLLEHHBIX pelICHUN,
W3BECTHOM CTAHAAPTU3aLUN METOAMKH,
KOTOpasi BBISABIISAET MPSAMON U CKPBITHII
(OJBKIOPU3M, OTXOAUT B TIPOILIOE,
XOTSl PEUUJIMBBI 3TOrO MPOUUIOTO M
JatoT ceOs 3HaTh.

Hayka HbiHe Bce Oosee KOPpPEKTHO
MPUMEHSIET  CllelUalbHble CIOCOOBI
paccMoTpeHus — Tex  cdep,  TAe
BCTpEYaIOTCs JIUTEparypa u QoiabKIop.

Ero pazpabarbiBatoTcsi, B UYaCTHOCTH,
TaKWe TIEePCICKTUBHBIC ACIEKThI, KaK
JIMHTBUCTUYECKUI (oOHapykeHue
MIPOHUKAIOIINX ~ HAPOITHOTIOAITHICCKUX
AIIEMEHTOB JIEKCUKH, CHHTAKCHCA; y4eT
CHEeM(PUICCKON CEMAaHTUKN HAPOTHOTO

CIIOBA; ¢bukcanus aKTOB
YIOTOOJISFOIIETO BIIASTHUS
HapOJHOMO3TUYECKUX CJIOBECHBIX
dhopm Ha SI3BIK nycaresns),

donpkmopuctTudeckuit  (POTBKIOPHBIN
T€HE3HC JINTEPATYPHBIX JKaHPOB, TUIIOB,
00pa30B; XapaKTEpPUCTHUKA JTUTEPATYypPhI
KaKk JIOKyMeHTa ObITus (OJIBKIIOpA,
XPOHUKH  (POJIBKIOPHBIX MPOIIECCOB),
JINTEPATYPOBETUECKHI (BustHUE

through the lens of the writers’ social-literary
fates, individual literary biographies, and the
analysis of individual creative methods and
styles.

The field of studying the relationships between
literature and folklore remains, even today, one
of the most complex areas of literary,
folkloristic, and linguistic research.

The era of simplified solutions and the well-
known standardization of methodologies that
reveal direct and hidden folklorism are
receding into the past, although recurrences of
this past are still evident.

Science is now increasingly applying
specialized methods to examine those spheres
where literature and folklore intersect.

In particular, it is developing such promising
aspects as linguistic (detection of penetrating
folk-poetic elements of vocabulary, syntax;
taking into account the specific semantics of
the folk word; fixation of acts of likening
influence of folk-poetic verbal forms on the
writer’s  language), folkloristic  (folkloric
genesis of literary genres, types, images;
characterization of literature as a document of
folklore existence, a chronicle of folkloric
processes), literary (influence of direct or
absorbed folkloric tradition on the writer’s
creative biography; folkloric sources of
individual creativity; intra-literary possibilities
of transforming the artistic method and forms
of folkloric genres; interpretation of folkloric

11
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HEMOCPEICTBEHHON WJIM TMONIOIIEHHOU
(b oNBKIIOpHOIT TpaaAuLIIHU Ha
TBOPYECKYIO Ouorpaduio mucarens;

(bOoNBKIOpHEIE WCTOYHUKHU
HHAUWBUAYAJIBbHOI'O TBOPUYCCTBA,
BHYTPWINTEPATypHbIE  BO3MOXXKHOCTH
TpaHnchopmanuu XY0KECTBEHHOTO
Mmetona U (GopM (HOTBKIOPHBIX KAHPOB;
MHTEpIpeTaIus (boIBKIOpHOIMA
CTWINCTHKH,  00pa3oB,  MOTHBOB,
CIOXKETOB B JUTEpaType;
BHYTPWINTEpaTypHas

«0T(hoNBKIOpHAS TpaguLusa u
nycaTesb, JIMTePaTypHOE HallpaBiIeHHE,
JUTepaTypHast 310Xa),
COIIOJIOTHYECKUH (cpaBHEHHE

KauecTBa U 0o0beMa JIUTEPaTypHBIX U
(ONBKIOPHBIX OTPAKEHUH MKU3HEHHBIX

SIBIICHHI; COCTOSIHHE MacCOBOH
HApOAHON KYIBTYPbl U 3aBUCHUMBIH OT
3TOTO COCTOSIHUS pEe30HaHC

JTUTEepaTypHBIX MpoU3BeNeHul B chepe,
IJIe aBTOPUTETHBI SIBJICHUS HAPOIHOMN

KYJIBTYPBI).

ITockonbky HaJINILIO W3BECTHAs
MIOTPaHUYHOCTh Ha3BaHHBIX (ne
UCUEPIBIBAIOIINX  BCEX  pEaJbHBIX
METOAMK)  HAalpaBICHUH  aHaIN3a,

HEPCAKO Ha IPAKTHUKE Ha6mo,uaeTc;1 nx
NEPCIICTCHHOCTD.

[IpuHaATHIIH B YeThIpEX HBIHE
OIyOJINKOBaHHBIX KHHTax
HCTOPUKOJIUTEPATYPHBII nyTh

pPacCMOTPEHMsT KOHTAKTOB JIUTEPATYPhL
C (OJBKIOPOM BBISIBUII MOCTOSHCTBO
B3aUMOJecTBUs oOnacTeil ycTHOH u
MMACbMEHHOU CIIOBECHOCTH Ha
npotrsbkeHnn XI-XIX BB., KaueCTBEHHO
pa3InyHOEe, HO TOCTOSHHOE BIIUSHUE
HapogHoro (hakropa Ha JUTEparypy
CPEICTBAMHM IOJTUYECKOM KYIBTYpPBI
HapOJHBIX Macc.

@uHan pa3BUTHS PYCCKOM JINTEPaTyphl

stylistics, images, motifs, plots in literature;
intra-literary ““folkloric” tradition and writer,
literary movement, literary epoch), sociological
(comparison of the quality and volume of
literary and folkloric reflections of life
phenomena; state of mass folk culture and
dependent on it resonance of literary works in
the sphere where folk culture phenomena are
authoritative).”

Since there is a certain borderland of the
aforementioned (not exhaustive of all real
methodologies) directions of analysis, their
interweaving is often observed in practice.

The historical-literary path taken in the four
now-published books regarding the contacts
between literature and folklore has revealed the
constancy of the interaction between the realms
of oral and written literature throughout the
11" to 19™ centuries, qualitatively different yet
consistent influence of the folk factor on
literature through the means of the poetic
culture of the masses.

The culmination of the development of

12
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XIX cromeruss coBmaia C I€ PUOAOM
BBIXOJAa HAa apeHy HCTOPHUYECKOIO
JEUCTBUS POCCUMCKOrO IpoJieTapuara,
BCJICICTBUE 4YEro JMTeparypa, IO
cioBam B. W. JlennHna, npuoOpertana
COLIMAJIbHO YKPYIHEHHOE, «BCEMHUPHOE
3HAYECHUE.

Nmvenno B 9TO Bpems — Bpems
MOJBEACHUSI MCTOPUYECKUX  HTOTOB
MIPEIIIECTBYIOLIETO JIBUKCHHUSI
HAI[MOHAJILHOM KYJIBTYpPbI -
OTEYECTBEHHAS CIIOBECHOCTh
MepecMaTpruBaeT CBOE JCTETUYECKOE
NOCTOSIHME,  THIATEJIbHO  OIICHUBAET
MIPUHIIMIIBI, HA KOTOPBIX 3MKIUIOCH €e
obiTe  (pyHIaMEeHTaNbHBI  TpaKTaT
JIeBa Toncroro «Yro TaKOE
HCKYCCTBO?» — OJMH W3 BaKHEUIIHX
UTOTOBBIX 3aBETOB  pEaJHCTHUYECKOM
KJIACCUKU TPOIUIOTO BEKa TPSIYIIAM
BpeMeHaM), Kak Obl  mepemaBas
JEMOKPAaTHYECKYl0 3cTadery HOBBIM
reHepalusaM Mucareiei.

HoBaropckoe  c10BO  HPEACTOSIIO
CKa3aTh XyIOKHUKAM, CBS3aBIIHUM CBOKO
Cyap0y C MAacCOBBIM IPOJIETaPCKHUM,

PEBOJIIOIIMOHHBIM JABWXKCHHEM, -
XYyHOKHUKaM, CO3JaBaBIIIUM
COIMAJIMCTHYCCKOC HCKYCCTBO n
3aKJIaJbIBaBIITM MporpaMMHBIC

OCHOBBI €T0 3CTCTHUKH.

B oroii  ocretuke  OOHMM U3
KpaeyrojbHbIX  CTaHET  IOCTOSHHO
yTBepKIaBIIniics IoppkuM Te3uC O
HEO0OXOMUMOCTH BHYTpPEHHEH OmNophl
mycaress Ha Hewcyepraemylo 0asy
TPAOULIMOHHOTO W  COBPEMEHHOIO
¢doabKiIOpa.

ITPO3A

JI. H. TOJICTOMN

Russian literature in the 19™ century coincided
with the period of the emergence of the
Russian proletariat on the historical stage,
which, as V. I. Lenin noted, endowed literature
with a socially enlarged, ‘“universal
significance.”

It was precisely during this time—the time of
summarizing the historical results of the
preceding movement of national culture—that
domestic literature reevaluated its aesthetic
heritage, carefully assessed the principles upon
which its existence was built (the fundamental
treatise by Leo Tolstoy “What is Art?”—one of
the most important final legacies of the
realistic classics of the last century for future
generations), as if passing the democratic baton
to new generations of writers.

It was the task of the artists who linked their
fate to the mass proletarian revolutionary
movement to express the innovative word—
artists who created socialist art and laid the
programmatic foundations of its aesthetics.

In this aesthetics, one of the cornerstones
would be the thesis constantly asserted by
Gorky about the necessity of the writer’s
internal reliance on the inexhaustible base of
traditional and contemporary folklore.

PROSE

L. N. TOLSTOY

13
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B wu3ydeHHM TBOpPUYECKOTO HACIEAUS
JIpBa ToycToro mOCTaTro4HO IIOJIHO
MIPOSIBUITU Ce0sl YCTOMYMBBIE TPUHIIUTIBI
pa3paboTKu JTaBHEH poOIEMBI
«[lucarenp u boabKIopY, B
O0COOEHHOCTH ke -
HCTOYHMKOBEIUECKUH, CBA3aHHBIA C
BOIIPOCAMU  TBOPYECKOH  UCTOPHH
MPOM3BEICHUI BEJTUKOTO XY/IOKHHKA.

bonbmryto  pons  31ech, OeccnopHo,
ChITpaJIn TEKCTOJIOTMYECKHUE
HCCIIEI0BAHMS, KOTJIa PYKOIIMCH U UHBIE
Marepuasibl  (AHEBHUKH,  3allMCHBIC
KHUXKH, UChMa), coJieprKaliue
MHOTOYMCIICHHBIE CBUJCTEIILCTBA 00
WHTEpECe W  4YacToM  OOpalleHUH
Toncroro k (oybKIIOpY, CIETAINCH,
HAKOHEIl, BCEOOIIMM JIOCTOSHUEM H
KOrJa Hapsay C IOATOTOBKOM U
reyaraHuem [Tonnoro coOpaHus
COUYMHEHUU JL H. Toscroro
(FOGuneitHoe m3naHue) MPOAOIHKAIOCH
WHTEHCUBHOE HW3y4YeHUE Oorarelmumx
donmoB apxuBa locymapcTBEHHOTO
mysea JI. H. Tomcroro wm apxmuBa
SICHOTIONIHCKOTO MY3esi-yCaabO0bl.

HUmenno B 1950-e rIT. mOSBUINCH
coJiepKaTeabHbIE paboTHI,
UCCleyroIue npobiemy

donbkiopusma  ToscTOro B acrmekTe
UCIOJIb30Ba- HHsI MHCATENeM Ppas3HbIX
(OTBKIIOPHBIX KaHPOB, MOCBSIIECHHBIE
(b OTBKIOPHO-«(POPMUPYIOLLIM

JlieMeHTaM  TBopuecTBa  Toscroro,
U3YyYEHHIO JiesTeNbHoCcTH  TojcToro
cobuparens (QoapkiIopa W U3IATEINS
«A30ykn» u «Kpyra s 4reHus».

[IpuBnexan BHHUMaHHE JUTEpaTypHOU
HAayKH  TaKXke <«ITHOTpaQHUECKUii»
MOMEHT (u3yueHue ToJcThIM OblTa U
«TICHXOJIOTHH» OOIIecTBa PA3TMIHBIX
3MOX pPYCCKOW JKU3HM Ha OCHOBE
(OJBKIIOPHBIX HCTOYHUKOB); B

In studying the creative legacy of Leo Tolstoy,
the enduring principles of the long-standing
problem of “The Writer and Folklore” have
manifested themselves quite fully, particularly
the source studies related to the creative history
of the works of this great artist.

Textual studies have undoubtedly played a
significant role here, as manuscripts and other
materials  (diaries,  notebooks, letters)
containing numerous testimonies of Tolstoy’s
interest and frequent engagement with folklore
became public property, alongside the
preparation and publication of the Complete
Works of L. N. Tolstoy (Jubilee Edition),
intensive study of the rich collections of the
State Museum of L. N. Tolstoy and the
Yasnaya Polyana estate museum archives
continued.

It was precisely in the 1950s that substantial
works emerged, investigating the issue of
Tolstoy’s folklorism in terms of his use of
various folklore genres. These studies focused
on the folkloric and “formative” elements of
Tolstoy’s creativity and examined Tolstoy’s
activities as a collector of folklore and
publisher of “Azbuka” and “Circle for
Reading.”

The “ethnographic” moment also attracted the
attention of literary sense (Tolstoy’s study of
everyday life and the “psychology” of society
of various epochs of Russian life based on
folklore sources); in recent years, certain issues
of folklore aesthetics have been treated in the

14
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MOCJICTHHE TOJIbI TPaKTOBAIUCH
OT/IEIbHBIE BOTIPOCHI JCTETUKH
(hONBKIIOpa B CBETE OTHOIICHUS K HUM
Toncroro u T. 1.

OpHako Tak WIM HWHa4Ye B CTOPOHE
OCTaBAJIUCh rTyOuHHBIE
3aKOHOMEPHOCTH, KOTOPBIE OTPEISIISITN
co0Oi B  KOHEYHOM  CUEeTe U
MOCTOSHHBIE M HMCKIIOUYMTEIIHHBIN
untepec ToncToro kK GOIBKIOPY, U caM
XapakTep  HUCIOJIb30BAaHHUS  YCTHOM
HApOJHOM II033MM B  TBOPYECTBE
mucaress.

[ToaTomy 1enecoobpasHo ObLIO  OBI
ceiiuac MoCTaBUTh BOMPOC B HECKOIBKO
HMHOM IUIOCKOCTH, CJIEJIaB HEKOTOPOE
MEePEeMEIICHUE TPUBBIYHBIX aKI[EHTOB:
ACTETHKA MUcaTels U GOIBKIIOP.

Kak wHam mpexacraBmsieTcs, Takas
MMOCTAaHOBKAa BOIIPOCa B OCOOCHHOCTH
IJIOJJOTBOPHA TOT/AA, KOTJa pedyb HIET
nMeHHo o TomcToMm.

Jleno He TOIBKO B 4TO
TeHUAJIbHBIN XYIOKHUK clloBa
IMOCTOAHHO BBICTYIIACT MPEA HaMHU — B
OorareiiieM 3MHUCTOJIIPHOM HACIEeINH,
B MHOTOYMCJICHHBIX CBUJETENIBCTBAX
MCMYapuCTOB, B JHCBHHUKAX, 3alTMCHBIX

TOM,

KHMKKaX, CTarbiax, HOaXXE€ B CaMHX
CBOHX XYOOKCCTBECHHBIX
IMPOU3BCACHUAX — KakK FJIY6OKHI>'I u

OpI/IFI/IHaJ'II)HI)H\/’I MBICJIIUTCIIb U TCOPETUK
HCKYCCTBA, 4YTO OH CO31aJI B PE3YyJIbTATEC

HaIPsKEHHBIX YCHIINM CBOM
3HAMEHUTHIM TpakTar «4Yto Takoe
uckycctBo?» (1898) — omHOo W3

0€CCIIOPHO BBICOYANWINUX JTOCTHKECHUN
JCTETUYECKOM MBICIIM Ha TPaHU JBYX
BEKOB.

HckmounTtennHo
chopmynrpoBaHHAS

OTYCTIMBO
CHCTEMA

light of Tolstoy’s attitude to them, etc.

However, the deeper laws that ultimately
defined Tolstoy’s constant and exceptional
interest in folklore, as well as the very nature
of his use of oral folk poetry in his work,
remained somewhat sidelined.

Therefore, it would be appropriate to now pose
the question in a somewhat different context,
shifting the familiar accents: the writer’s
aesthetics and folklore.

This approach seems particularly fruitful when
discussing Tolstoy.

It is not only that the genius of the word
constantly presents himself to us—in the
wealth of his epistolary legacy, in numerous
testimonies from memoirists, in diaries,
notebooks, articles, and even in his own artistic
works—as a profound and original thinker and
theorist of art; he created his famous treatise
“What is Art?” (1898) as a result of intense
effort—one of the indisputably highest
achievements of aesthetic thought at the turn of
the two centuries.

The exceptionally clearly formulated system of
aesthetic ideas transitions into the “flesh and
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3CTCTUYCCKUX HpeI[CTaBJIeHI/Iﬁ
NePEeXOJUT B  «UIOTb U KPOBBY»
CO3JaBacMOM MM  XYIOKECTBECHHOU

CUCTEMBI, €€ 00pa3HOU CreIU(pUKH.

B cBoro ouepenp, cama 3Ta 3CTETHKA
Tonctoro BbIpacTaeT, CKiIaJbIBaeTCA,
dopmupyeTcst  1oA  CHJIbHEHIIUM
BIUSHUEM (DONIBKIIOpA, B pe3ylbTare
IIPUCTAIIBHOTO M3Y4EHUs, MOCTOSHHBIX
pazaymuil ToscToro HajJ BHYTPECHHUMU
3aKOHaMHU HApOJAHOT'O UCKYCCTBA.

bonee ToOro, BBICIIMM KpUTEpPUEM
HCTUHHOCTH BCSKOIO MCKyCcCTBAa JUIS
Tomcroro  Bcerma  ocraercs  mepa
KpacoTbl, IIPABIbI, XYI0KECTBEHHOU
11€J1IeC000pa3HOCTH, KOTOpas >KUBET B
Oylmie IPOCTOr0 4YEeNOBEKa U B €r0
TBOPYECTBE.

Heo6xonumo npuHMMaTh BO BHUMaHHE
CHePUKY XYA0XXECTBEHHOI'O
MBILUIEHUS] THCATeNs, 3CTETHYECKUe
OIIOpbI, HA KOTOPBIX BO3JABUIACTCA €TO
XyIO)KECTBEHHasi CHCTEMa: TOJIBKO B
3TOM Cly4ya€ KOHKPETHbIE MpPOOJIEMBI
ero TBOpYecTBa (B TOM 4HCIEe U
npobieMbl  QoibkiIopu3Ma)  OyayT
OCBELIaThCs KaKHMU-TO Oonee
I‘J'IY6OKI/IMI/I npuyruHaMy, 4€M BHCIIHEC
CoBIaJieHue (POJIbKIOPHOM TpajuIK U
TEKCTa JIUTEPATYPHOTO TIPOM3BEICHHUS
WIA TpOCTas KOHCTAaTalusi B TEKCTe
nucarens CIeH W3 HapOAHOTO ObITa H,
110 CYTH JieNa, Mepecka3 3TOro TeKCTa 1
3THUX CII€H, BMECTO TOro YTOOBI
OOBACHUTH  HMX  XYIO)KECTBEHHYIO
MPUPOY U XapaKTEp MX BO3AEHCTBUS
Ha BOCHPUHUMAIOIETO.

Kak wu3BecTHO,
Tomctoro 06
ITOJIOYKEHHSL.

B OCHOBC YYCHUA
HCKYCCTBC JICKaT TpH

I[O CTOMHCTBA IPOU3BCACHUA

blood” of the artistic system he creates and its
figurative specificity.

In turn, this very aesthetics of Tolstoy grows,
develops, and is formed under the powerful
influence of folklore, resulting from Tolstoy’s
close study and constant reflection on the
internal laws of folk art.

Moreover, for Tolstoy, the ultimate criterion of
the truth of any art has always remained the
measure of Dbeauty, truth, and artistic
appropriateness that lives in the soul of the
common person and in their creativity.

It is essential to consider the specificity of the
writer’s artistic  thinking, the aesthetic
foundations upon which his artistic system is
built: only in this case will the specific
problems of his creativity (including issues of
folklorism) be illuminated by deeper reasons
than the external coincidence of folkloric
tradition and the text of the literary work or a
simple observation of scenes from folk life in
the writer’s text, which merely recounts those
scenes instead of explaining their artistic nature
and the character of their impact on the
audience.

As is well known, the foundation of Tolstoy’s
teaching on art rests on three propositions.

The merits of a work of art, he states, are
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HCKYCCTBAa, TOBOPUT OH, ONPEACIISAIOTCS:
1) HOBU3HOW ¥ 3HAYUTEIHLHOCTHIO
coziepikaHus, 2) xapakTepoM (QOpMbI U
3) UCKPEHHOCTHIO XYIOKHHUKA.

Haub6onee MOJTHO nepBoe,
CYLIECTBEHHOE i1 Cyae0 HCKYyCCTBa,
MOJIOKEHUE BBICKA3aJIOCh, OJHAKO, Kak
3TO HU IApaJOKCAIIbHO, HE B TpaKTare

«Yto Takoe HCKyccTBO?», TAE B
NeUHUIUSAX JOMUHUPYET, 3aTeMHSS
JIOTUKY aBTOPCKUX HJIeH, CIOpPHOE

MIPOTUBOIIOCTABIICHUE YYBCTBA MBICIIH,
a B Oomee paHHEH W CKPOMHOH IIO

oobemy crarbe: «lIpemucinoBue K
»KpecTtbsiHCKMM — pacckazam™  C. T.
CemenoBay (1894).

«41 naBHO yxe cocTaBui ce0e, — MUIIET
ToscToil, — NMPaBUIIO CYIUTH O BCSKOM
XyI0’KECTBEHHOM IIPOU3BEACHUU C TpeX
CTOpPOH: 1) CO CTOPOHBI COMEpPIKAHUS —
HACKOJIbKO BaXXHO U HYXHO JUISl JIOAEH
TO, YTO C HOBOI CTOPOHBI OTKPbIBAETCS
XyIO)KHUKOM, TIOTOMY 4YTO BCSIKOE
MIPOU3BE/ICHUE TOT/a TOJIBKO
MIPOU3BEIEHUE HCKYCCTBa, KOIJA OHO
OTKPBIBAET HOBYIO CTOPOHY JKU3HH; 2)
HAaCKOJIbKO Xopolia, KpacuBa,
COOTBETCTBEHHA COJepkKaHUI0 (popma
MpousBeeHuss U 3)  HAacKOJBKO
UCKPEHHO OTHOILICHHE XYJIOXKHHKA K
CBOEMY IpEIMETY, T. €. HAaCKOJIbKO OH
BEPUT B TO, YTO M300paxKaeT.

910 nocjacagHee OOCTOMHCTBO MHC
KaXETCA BCCraa cCaMbIM BaXXHBIM B
XYyHOKECTBCHHOM ITPOU3BCACHUU.

Omno JaeT XYZ10’)KECTBEHHOMY
IIPOU3BENECHUIO €r0  CUiy, JeJaeT
XyHA0KECTBEHHOE IIPOU3BE/ICHUE

3apa3UTeNIbHBIM, T. €. BBI3bIBACT B
3puTeNe, Ciymarene W YuTaTene Te
YyBCTBA, KOTOpbIE UCTIBITHIBAET
XyAOKHHUK» (29, 213).

determined by: 1) the novelty and significance
of the content, 2) the nature of the form, and 3)
the sincerity of the artist.

The first proposition, essential for the fate of
art, has, paradoxically, expressed itself most
fully not in the treatise “What is Art?”—where
the definitions dominate, obscuring the logic of
the author’s ideas with a contentious
opposition of feeling and thought—but in an
earlier and more modestly sized article:
“Preface to ‘Peasant Stories’ by S. T.
Semenov” (1894).

“I have long made a rule,” writes Tolstoy, “to
judge every work of art from three
perspectives: 1) from the standpoint of
content—how important and necessary for
people is what the artist reveals from a new
angle, because a work is only an artwork when
it opens a new side of life; 2) how good,
beautiful, and appropriate the form of the work
is to the content; and 3) how sincerely the artist
relates to their subject, that is, how much they
believe in what they depict.

This last quality seems to me always the most
important in a work of art.

It gives the artwork its power, making it
infectious, meaning it evokes in the viewer,
listener, and reader the feelings that the artist
experiences.” (29, 213).
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B cBoro ouepenp, Bropoe mnosokeHue (o

dhopme MIPOU3BEICHUS ) Oonee
OTYETIIMBO ONpEAETSAEeTCA, a TpPEThe
JOTIONHSETCST ~ HOBBIMH  Ba)KHBIMHU

OTTCHKaMM CMBICJIa B TPAKTaTe «Yto
TaKo€C I/ICKYCCTBO?».

«HckycctBo  (...), yTBEp)KJ1aeT
Tomncroit, — craHoOBUTCS Oosee WIH
MEHEE 3apa3uTeNbHO BCIEACTBHE TPEX
ycnoBuit: 1) BeaeacTBue OoJblield Wid
MEHBIIEH OCOOCHHOCTH TOTO UYYBCTBA,
KOTOpOE TepenaeTcs; 2) BCIEICTBHE
Oonplleld WM  MEHBIICH SICHOCTH
nepeaayd  3TOr0  4YyBCTBA H 3)
BCJIC/ICTBUE HCKPEHHOCTH XYyIOKHHKA,
T. €. OOJNIbIIICH WMJIM MEHBIICH CHIIBI, C
KOTOPOH XyIO)KHHK CaM HCIBITHIBACT
4yBCTBO, KoTopoe nepenaer» (30, 149).

«B cymHoctn ke, — go0aBiser
ToscTol, — yCIOBUE €CTh TOJBKO OJIHO
MocjeaHee, TO, YTOObI XYIOXKHUK
UCIBITHIBA BHYTPEHHIOIO MOTPEOHOCTD
BbIPpa3UTh NEP€aaBacMoC UM YYBCTBO»

(30, 150).

TosicTOM TOCTENEHHO WAET BIIEPEN,
YTOYHSIA, YOITyOJIsist HalJIeHHELIE
HOHSTHA.

W 3nece, Tak ke Kak U B NIPEAUCIOBUH
k «Kpectpauckum pacckazam» C. T.

CeMmeHoBa, OH OCOOEHHO BBIAEISIET
3HaUYCHUE TON BHYTPEHHEHN
HEMPEOI0IUMON noTpeOHOCTH

XYHOOXKHUKa BbICKa3aTb CBOU MBICIb U
YYBCTBO, OT KOTOpOfI, mo €ro cCJjoBam,
3aBHCUT CTCIICHDb 3apa3suTCIbHOCTHU
XYyHOKECCTBCHHOT'O ITPOU3BCACHUS.

XapaKTepHo, 4To, 3aKaH4YuBas
IIATHAAUATYO TJIaBy TpaKTara U BHOBDBb
TIOBTOPSIA TE3UC o TOM, 4qTo
HCKPCHHOCTh €CTh CaMOC€ BaXXHO€ U3
TpEX Ha3BaHHBIX YCJIOBPIfI, OH

In turn, the second proposition (about the form
of the work) is more clearly defined, while the
third is supplemented with new important
nuances of meaning in the treatise “What is
Art?”.

“Art,” asserts Tolstoy, “becomes more or less
infectious due to three conditions: 1) due to the
greater or lesser peculiarity of the feeling that
is transmitted; 2) due to the greater or lesser
clarity of the transmission of this feeling; and
3) due to the sincerity of the artist, that is, the
greater or lesser strength with which the artist
themselves experiences the feeling they
convey" (30, 149).

“In essence, adds Tolstoy, “there is only one
condition: that the artist feels an inner need to
express the feeling they are conveying” (30,
150).

Tolstoy gradually advances, clarifying and
deepening the concepts he has found.

Here, as in the preface to “Peasant Stories” by
S. T. Semenov, he particularly emphasizes the
significance of the internal, irresistible need of
the artist to express their thoughts and feelings,
from which, according to him, the degree of
the artwork’s infectiousness depends.

It is characteristic that, concluding the fifteenth
chapter of the treatise and reiterating the thesis
that sincerity is the most important of the three
stated conditions, he turns to the art of the
people, this highest and indisputable model of
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oOpaiaercsi K HMCKYCCTBY Hapoia, K
3TOMY BBICHIEMY U OECCHOPHOMY ISt
HEro 00pasIly Xy/l0KeCTBEHHOCTH.

«¥YcnoBue 310 (uckpeHHocTh. — H. @.),
— TOBOPHUT OH, — BCETHA IPUCYTCTBYET B
HApOJHOM HMCKYCCTBE, BCIIEICTBHE YETO
TaK CHJIBHO U I[ef/’ICTByeT OHO, U IIOYTH

CIIIOIIb OTCYTCTBYET B Halmem
HCKYCCTBC BBICIIHUX KJI1aCCOB,
HCIIPCPBIBHO HU3TOTOBIIIEMOM

XYI[O)KHI/IKaMI/I A4  CBOHMX  JIMYHBIX,
KOPBICTHBIX HMJIM TINECIAaBHBIX HCHCﬁ))
(30, 150).

ViuBuTEIbHES BCEro, OAHAKO, JaKe HE
3Ta crnocoOHOCTh TOJCTOro MOCTOSHHO
BO3BpPAIIATBCA K paHee HaNUJCHHBIM
pEeLIeHUsIM, CKOJIBKO OPraHUYHOCTh €r0
MBIIUICHUSI, 11€71eCO00pa3HOCTh  €ro
TBOPUYECKUX YCUIIUH.

HwuuTo He nmpomnamaer GecciaeaHo.

Tonctolt, ¢opmynupys cBO Te3UC O
3apa3suTENIbHOCTH HCKYCCTBa u
paccykznas O  CKPBITBIX  3aKOHax
TBOpYECTBA M HambOosee IOJHOM UX
BBIP@KEHUM B HAPOJHOM HCKYCCTBE,
MPUXOJUT K TOMY, C YEr0 OH KOIAa-TO
Hayajl B IIEpBBIX IIarax CBOEH
JEATEIIbHOCTHY MU CATEIS.

B zanmcnHoii kamxkke 1851 1. Moonoit
rpa¢ JleB ToscToi, ciyXMBIIMH B TO
Bpems Ha KaBka3e, BCHOMHUHAET MBICIb
Torons: «Bce courtHeHUsI, YTOOBI OBITH
XOPOIIUMH, JOJKHBI, KakK TOBOPHUT
[orosnb 0 cBOEW MPOLIATBHON MOBECTH
(oHa BBIMENach U3 JyIIKd MOEi),
BBINIETHCS U3 AYIIA COYMHUTEIISA.

Yro ke JOCTYITHOTO Ul HapO/a MOXKET
BBINIETBCS W3 JYIIH COYMHHUTEICH,
OoJbIIIel YacThIO CTOSIIIMX Ha BBICIIEH
TOYKE pa3BUTHUA, HAPOJ HE MONMeT (...)

artistry for him.

“This condition (sincerity—N. F.),” he says, “is
always present in folk art, which is why it is so
powerful and impactful, while it is almost
completely absent in our high art, which is
continuously produced by artists for their
personal, selfish, or vain goals™ (30, 150).

However, what is most remarkable is not only
Tolstoy’s ability to continually return to
previously found solutions but also the organic
nature of his thinking and the appropriateness
of his creative efforts.

Nothing disappears without a trace.

In formulating his thesis on the infectious
nature of art and reflecting on the hidden laws
of creativity and their most complete
expression in folk art, he arrives at the very
starting point of his early career as a writer.

In a notebook entry from 1851, the young
Count Leo Tolstoy, who was then serving in
the Caucasus, recalls a thought by Gogol: “All
works must, in order to be good, as Gogol says
of his farewell story (it was ‘sung out’ from my
soul), be sung out from the soul of the creator.

What can be ‘sung out’ from the soul of
creators, who for the most part stand at the
highest point of development, will not be
understood by the people... The people have
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Y Hapoma ecTb CBOs JIATEparypa —
MpeKpacHas, HemoapakaeMas, HO OHa
HE TIONJENIKa, OHA BBHINICBACTCS U3
cpenbl camoro Haponaa» (46, 71).

Ota HU3BCCTHasA MBICJIb Toncroro
pUOOpETaeT, OAHAKO, UCTUHHBIA CBOM
CMBICJ JIMIIb B TOM CJIy4yae, €Cld OHa
paccMarpuBaeTcsi B KOHTEKCTE €ro
pa3ayMHUii 3TOU MOPHI.

Korga oH roBoputr, 4YTO0 HapogHOE
TBOPYECTBO «BBIIIEBAETCSA» U3 CPEIBI
caMoro Hapoja, M TYT K€ CTaBUT
BOIIPOC O HEYETKO OIpeaeasieMon
JUTEpPaTypHOW  TEOpUEH  TpaHuLEe
MEXIy TO033Heil W Mpo30i U CHOBA (B
3anucsx ot 3 utons u 23 HosOpsa 1851
I.) BO3Bpallaercs K HAee O MOYTH
HENPEOIoJIMMON TPYIHOCTH Nepeaarhb
CBO€ YYBCTBO BOCIPHHHUMAIOLLEMY,
«IEPENIUTh B JPYroro CBOM B3I IIPU
BUJE NPUPOABI», OTHaBasi B OTOM
OTHOILEHUU TMPEANOYTEHUE MY3BIKE,
JUIL Hac CTAHOBMUTCS OYEBUIHBIM, UTO
YK€  37ech, B  CBOMX paHHHUX
TBOPYECKUX MIarax, ToJCTON HauMHAET
hopmynupoBarh CBOIO TEOPHUIO
3apa3UTEIbHOCTU B UCKYCCTBE, KOTOPAs
BCE OTUETJIMBEE U IOJHEE BBIPACTAET C
rOJIaMH B €r0 NPEACTABICHUH.

«HacTrosmuii mo3T caM HEBOJBLHO H C
CTpaJlaHMeM TOPUT U AOKET JPYTHUX.

U B »TOM Bce nemno», OTMEYaeT
Tosncroii B 3ammcHOM KHmkke 1870 1
(48-49, 129), a HecKOJBKO paHbIIE, B
coert myOnuiuctuke («Tak dro xe
HaM  Jenarth?»), pasMbIIuIsas 00
HUCKYCCTBE CTOJIb JK€ TIOJ€3HOM |
JOCTYITHOM JJisi Hapoja, KakuM ObLIO
HapogHOE  TBOpYECTBO  (OBUIMHEI,
CKa3KH, JIETEHbl, IECHU), TOBOPUT, YTO
Takoe HCKYCCTBO AMEeT JIBa
HECOMHEHHBIX NpHU3HAKa: NEPBBIA —
TOT, UTO CIIY’KUTEIIb TAKOTO HCKYCCTBa

their own literature—wonderful, inimitable;
but it is not a forgery, it is sung out from the
very environment of the people.”

This well-known thought of Tolstoy’s acquires
its true meaning only when viewed in the
context of his reflections from that period.

When he states that folk creativity is “sung
out” from the very environment of the people,
and immediately raises the question of the
vaguely defined boundary between poetry and
prose according to literary theory, and once
again (in notes from July 3 and November 23,
1851) returns to the idea of the almost
insurmountable difficulty of conveying one’s
feelings to the perceiver, of “pouring one’s
view of nature into another,” giving preference
in this regard to music, it becomes evident that
even here, in his early creative steps, Tolstoy
begins to formulate his theory of the
infectiousness of art, which would increasingly
develop and clarify over the years.

“A true poet involuntarily and with suffering
ignites and burns others.

And this is the whole matter,” Tolstoy notes in
his notebook from 1870 (48-49, 129), a little
earlier, in his journalism (““So What Should We
Do0?”), reflecting on art that is as useful and
accessible to the people as folk creativity
(bylinas, fairy tales, legends, songs), he states
that such art has two undeniable
characteristics: the first is that the practitioner
of such art “will selflessly fulfill their calling”
(compare with the later thought on the inner
need and strength of the feelings experienced
by the artist), and the second is that "their work
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«C CaMOOTBEP>KEHHEM OyIET UCTIOIHATh
cBoe npusBanue» (cp. boiee mo3aHio0
MBICIb O BHYTPEHHEH MOTpeOHOCTH U
CHJIE UCHBITHIBAEMOTO  XYIOKHUKOM
4yBCTBa), U BTOPOH, 3aKJIIOYAOIUICS B
TOM, 4YTO «IIPOU3BEACHHE €ro OyneT
MOHATHO BCEM JIOJSAM, OJ1aro KOTOPBIX
OH MMeeT B BUAY» (25, 374).

Wtak, NOATMHHOE MCKYCCTBO, IO
MBICIIN Toncroro, obOmagaer
OCOOEHHOCTBIO, KOTOpas B BbICIIEH
CTETIeH! npucyIa HapOJHOMY
UCKYCCTBY B OTJINYHE oT
«IPOU3BEICHUN aBTOPCKOIO pEMeEcian,
a HMMEHHO HENOCPEACTBEHHON CUIION
SPKOTO SMOILIMOHAJIBHOTO BO3/ICHCTBUS,
CIOCOOHOCTBIO NIEPEHOCUTh
BOCIPUHHUMAIOLLIETO B TO COCTOSIHHE,
Kakoe UCTIBITHIBACTCS caMHiM
UCIIOJTHUTEIIEM (MCTIOIHUTENISIMH).

B uersipHannaroi mase Tpakrara «4ro
TAaKO€ HCKYCCTBO?» 3Ta H3/I00JIEHHAs
TOJICTOBCKAasi ~MJEs  HAaXOOUT  CBOE
BOIUIOLEHUE B KOPOTKOM XapaKTEpHOMN

YKaHPOBOH 3apHUCOBKE, Jlaronien
BO3MOXXHOCTb YHUTAaTENIl0 HE TOJBKO
OTYECTIINBO CXBaTUTh IIOCTOSIHHO

MOBTOPAIOITYHOCA TojacTeIM MBICHE O
3apa3nuTCIbHOCTHU HapOaHOTIo
HUCKYCCTBA, HO U IIOHATH CaMH YCJIOBUA,
B KOTOPBIX POXAAKOTCA 3TH €TI0 MBICIIN:

O6CTaHOBKy IOCTOAHHOI'O
COIMPUKOCHOBCHHA nucareida C
HapOAHbIM TBOPUCCTBOM, Ioa

BIIUSIHUEM KOTOPOTO (POPMUPYIOTCS €T0
WCKJIIOUUTEIBHO OTUYETIIUBBIC, MPOCTHIE
u BMECTE c TeM opoit
napajoKcalbHbI€ NI MHOTHX TE3HUCHI,
Kacaromuecss HCTOJKOBAHUS IPUPOOLI
HCKYCCTBA u XYJ10’K€CTBEHHOTO
BOCIIpUATHA.

«Ha gHsX o men 1oMoM ¢ MpOTYIKH B
MIOJIaBJIEHHOM COCTOSIHUH ayxa.

will be understood by all the people whose
good they have in mind” (25, 374).

Thus, according to Tolstoy, true art possesses a
quality that is exceptionally inherent to folk
art, as opposed to “works of authorial craft,”
namely the immediate power of vivid
emotional impact, the ability to transport the
perceiver into the state experienced by the
performer(s).

In the fourteenth chapter of the treatise “What
is Art?”, this beloved Tolstoy idea finds its
embodiment in a short, characteristic genre
sketch, allowing the reader not only to grasp
clearly the repeatedly expressed thought about
the infectiousness of folk art but also to
understand the very conditions under which
these ideas are born: the setting of Tolstoy’s
constant interaction with folk creativity, under
the influence of which his exceptionally clear,
simple, and sometimes paradoxical theses
regarding the interpretation of the nature of art
and artistic perception are formed.

“Recently, I was walking home from a walk in
a depressed state of mind. Approaching the
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[Momxonmst Kk AOMY, S yCIBIXal TPOMKOE
MeHue OoJbIIoro xoposoma 0a6. Ouu
MIPUBETCTBOBAJIH, BEJIMYAJIH
BBIIICANIYIO 3aMYX H IPHUEXABIIYIO
MOIO 7104b. B 1eHnH 3TOM ¢ KpUKamu U
OMTBEM B KOCY BBIPXKAJIOCh TaKOE

OIPCACIICHHOC YYBCTBO panocCTu,
60,Z[pOCTI/I, OHEprum, 4Yro g1 cCaM HE
3aMCTUII, KakK 3apa3uniics 9THUM

YyBCTBOM, U Oojpee momen K A0My U
MojIoNIeNl K HEMy COBCeM Oonaphlil u
Becenblidi. B Takom ke BO30Y>KIEHHOM
COCTOSIHUH 51 HAIICI U BCEX JIOMAIIHHUX,
ciymaBmux 31o nenuey (30, 144).

OCOOEeHHOCTh HApOAHOIO MCKYCCTBA,
no ToscTomy, 3akiarouaeTcs B TOM, YTO
OHO He TpedyeT OT BOCHPUHHUMAIOIIETO
HUKAaKUX YCWJINH, YTOOBI MOCTUYb €ro
COZIEp)KaHUe, OHO HEIMOCPEICTBEHHO
«BXOIHUT B JyIIY» CIIyLIaTeleu.

B HeM 1OMUHHPYIOT NIpPUHUMAacMbIe
ToncTeM 1) OpraHu4eckas
noTpeOHOCTh HAPOTHOTO XYIOXKHHKA-
UCITIOJTHUTENS  BBICKA3aTh MBICTb U
YyBCTBO U 2) sicHas (opma, KOTopas

Jenaer JOCTYITHBIM, MOHSITHBIM
BOCIIPHHHUMAIOIIEMY BCEC, 9TO
3aKJIIOYEHO  (IMOIMHM,  MBICTH) B

o0pa3Hoii cucTeMe MPOU3BEACHHUS.

Pasnympa Toscroro Hax HapoaHbBIM
TBOPYECTBOM, SBIISBIIUMCSL [UISl HETO
MOIIHBIM UMIYJIBCOM B (POPMHUPOBAHUU

LEHTPATbHbIX MIOJIOKEHUM ero
ACTETUYECKOM  TEOpHH,  HalpuMep
MOHATHUS «3apa3UTEIbHOCTH
UCKYCCTBa», CIOCOOHBI  TPOSICHUTH

HCEKOTOPBIC CYIICCTBCHHBIC MOMCHTHBI.

Tak, omHO U3 CTOMKUX MpenyOexaeHnuin
MPOTUB Teopuu TOJICTOro CBS3aHO C

KaXKyImnumMcsa KaTCTOpUYCCKHUM
IMIPOTHUBOIIOCTABJICHUEM y HETO
HapOoaHOTO HCKYCCTBa HCKYCCTBY

house, I heard the loud singing of a large group
of women. They were welcoming and praising
my daughter who had just gotten married and
arrived. In that singing, with cries and the
beating of spoons, there was such a definite
feeling of joy, vitality, and energy that I did not
even notice how I became infected with this
feeling and walked cheerfully to the house,
arriving completely invigorated and happy. In
the same excited state, I found all the
household members, who were listening to this
singing” (30, 144).

According to Tolstoy, the uniqueness of folk
art lies in the fact that it does not require any
effort from the perceiver to grasp its content; it
directly “enters the soul” of the listeners.

It is dominated by two elements: 1) the organic
need of the folk artist-performer to express a
thought and feeling, and 2) a clear form that
makes  accessible and  understandable
everything contained (emotions, thoughts) in
the figurative system of the work.

Tolstoy’s reflections on folk creativity, which
served as a powerful impulse in shaping the
central tenets of his aesthetic theory, such as
the concept of “infectiousness of art,” can
clarify some essential points.

One of the persistent prejudices against
Tolstoy’s theory is related to the seemingly
categorical opposition he establishes between
folk art and contemporary, professional art.
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99

100 poGasiser:

COBpEMEHHOMY, ITpo(eCcCHOHATHHOMY.

B KOHIIE 1862 T, MPOBOS
CcBOEOOpa3HYyIO PEBHU3UIO
BO3MOXKHOCTEH U XYHOKECTBEHHBIX
CPEICTB  COBPEMEHHOTO  HCKYCCTBa

mepes camMblM Ha4daJioM paboOThl HaA
«Boinoi uw  mupom»,  Toscroi
SHEPTUYHO 3asBIISET: BCE, YTO CJIEJIaHO
B o0sacTd My3bIKH M  TI093HH
XyAOKHUKAMU HOBOTO BpPEMEHHU,
HUYTOXKHO «B CpPaBHEHHU C TEMH
TpeOOBAHUSIMU u naxe
npousBeaeHUAMH  (...)  0Opa34yMKH
KOTOPBIX MbI HAXOJIUM B HApOJIE».

«1  ybemmncs,
JUPUYECKOE  CTUXOTBOPEHHME,  Kak,
Halpumep. S nomHO  4ygHOE
MIHOBEHbBE, NPOU3BEIEHUS MY3BIKH,
Kak nociensss cuMponus berxosena,

qTo

HE Tak O0€3ycIOBHO U BCEMHUPHO
XOpolM, Kak TIecHi o ,BaHbke
KIIOIIHUKe® ©W HamneB ,BHU3 1o

Maryike 1o Bonre”» (8, 114).

101Mpicnb 3Ta, OJHAKO, TOJHKO B TEPBBIN

MOMCHT BOCIIPUHUMACTCH
HCOXHUIAHHBIM ITapagOKCOM.

102Bcsiknii, KOMy TPUXOIMIOCH CIBIIIATH

HE TOJIBKO MECHH, KOTOpbIE, 10 CIIOBaM
Toncroro, «0e3ycioBHO W BCEMHUPHO
XOpOILN», T. €. 0Ka3bIBaIOT BO3/EHiCTBHE
0E30THOCUTENBHO K  HallMOHAJIbHOU
MPUHAIIEKHOCTH, 00pa3zoBaHHUIo,
BKyCaM H T. II. CIYLIATEJIEH, HO TaXe U
HEU3BECTHBIE M HeoOpaOoTaHHBIE
pe€aaKunun OOBIYHBIX TPYAOBBIX IICCCH,

MIpECIEeAYIOIUX, KayKeTcs,
YTWIMTAPHOIIPAKTUYECKHUE LN, 3HAET,
4TO OHH JIEHCTBUTEIIEHO
3aXBaTbIBAIOLLIE JNENUCTBYIOT Ha

CHym&TCJ’ICﬁ B MOMCHT HCIIOJIHCHU .

103[IpuxomuTcss TOMBKO TMOXKAIETh, YTO

At the end of 1862, while conducting a sort of
review of the possibilities and artistic means of
modern art just before beginning work on “War
and Peace,” Tolstoy strongly states that
everything done in the fields of music and
poetry by contemporary artists is insignificant
“in comparison with the demands and even
works... samples of which we find in the folk.”

He adds, “I have come to the conclusion that a
lyrical poem, such as ‘I remember a wonderful
moment,” and works of music, like
Beethoven’s last symphony, are not as
universally and unconditionally good as the
song about ‘Vanya the Clumsy’ and the tune
‘Down the Mother Volga™ (8, 114).

However, this thought 1is only
perceived as an unexpected paradox.

initially

Anyone who has heard not only the songs that,
according to Tolstoy, are “universally and
unconditionally good,” that is, have an impact
irrespective  of the national affiliation,
education, taste, etc., of the listeners, but even
unknown and unrefined versions of common
labor songs, which seem to pursue utilitarian
and practical goals, knows that they indeed
exert a captivating effect on listeners at the
moment of performance.

One can only regret that the folkloric repertoire
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OCTaJICSl HEe3aMMCAHHBIM (DOITBKIOPHBIN
perepryap  MHOTHX  OE3BIMSHHBIX
TPYIOBBIX apTeield, padoTaBIIUX HaA
BOJDKCKUX TIPUCTAHSX €IIe¢ B KOHIIC
1840-x — mauane 1850-x rT., KOTOpBIE
MOJXBATHIBAJIA B TAKT OOIIEMY YCHIUIO

«younymky».

104IIpousBeneHre HapOTHOTO TBOPUYECTBA,
Kak Obl OHO HHM OBUIO CKPOMHO,
MIpPEJICTaBIsIeT COOOH, MO JOTHKE MBICITH
Toncroro, HE 4TO MHOE, KaK HauOoJIee
MOJIHOE BBIpaXCHHE 3aKOHOB,
OTBEYAOIINX MPUPOIC UCKYCCTBA.
1053mece  HEe  MOXkeT HEe  OBITh
3HAYUTETBHOTO U HEOOXOIHMMOTO
JONSIM  CONEP’KaHUs, TIOTOMY HYTO
XYOOXKHHUK — TPUHAAIEKHUT  HAPOIHOM
Macce, ¢ €€ HCIOIHEHHOW TpYyAOB H
JIMIIIEHUN KU3HBIO.

1063mecb, B HapOAHOM  HCKYCCTBE,
npenenbHasl SCHOCTh W JOCTYITHOCTB
COZICPKAHMSI.

1073nech ke — Ge3ycnoBHasi UCKPEHHOCTh
YyBCTB, JIMIICHHBIX KakoW OBl TO HHU

ObLTO HCKYCCTBEHHOCTH,
«3aJIaHHOCTH.

108Hakonerr, 3TO TBOPYECTBO,
BBbIJIEpIKaBIlIEe KOJIOCCAJIbHOE
WCIIBITAaHUE BpEMEHEM, T. e.
POBEPEHHOE  BOCIHPHUSATHEM  MHOTHX
TTOKOJIEHUH JIFOJIEH pa3HbIX SI0X U IO0-
MpeXHEMY COXpaHstolIee CBOIO
MEPBO3JAHHYI0 CBEXKECTh W CHITY
BO3JICUCTBHSL.

109«XynoxkHUK ~ Oyaymiero, —  MyIpo
3amedaer Tonctoil, — OyIeT MOHUMATh,
YTO COYMHUTH CKa304YKy, IIECEHKY,
KOTOpasi TPOHET, MpHOayTKy, 3araixy,
KoTOpass 3a0aBUT, IIyTKYy, KOTOpas
HAaCMEIIUT, HApPUCOBaTb  KAPTHUHKY,

of many unnamed labor collectives working on
the Volga docks in the late 1840s and early
1850s has not been recorded, which would
have echoed the collective effort of
“Dubinushka.”

A work of folk creativity, no matter how
modest, represents, according to Tolstoy’s
logic, nothing other than the most complete
expression of the laws that correspond to the
nature of art.

There must be significant and necessary
content for people because the artist belongs to
the folk mass, with its life filled with toil and
deprivation.

Here, in folk art, there is ultimate clarity and
accessibility of content.

Here, too, is the unconditional sincerity of

feelings, devoid of any artificiality or
“precondition.”
Finally, this creativity has withstood the

colossal test of time, which has been verified
by the perception of many generations of
people from various epochs and continues to
retain its pristine freshness and power of
influence.

“The artist of the future,” Tolstoy wisely
observes, “will understand that composing a
little tale, a song that touches, a jest that
amuses, a riddle that entertains, a joke that
laughs, drawing a picture that will delight
dozens of generations or millions of children
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110Cy0beKTUBHOCTh

111He 0

112 Ipyrast

1130n

KoTOpass OyaeT paaoBarh JECATKH
HOKOJICHUN WJIM MWUIAOHBI JETEH U
B3POCIIbIX, — HECPABHEHHO Ba)KHEE U

IUIOIOTBOPHEE, YeM COYMHHUTH POMaH,
CUM(OHUIO WM HApUCOBAaTh KAPTHUHY,
KOTOpBIE Pa3BIEKYT Ha KOPOTKOE BpeMs
HECKOJIBKO JIIOZIe OOraThIX KJIaccoB U
HaBekH OyayT 3a0bIT» (30,183-184).

HEKOTOPBIX
TOJICTOBCKMX OLICHOK MCKYCCTBa HE
JIOJDKHA 3aCJIOHATH IVIaBHOTO: C TOUKH
3peHus 3aKOHOB HCKYCCTBA,
chopmynrpoBaHHbIX ToOJCTBIM, 37€Ch
HE OIUIOIIHOCTB, HE IIPOCYET, a UCTHHA,
KOTOPYIO HEBO3MO)KHO OIPOBEPTHYTh.

«HaUBHOCTHU» aBTOpA,
CJIEZIOBATENIBHO, JIOJDKHA UATU PEUb, HE
0 Yyla4eCTBax M CTPAHHOCTAX I'eHUs, a
UMEHHO O CEPbE3HOM IOCTHKCHHUH
ToncTeiM 3aKOHOB HapOIHOIO
HCKYCCTBA, KOTOPBIE JEJAa0T IJIsl HETO
npou3BeicHUsT  (ONBKIOpa  BBICHICH
MEpOH XY[I0’)KECTBEHHOIO TBOPUYECTBA
BOOOIIIE, OTPAKEHUEM TIIYOHMHHOW €ro
CyTH, CKPBITOM, 3aByaJUPOBAHHOW B
MIPOU3BEICHUAX HOBOTO HCKYCCTBA.

omuOKa B  HCTOJKOBAHHUH
B3IsA0B TojcToro Ha HapogHoe U
COBPEMEHHOE HCKYCCTBO 3aKJIFOUAETCS
B CIIEAYIOIIEM.

MMPOTHUBOIIOCTABIISACT HapOaHOC
HCKYCCTBO OTHIOAb HE€  HCKYCCTBY
«HCHAPOAHOMY», a HCKYCCTBY
«TOJIIbI», T. €. IMNOCPECACTBCHHOMY

HCKYCCTBY, HJIU UCKYCCTBY, CIy>KallleMy
Ha 1oTpeOy M30paHHOMY KPYTY, dIUTE

3HaTOKOB W LICHUTENIEH, HCKYCCTBY
HapO4YUTO YCII0)KHEHHOMY,
«Kyp4aBOMY», HE OTBEYAIOLEMY
OCHOBHBIM TpeOOBAHUSM TOAJTUHHOTO
XYZ0’)KECTBEHHOTO TBOPUYECTBA
(3HAUUTENBHOCTH 51 HOBH3HA

and adults, is incomparably more important
and fruitful than composing a novel, a
symphony, or painting a picture that will
entertain for a short time a few people from the
wealthy classes and will be forgotten forever”
(30, 183-184).

The subjectivity of some of Tolstoy’s
evaluations of art should not overshadow the
main point: from the perspective of the laws of
art formulated by Tolstoy, there is no mistake
or miscalculation here, but rather a truth that
cannot be refuted.

It is not a question of the “naivety” of the
author, nor of the eccentricities and quirks of
genius, but rather of Tolstoy’s serious
understanding of the laws of folk art, which for
him represents the highest measure of artistic
creativity in general, reflecting its profound
essence that is concealed and veiled in the
works of new art.

Another misconception regarding Tolstoy’s
views on folk and contemporary art lies in the
following.

He does not oppose folk art to “non-folk™ art
but rather to “crowd” art, that is, mediocre art
or art that serves an elite circle of connoisseurs
and appreciators, art that is deliberately
complicated, “curly,” and does not meet the
fundamental requirements of genuine artistic
creativity (significance and novelty of moral
content, clarity of expression of this content,
and sincerity of the artist).
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115UccnenoBarenn B

116bax,

117Ho

HPAaBCTBEHHOI'O COJEpPIKaHUs, SICHOCTb
(GopMBI BBIpaKEHHSI 3TOTO COAEPIKAHUS
U UCKPEHHOCTh XyHL0KHHKA).

114)IneBnuk Toncroro 1900 r. coxpanui

uisi Hac 3anmuch (oT 28 okTAOps), Tae
3Ta MBICITb BbICKa3aHa c
UCKITIOUUTEIbHON OTYETINBOCTHIO:
«Celluac xomusi U ayman: ectb (...)
o33us, HCKYCCTBO 00Jb11I0TO
OonpimvHCTBA Hapoma (...) TMO33uUs
CKa30K, AKU3HEHHBIX VCTUHHBIX
COOBITHH, JIETEHJ; U  HCKYCCTBO
KpacoTbl JKUBOTHBIX, MPOU3BEICHUI
TpYyZa, BBIPE3YIICK U METYIIKOB, TIECEH,
mwsicku. M ecth (...) moa3us: TroTyes,
Monaccan — UCKyccTBO (HE MOry
HalTH npumepoB xuponucu) — llonen
B HEKOT [OpbIX) MpPOU3BEICHUSX,
laiinen. W ectp (...) mo33u4,
UCKYCCTBO TOJIBI KYIBTYpHOH (...)
[lexcnup, [Jant, M6cen. MckyccTBo —
Padasnp, Jexamentsr, bax, berxoBeH,
Baruep (... N3BpICKaHHOCT®,
MOPa3UTENHHOCTB, [IYIOCTh "
Kyp4aBoC [Tb] B 3TOM NpHU3HAKU H
penurun, U Quiocopun, U MOIZUMU, U
uckKyccTBa Tonmel» (54, 50-51).

3aMelIaTeIbCTBe
OCTaHABJIMBAKOTCS IEpell HMEHaMH,
KoTopele mpousHocur Tomcroi, He
3amedas MBICIIH, KOTOpas €ro B 3TOT
MOMEHT 00Jjiee BCEro 3aHUMaeT.

berxosen, Barnep, Illexcnup,
Hante, Padasnp — u B camom Jene
MOXXET MOKa3aThCsl CTPAHHBIM, YTO ITH

MPU3HAHHBIE MacTepa IIOABEPIHYTHI
OCYKJICHUIO.
Benb eme PomdH  Poiuian

OCTpOyMHO 3aMeTui: «OT BEIUKOTrO
XYIO’)KHUKA-TBOpPIIA HHUKTO HE BIIPABE
TpeOoBarh, YTOOBI OH OBLT
OecripucTpacTHbIM KpuTUKOM. Korma

Tolstoy’s diary from 1900 contains a
remarkably clear entry (from October 28)
where this thought is articulated: “Right now I
was walking and thinking: there is (...) poetry,
the art of the vast majority of the people (...)
the poetry of fairy tales, true life events,
legends; and the art of the beauty of animals,
works of labor, carvings and cocks, songs,
dances. And there is (...) poetry: Tyutchev,
Maupassant—art (I cannot find examples from
painting)—Chopin in certain works, Haydn.
And there is (...) poetry, the art of the cultured
crowd (...) Shakespeare, Dante, Ibsen. Art—
Raphael, Decadents, Bach, Beethoven, Wagner
(...) Sophistication, amazement, stupidity, and
curliness in this are signs of both religion and
philosophy, and poetry, and crowd art” (54, 50-
51).

Researchers are often bewildered by the names
that Tolstoy mentions, failing to notice the
thought that occupies him most at that
moment.

Bach, Beethoven, Wagner, Shakespeare, Dante,
Raphael—indeed it may seem strange that
these recognized masters are subject to
condemnation.

But as Romain Rolland astutely noted, “No
great artist-creator has the right to be an
impartial critic. When Wagner or Tolstoy
reflects on Beethoven or Chopin, they are not
speaking about them, but about themselves—
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120He

122Touno

Barnep wnm Tosctoil paccyxaarT O
berxosene mnau Illomene, — 3T0 HE O
HUX OHHM TOBODAT, a O caMHX cebe — o
TOM, 4YTO OHHM CYHMTAIOT IS ce0s
HJICATIOMY.

118Mgricas ke ToacTtoro B TOM, 4YTO OH

BBIJIETISIET dboabkIOop KakKk
cnenuduaecKyro 00acTh
XyIO’)KECTBEHHOTO ~ TBOpUECTBA U

TOBOPUT 3aTeM O JABYX (opmMax HOBOTO
HCKYCCTBa, MOpULAs OAHO, YTBEpKIas
3HAYUTETHBHOCTD u HUCTUHHOCTD

JPYToro.

1193nech HET cMemIeHus IPEeICTaBICHHH.

UCKYCCTBO  OTPHULAETCA  WIH
IIPOTUBOIOCTABISETCS POIBKIIOPY «KaK
€IMHCTBEHHO HACTOAILLEMY» UCKYCCTBY,
a U TO, U JAPYroe — HEIOBTOPUMBIE,
000COONICHHBIE OfIHA OT APYToW CBOEH

cnenudukon oOiactu
XYHA0KECTBCHHOTO MBIILIEHUS -
paccmarpuBaroTcsi TOJCTBIM C TOUYKH
3pEeHUsT  3aKOHOB,  ONPEACIISIONINX

mponece Xya0KECTBECHHOTO TBOPYCCTBA
" BOCIIPUATHA.

121Ecnu He YCBOEH 3TOT TE3HC ICTETUKU

Tonctoro u 3TOT ero B3MISIA Ha
(dboNbKIOp Kak Ha OCOOeHHYIO cdepy
UCKYCCTBa, HEHM30EKHbI KPHUBOTOJIKH,
MMyTaHWIA MOHSATUNA, YTO, €CTECTBEHHO,
HE TOJILKO HE CHOCOOCTBYET
MMPOACHCHUIO, a4, HAIIPOTHUB, 3aTCMHACT
WUCTUHHBIA CMBICI B3IVIsIIOB ToJCTOTO
Ha HaApOJHYI0 II033UI0 W €€ pPOjb B
XyAOKECTBEHHOM  IPOIIECCE HOBOTO
BpEMEHH H B TBOPYECTBE CaMOrO
Toscroro.

Tak ke 1paB  Toscron,
oTCcTauBas OJIMH u3 CBOMX
U3MIO0JCHHBIX TE3HCOB O TOM, 4YTO

about what ideal for

themselves.”

they consider an

Tolstoy’s thought is that he distinguishes
folklore as a specific area of artistic creativity
and then speaks about two forms of new art,
condemning one while affirming the
significance and truth of the other.

There is no confusion in these ideas.

It is not that art is denied or opposed to
folklore “as the only true” art; rather, both are
unique, distinct fields of artistic thought,
viewed by Tolstoy through the lens of the laws
that determine the process of artistic creativity
and perception.

If this thesis of Tolstoy’s aesthetics and his
perspective on folklore as a special sphere of
art 1S not assimilated, inevitable
misinterpretations and confusion of concepts
arise, and this, naturally, not only does not
contribute to clarification but rather obscures
the true meaning of Tolstoy’s views on folk
poetry and its role in the artistic process of
modern times and in Tolstoy’s own creative
endeavors.

Similarly, Tolstoy is correct in asserting one of
his favorite theses that true art does not require
prior preparation from the perceiver to grasp its
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123K ToMy ke OTOT

HCTUHHOC HMCKYCCTBO HC HYXIACTCA B
IIpeBapUTEIBHON HOJTOTOBKE
BOCIIpMHUMAKOIICTO, 9TOOBl IIOCTHUYb
HCTUHHBIE €r0 KpacoThl, HE HYKAAETCs
B IIOCTCIICHHOM noABECACHUU
CIIyLIATeNsl, 3pUTENs, YUTATENs K TOMY,
4TOOBI pa3JIn4HOrO pona
XyI0’KECTBECHHbIE HOBALMU CTAIM €My
AOCTYIIHBI, TIOHATHBI WM IPHBBIYHbI
IIPY MHOTOKPAaTHOM IIOBTOPEHUHU.

«J10 TOUUIOCTH
M30HTHIH rapaioKkc» OTKpbIBAET
yI00HYIO Ja3eiKy i SKCIEPUMEHTOB,
HE TPEJICTABIAIONINX COOOW MCTUHHOMN
XYI0’)KECTBEHHOM LEHHOCTH M HHOIJa
HE SABILIIOIIMXCSA, CTPOro  IOBOPA,
UCKYCCTBOM (WJIM CTOSIIMX Ha TpaHd
HUCKyCCTBA M «HE  HMCKYCCTBay,
Harpumep, HEKOTOpbIE dbopMbI
COBPEMEHHOM OypKya3HOU KyJIbTYpBHI).

124Mpicnie - Toscroro mpuoOpeTaeT TeMm

OONBIIKMI BEC, YTO OH OIHUpPAETCA B
Ka4eCTBE JOKAa3aTeIbCTB Ha HAPOJTHOE
TBOPYECTBO, Hauboiee IIOJIHO
BOILIOMIANoNiee B cebe BCCOOIINI 3aKOH
HCTUHHOTO UCKYyCCTBa —
3apa3uTeNbHOCTh, JOCTYIIHOCTH €T0
coz[epmaHI/m BOCHpI/IHI/IMaIOHII/IM.

125«I1ouemy, — numet ToncTo#, — Kpacora

COJIHIIA, KpacoTa YeJIOBEYECKOrO Tea,
KpacoTa 3BYKOB HAapOAHOW TECHH,
KpacoTa  TOCTYNKOB  JIIOOBH W
CaMOOTBECPIKCHUA NOCTYIIHBI BCAKOMY U
He TpeOYIOT MOATOTOBKU?..».

126B stom te3uce Toncroro obpamaroT Ha

ceOs BHUMaHUE JBa MOMCHTA.

127Bo-niepBbiX, ToJcToil monaraer, YTO

HapoIHOE TBOPYECTBO HamOoIee MOIHO
oTpaxkaeT B cebe BceoOIMil 3aKkoH
HCTUHHOTO HCKYCCTBa, 3axBaTbIBACT
ciyniarens, He TpeOysl OT Hero HUKaKhX
YCI/IJII/Iﬁ U1 TOTO, yTOOBI MOCTHYL €T0

true beauties, it does not necessitate gradually
leading the listener, viewer, or reader to
understand various artistic innovations through
repeated exposure.

Moreover, this “trite paradox” opens a
convenient loophole for experiments that do
not represent true artistic value and, in some
cases, do not strictly qualify as art (or exist on
the border between art and “non-art,” such as
certain forms of contemporary bourgeois
culture).

Tolstoy’s thought gains even more weight as he
grounds his arguments in folk creativity, which
fully embodies the universal law of true art—
its infectiousness and the accessibility of its
content to the perceiver.

“Why,” Tolstoy writes, “is the beauty of the
sun, the beauty of the human body, the beauty
of the sounds of folk songs, the beauty of acts
of love and selflessness accessible to everyone
and do not require preparation?”

Two aspects of this thesis by Tolstoy stand out.

First, Tolstoy believes that folk creativity most
fully reflects the universal law of true art,
captivating the listener without requiring any
effort to grasp its meaning; it powerfully paves
the way from heart to heart without
necessitating intermediaries or commentators,

28



129«IIpocroTar

CMBICJI; OHO BJIACTHO MPOKJIAABIBACT
IyTh OT CEpJIla K CepJily, HE BbI3bIBAs
HEOOXOMUMOCTH B TMOCPEIHUKAX-
KOMMEHTATOpax, W €clii Hu Tpedyer
IIOBTOPCHUA, TO HC paaud TOTIO, 4TOOEI
MOHATH  €r0  COIEpXKaHWe  WIH
pazooparbes B CIIOXKHOCTSIX
NPUXOTIMBON WM  3aTPyIHUTEIHLHOU
AJIs1 BOCIIpUATHUA q)OpMBI, a JUIIb JJ1s1
TOTO, YTOOBI BHOBb U BHOBB, KakK 3TO
GBIBaeT Ipu BOCIIPHUATHUH IMOJJIMHHOI'O
HCKYCCTBA, MCIBITaTh TO 3CTETHYECKOE
HaCJIaXIEHHE, KOTOPOE OHO JJOCTABIISIET
CITYIIATEIISIM.

128]Ipyroe, He MeHEe Ba)KHOE IIOJIOKEHHE

3aKIII0YAeTCsl B CICAYIOIIEM: TOHSITHE
«tpoctoTay y ToJICTOrO B OTHOIICHUU
MIPOU3BEICHUH HApPOJHOI0 TBOPUYECTBA
cOmmKaeTcs ¢ IIOHATUSIMU SICHOCTH,
JOCTYITHOCTH.

(OJBKIOPHBIX
MPOU3BEICHUH, O KOTOPOH HEPEIKO
TOBOPSAT W THIIYT, B ICHCTBUTEILHOCTH
SIBJIEHHE TOBOJILHO CJIOXKHOE.

130To, 4TO cmOCOOHO BBI3BATH TaKYHO

CWJIBHYIO peaKIuio y
BOCIPUHHUMAIOIIETO, camasi
«IIPOCTCHBKAs» IMOIMECBKA, COCTOAIIAd U3
IBYX TpeX HEXUTPbIX XOIOB, —
«KamapuHckas», HarpuMmep, WK MeCHU
«Bo none 6epe3onbKa crosiay, «Cumen
Bans» u T. . — eCTh HEe YTO MHOE, KaK
TBOPCHUC XYAOKECTBECHHOT'O TCHUA
Hapojaa, U B 3TOM CMbICiIe OECKOHEYHO
BBICOKO CTOUT Ha HIKAJIC 3CTECTUYCCKUX
LIEHHOCTEH.

131Co3nmatp Takoe MpOU3BEACHHUE, IO
meici TojicToro, — 3ajjada HE TOIBKO
MmoyeTHass  JUISl  XyJIOXKHUKa  (ero

ayOgUTOpHEN CTAaHOBUTCS BECh HApO.,
YeJI0BEYECTBO; HE ciiydaitHo Toscron
HaXOIUT TaKO€ YJAuyHOE OIpENeICHHE
PYCCKOI MecHe — «BCEMHUpHas»), HO U
HEBEPOSATHO TPY[AHAs, IO IJIEYy OYEHb

and if it does require repetition, it is not to
understand its content or to navigate the
complexities of a whimsical or challenging
form, but merely to experience, time and again,
as it happens when perceiving genuine art, the
aesthetic pleasure it provides to listeners.

The second, equally important point is this: the
notion of “simplicity” in Tolstoy’s view of folk
creations aligns closely with notions of clarity
and accessibility.

The “simplicity” of folk works, often discussed
and written about, is actually a rather complex
phenomenon.

What can evoke such a strong reaction from
the perceiver, the seemingly “simple” ditty
composed of two or three uncomplicated
phrases—such as ‘“Kamarinskaya” or songs
like “In the Field a Birch Tree Stood,” “Vanya
Sat,” and so on—is nothing other than the
creation of the artistic genius of the people, and
in this sense, it ranks infinitely high on the
scale of aesthetic values.

Creating such a work, according to Tolstoy, is
not only a prestigious task for the artist (their
audience becomes the entire people, humanity;
it is no coincidence that Tolstoy finds a
successful definition for Russian song as
“universal”) but also an incredibly difficult
one, achievable by very few.
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HEMHOI'IM.

132I1osTomMy TEPMUHY «@IpoCTOTa»
(HeynaqHoOMYy, XOTS u 4acTo
UCIIOJIB3YEMOMY), CieayeT moao0parh
0oJiee TOYHBIN, OTBEYAIOIIUN CYTH Jeia
OKBHBAJICHT  —  «XYIOXCCTBCHHAS
1[e1eCO00Pa3HOCTHY, 91O TaKKe
MEPEBOAUT PA3rOBOP O (DONBKIOPHBIX
kaHpax U3 cdepsl MOBEPXHOCTHBIX
OLICHOK B IUIOCKOCTh 3CTETUYECKOTO

aHaJM3a, aHalIMu3a XyJOXXCCTBCHHOU
CTPYKTYPBI, XyHOXKECTBEHHON
LIEJIOCTHOCTH IIPOU3BEICHUI

HapoAHOI'O TBOPYCCTBA.

133C MOJ0KEHUEM 0 SICHOCTH,
JOCTYITHOCTH, IMOHSITHOCTHU
(OJIBKIOPHBIX IPOU3BEICHUN CBsI3aH
eIle OIMH TE3MC ACTeTHKH TojcToro,
BBI3bIBABUH B CBOE BpEeMsl HEMajo
BO3PaKEHUH.

134Toncroit He choydallHO TpeyIarai
co0paresiM 1O Tepy J10OpOBOIBHO
BBECTH IS ceOsl IICH3YPY JIBOPHHUKOB H
YEepHBIX KyXapoK.

135Camo CO3HaHHE Hapoja, ero
BOCIIPHUSITHE CTAHOBUTCS PETYISATOPOM

TBOPUCCKOI0 Iponecca, COo34aromero
IIOJJIMHHBIC XYyOOKECTBCHHEBIC
IOCHHOCTH.

136«IIepecmarpuBai, MONpaBisyl CHavyasa,
— numet Toncroit B ampene 1887 1. —
Kak Obl xoTenoch mepeBecTH BCe Ha
pycckuii s3bIK, 4TOOBI Tut monsn. U

KaKk TorJa BC€  COKpallaercs u
YACHAETCH.

1370t oOmenuss ¢  mpodeccopamu
MHOTOCIIOBHE, TPYIHOCIIOBUE u

HESICHOCTh, OT O6HIGHI/I${ C MYXHKaMHU
CKaToCTh, Kpacora SI3BIKA u
SICHOCTb...» (84, 25).

Therefore, the term  “simplicity” (an
unfortunate yet frequently used term) should be
replaced with a more precise equivalent that
reflects the essence of the matter—“artistic
appropriateness,” which also shifts the
discussion of folk genres from superficial
evaluations to the domain of aesthetic analysis,
examining the artistic structure and integrity of
works of folk art.

Associated with the assertion of clarity,
accessibility, and comprehensibility of folk
creations is yet another thesis of Tolstoy’s
aesthetics that once provoked considerable
dissent.

Tolstoy deliberately suggested to his fellow
writers to voluntarily impose a censorship of
“janitors and kitchen maids” upon themselves.

The very consciousness of the people, their
perception, becomes a regulator of the creative
process that produces genuine artistic values.

“I reviewed and corrected initially,” Tolstoy
writes in April 1887, “How I would like to
translate everything into Russian so that Tit
could understand. And how everything gets
condensed and clarified.

From communicating with professors come
verbosity, convolutedness, and obscurity; from
communicating  with  peasants  comes
conciseness, beauty of language, and clarity...”
(84, 25).
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138«IloBepka omHa —  JOCTYIHOCTH
MJIQICHIIaM M TPOCTBIM JIIOISIM  —
yToObl OBUIO IIOHATHO DBanwmuke u
JBOPHHUKY. A €CIIM HET, TO WIIH, B YeM
3aBpaiica» (67, 253).

139I1epen MBICTICHHBIM B30pOM XYHOKHUKA
JOJDKEH  CTOSATh  HAapoI C  €ro
TpeOOBaHUSIMH ~ €CTECTBEHHOCTH U
HpaB/bl, HAPOJ, CIIOCOOHBINH CO31aBaTh
«BCEMHPHBIC» 00pa3Ilbl HCKYCCTBA, T. €.
JOCTYITHBIC BCEM JIFOJSIM BCEr'O MHpA.

140HaponHoe BOCHpHATHE, IO MBICIH
Toxncroro, SBJISIETCS BEPHBIM
KpUTEpUEM  HCTUHBI B OIICHKE
IIPOU3BEICHUI UCKYCCTBA.

141bepuapn oy, BHHUMATEJIbHO
paccMOTpEBIIMH  TE3UChl  TpakTara

Toncroro «Yro Takoe UCKyccTBO?» U B
O0COOEHHOCTH  MAapaJIOKCATIbHYIO IS
MHOrux anemminuto  Toicroro  k
BOCIIPUSTHIO «IIPOCTBIX JIFOAEH» Kak K
MECpPE UCTUHHOT'O MCKYCCTBa, MPHUIICT K

BLIBOOY, qTo TpaKkTar Tomnctoro
«XHUTPOYMHAaA JIOBYIIKA IJId TTTYHIIOB»:
IIOIIBITKH HUCIIPOBCPIrHYTH €ro

OCHOBHBIE IOJIOKEHUS (2 HE TOJIBKO
CHCTEMY MPHUMEPOB) MPHUBOAAT K TOMY,

4TO Toncroi OZIEP>KUBAET
OnucrarenpHble  IMOOEObl  TaM, IUIE
MPOTUBHUKH €0 JKAYT  JIETKOTO
TpuymMda.

142Haunnas ¢ 1880-x rr. Tomcroii Bce
HacToMYMBee oOpam@aercs K HOBOM
uaee — K pa3ayMbsM O Oyayniux
Cynb0ax HapOJAHOTO HCKYCCTBA.

143310 He Bompoc O JuUTeparype s
Hapo/da, KOTOpPBIA €ro IMOCTOSTHHO
3aHMMall elle Ha TMepBBIX JTamax
TBOpYECKOW pabOThI W BBUTWICA B
HENbIH psii MyOMMYHBIX BBICTYIJICHUN

“The only criterion is accessibility to infants
and simple people—so that it would be
understandable to Vanya and the janitor. If not,
then seek what you have misrepresented” (67,
253).

Before the artist’s mental eye should stand the
people with their demands for naturalness and
truth, a people capable of creating “universal”
examples of art, i.e., accessible to all people of
the world.

Folk perception, in Tolstoy’s view, serves as a
reliable criterion of truth in evaluating works
of art.

Bernard Shaw, who carefully examined the
theses of Tolstoy’s treatise “What is Art?”—
and in particular, the paradoxical appeal to the
perception of “ordinary people” as the measure
of true art—concluded that Tolstoy’s treatise is
“a clever trap for fools”: attempts to undermine
his main points (and not just his system of
examples) lead to Tolstoy achieving brilliant
victories where his opponents expect easy
triumphs.

Beginning in the 1880s, Tolstoy increasingly
turned to a new idea—contemplating the future
of folk art.

This is not merely a question of literature for
the people, which had preoccupied him during
the initial stages of his creative work and
resulted in a series of public addresses (articles
such as “On the Language of Folk Books,”
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(crarbu «O sI3bIKE HAPOIHBIX KHIKEK),
«SIcHomonsgHCKas 1IKoja 3a HOsAOpb U
nekabpp Mmecsaupl», «Komy y Koro
YUUTHCSA MUCarh, KpPECThHCKUM
pebaraMm y HAC, WIMA HaM Yy
KPEeCThIHCKHX peOsaT?» W np.) |
MIPaKTUYECKHUX nen (cozmanue
«A30yKu», ydacThe B JI€ATEIbHOCTU
m3narensctBa  «llocpennuk», «Kpyr
YTeHUs»), a HUMEHHO BOMNPOC O
OyzyIeM UCKYCCTBa, paclBeT KOTOPOTO
ToncToit BUAUT B CAMSHUM HAPOJHOTO
HCKYCCTBa C HCKYCCTBOM
npodeccruoHaIbHbBIM.

1441IpuvyeM BaXHO TO, YTO pEIIAET 3Ty
npobiiemy  Tosictoii ¢ TIO3UIMA
JeMOKpaTu3Ma.

145Cam HapoJ 1OKEH MPOSIBUTH B MOJTHOM
Mepe 3aJI0KEHHBIE B HEM
BO3MOKHOCTH.

146HyxHO TONBKO OCBOOOIUTH €My IYIIy
Y PYKH JUIsI TBOPYECTBA.

147«Mp1, OoraTple KJIacChl, pazopsieM
paboumx, JepKUM HUX B Tpyoom,
HEMPECTAaHHOM  Tpyde,  IOJb3YsCh
JIOCYTOM U POCKOIIIBIO.

148Ms1 He maeM HM, 3aJaBICHHBIM
TPYIOM, BO3MOXKHOCTH TPOU3BECTH

HYXOBHBIﬁ OBET WM IIJIOA JKU3HH, HHU
IMO331MH, HU HAYKHU, HU PCIIUTUH.

149M1 Bce 3TO Oepemcst 1aBaTh UM U JacM
JIO’)KHYIO TI033UI0 — ,,3a4eM yMUaJicsi Ha
rubenpubii Kankas” u T . ... Kaxkoit
Y>KaCHBIN I'pex.

150Ecau OBl TOJIBKO MBI HE BBICACHIBAIN UX
710 JTHA, OHH OBI MPOSIBUIIU U MOA3HUI0, U

HayKy, U y4yeHHue 0 Xu3Hu» (54, 63-64).

1515710 ero mueBHukoBag 3amuch 1900 T.

“The Yasnaya Polyana School for November
and December,” “Who Should Teach Whom to
Write: Peasant Boys from Us, or Us from
Peasant Boys?” and others) and practical
endeavors (the creation of “Azbuka,”
participation in the publishing activities of
“Posrednik,” “Circle of Reading”), but
specifically a question of the future of art, the
blossoming of which Tolstoy envisions in the
merging of folk art with professional art.

Importantly, Tolstoy approaches this issue from
a democratic standpoint.

The people themselves must fully manifest the
potential embedded within them.

It is necessary only to free their souls and
hands for creativity.

“We, the wealthy classes, ruin the workers,
keeping them in coarse, unremitting labor,
benefiting from leisure and luxury.

We do not give them, crushed by labor, the
opportunity to produce spiritual blooms and
the fruits of life; neither poetry, nor science,
nor religion.

We take it upon ourselves to give them, and we
provide false poetry—‘Why did you rush off to
the ruinous Caucasus?’ and so on... What a
terrible sin.

If only we did not drain them to the dregs, they
would demonstrate both poetry and science,

and teachings on life” (54, 63-64).

This is his diary entry from 1900 (from
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(ot 23 HOs0ps1). B Gonee pannem (1886
I.) MyONUIIUCTUYCCKOM BBICTYIUICHUU
(«Tak yto xe Ham nenarb?») TomcToit
BBIIBUTAET HAa OTOT CYET YETKYIO
CUCTEMY HJIEH.

152[1epBoe ero NMoNIOKEHUE 3aKIOUACTCS B

TOM, 4YTO Hapod MW COBPEMCHHOC
HCKYCCTBO MOTCPAINM KOHTAKT JApyr C

JPYTOM.

153«M#b1 ipou3Benu, — nuimeT ToncTou, —

MPONAaCTh JIFOJIEH B BEJIUKUX MUCATEIICH,
pazobpaiii  3TUX  MHUcareled 1o
KOCTOYKaM W HaIMCaJIN TOpbl KPUTHK U
KPpUTUK HAa KPUTUKHA, W KPUTHK Ha
KPUTUKH KPUTHUKH, W KApTUHHBIC
rajyieped coOpaiu, IIKOJIbI HCKYCCTB
pasHble M3YYMJIM JO TOHKOCTH, H
CUM(POHHMH U OIEPhl y HAC TAaKHE, YTO
y’K€ HaM CaMUM TPYIHO CTAaHOBHUTCS UX
CITyIIaTh.

154A urto MBI NpUOABWIM K HApPOIHBIM

OBUTMHAM, JIETeH/1aM, CKa3KaM, MECHSM,
Kakhe KapTHHBI Tepeaid  Hapomy,
KaKyro My3bIKy?» (25, 357-358).

November 23). In an earlier (1886) public
address (“So What Should We Do0?”), Tolstoy
puts forth a clear system of ideas on this
matter.

His first assertion is that the people and
contemporary art have lost contact with each
other.

“We have produced,” Tolstoy writes, “a gulf
between people and great writers, dissected
these writers bone by bone, and written
mountains of criticism and critique on critique,
and critique on critique of critique; we have
gathered art galleries, studied various schools
of art down to the finest detail; and we have
symphonies and operas that have become
difficult for us to listen to.

And what have we added to the folk bylinas,
legends, fairy tales, songs, what paintings have
we transmitted to the people, what music?”
(25, 357-358).
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CHAPTER THREE

3.0 COMMENTARY

Translation is a complex and multifaceted art that goes beyond simple bilingualism. It is a
medium for cultural exchange and sharing of ideas, requiring a deep understanding of nuances,
context, and emotional resonance. While language fluency is essential, it is the translator’s

ability in navigating these complexities that elevates translation to a scholarly discipline.

Translation presents a multidimensional challenge, demanding more than just the meaning of
words. It requires the understanding of connotations, implications, and cultural contexts. For
example, the English idiom “break a leg” (meaning good luck) cannot be translated literally
without losing its meaning. A skilled translator must understand that the goal is to convey the
concept of success in a way that is culturally appropriate and contextually relevant, rather than

simply substituting words.

Moreover, the art of translation can be analyzed through various theoretical frameworks, such as
Skopos theory, which emphasizes the purpose of the translation, or equivalence theory, which
seeks to find a balance between the source texts (ST) and target texts (TT). Each of these
frameworks offers a different lens through which one can evaluate the effectiveness of a
translation. The former underscores the importance of the target audience and the function of the
text, while the latter focuses on fidelity to the source material. This duality speaks to the
translator’s role as both a mediator and a creator, often requiring a delicate balance between

fidelity and creativity.
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3.1 SOURCE TEXT ANALYSIS

The source text (ST) which is an excerpt from a book, titled “Pycckas Jluteparypa u @onbkiop”
(Russian Literature and Folklore), published in a scholarly journal by U3narensctBo “Hayka”,
Jlenunrpanckoe otaeneHue in 1987, is focused on literary and cultural studies. It delves into the
intricate relationship between Russian literature and folklore, analyzing how folklore has
influenced and been integrated into Russian literary traditions. The text primarily serves an
informative function, aligning with Katharina Reiss’s text type classifications, which include

informative, operative, and expressive texts (Reiss, 1976, as cited in Munday, 2008).

The objective of the text is two-fold: first, to analyze the Integration of folklore into Russian
literature and how it shapes narrative and thematic concerns; and second, to argue for the
significance of folklore as a fundamental component of Russian literary tradition. The text
advocates for a deeper understanding of how folklore not only enriches literature but also serves

as a conduit for cultural and historical continuity.

The author discusses key themes in Russian literature, exploring the deep connections between
literary works and the rich folklore traditions of Russia. The text highlights the ways in which
Russian authors have drawn from folklore to create narratives that resonate with the cultural

identity and collective memory of the Russian people.

The article employs a range of sentence structures, including simple, complex, and compound
sentences, to convey its analysis. For instance, simple sentences are used to introduce key
concepts or summarize findings, such as “Becs pycckas xu3Hb BO BTOpoi mojoBuHe XIX

CTOJIETHUSI TMPOTEKaIa B YCIOBHSIX HOBOTO 3Tama ocBoOomutenbHoro asmwkeHus.” (In the second
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half of the nineteenth century, all Russian life proceeded under the conditions of a new stage of

the liberation movement), found on page 3, segment 13.

Complex sentences are often used to explore relationships between different ideas, such as
“Ilo3HaHue HAPOAHOCTU uepe3 (ONBKIOP BHUACIOCH NPSAMOM OOS3aHHOCTBIO TEX, KTO
HaMepeBaJICsl «4TO-HUOYIb» ClIeNaTh Ui ero mpocsemienus u odnaropoxenus.” (Understanding
nationality through folklore was seen as a direct duty for those who intended to “do something”
(the formula of Aesopian speech is evident here) “for his (the people’s) enlightenment and

refinement.) Page 5, segment 21

Compound sentences might link related ideas or provide comparisons, such as, “Hapsay ¢ Humu
B JINTEpATypHOM Ipoliecce BTopoil mojoBuHbl XIX B. Bce 0oJjiee 3HAYMTENIbHYIO POJIb UIPAIOT
takue nucarenu, kak JleB Toscroid.” (Alongside them, in the literary process of the second half
of the 19" century, writers such as Leo Tolstoy increasingly played a significant role.) Page 4,

segment 17.

Compound-complex sentences are used to delve into more detailed analysis, example;
“CnprmmMbiii Bcelt iepenoBoit Poccueit T'eprien yoexxaenHno npososriaman: «He 3nast Hapona,
MOKHO NPUTECHATh Hapo[, KabaJuTh €ro, 3aBOEBbIBaTh, HO OCBOOOXKIaTh Henb3s».” (Herzen,
heard throughout progressive Russia, confidently proclaimed: “One can oppress the people,
enslave them, conquer them, but one cannot free them without knowing them.) Page 6, segment

23.

In terms of style, the text maintains a formal register appropriate for academic discourse. The use
of technical terminology and references to literary theory supports the text’s informative purpose,
ensuring that it communicates its analysis effectively to an academic audience.
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Here are some examples; Technical Terminology: “QoabKIOpHBIE TEKCTOBBIE 3JIEMEHTHI
(GYHKIMOHATIBHO TMOMUYMHSUIMCH 3ambicity, crokery” — (folkloric textual elements were

functionally subordinate to the concept and plot). Found on page 9, segment 36.

Conceptual Analysis: “COlMaIIBHO-TICUXO0JIOTHYECKON XapaKTEPUCTUKH OTOABUHYTON B MPOILIOE
neiictBuTensHOCTH - “socio-psychological characterization of a reality pushed into the past”.

On page 9, segment 38.

Artistic Reflection: “Hencuepmaemas 0aza TpaJMIIMOHHOTO M COBpPeMEHHOTro (onbkiaopa” -:

“inexhaustible base of traditional and contemporary folklore” On page 14, segment 55.

Historical Context: “murteparypa, mo caosaM B. W. Jlennna, mpuoOperana conHaibHO
9 9
YKpYITHEHHOE, «BCEMUpPHOE 3HadeHume»” -: “literature, as V. I. Lenin noted, acquired socially

enlarged, “universal significance’. Found on page 13, segment 52-53

After analyzing the source text and considering the chosen translation approach, techniques, and
theories, the language dimension and text type used to convey the information needed to be
coherent and contextually appropriate. The target text (TT) aimed to maintain the same
referential content, utilizing clear and precise language, and incorporating explicitation when

necessary, following the guidelines recommended by Katharina Reiss.

37



3.2 TRANSLATION APPROACH

Translation is an intricate process centered on accurately conveying meaning from one language
into another, requiring not only linguistic skills but also a deep understanding of both the source
language (SL) and target languages (TL), while considering the cultural and historical contexts
of both languages. This approach necessitates a deep understanding of the source text (ST), as
well as a proficient command of the target language to ensure that the essence of the original

message is preserved.

In this project, we draw upon the insights from Vinay and Darbelnet (1958), who articulate that
translation involves the transfer of meaning from one language to another through specific
techniques. They broaden the concept of a translation unit beyond individual words to include
segments of phrases where meanings are interdependent. For example, the Russian term
“pasHounHLbl” (raznochintsy) must be translated with contextual clarity, as it refers to a distinct

group of non-noble intellectuals pivotal to the Russian liberation movement.

During the translation process, various challenges arose, particularly in capturing the nuances
inherent in Russian literature. To navigate these complexities, some techniques were employed

such as transposition, modulation, and literal translation.

TRANSPOSITION

38



Transposition involves changing the grammatical structure of the source text (ST) when

translating it into the target language (TL). For instance, where a verb in the source language

(SL) may be more effectively rendered as a noun in the target language (TL), this shift is applied

to maintain naturalness and clarity. This technique was frequently employed to ensure that the

translated text reads fluidly and conforms to the syntactic norms of the target language (TL).

Here are some examples

Segment No.

SOURCE TEXT

TARGET TEXT

Page 4, segment 15

Koncrarupys O0OHOBIIEHUE
OTEUYECTBCHHOI cioBecHOCTH, A. U.
I'epiien nucan B 1864 . 0 «HOBOM
daze» ee pa3BUTHS, IPUBETCTBOBAJ
MOSIBIICHHE «HOBBIX JIIOIEH» W3
<OKUBOHM Cpefpl, KOTOpas ueprana
CBOI0O CWJIIy M CHHU3Y M CBEPXYy»,
Haxo/s, YTO «HEYCTOMYMBBIN CJI0H,
3aHUMAIOIIUH POMEXKYTOUHOE
MOJIOKEHHE  MEXJy  pacTyuiei
0€eCIIOIHOCThIO BEPXOB u
HEIMPOCBEIEH- HOM MJIOAOBUTOCTHIO
HH30B, MpHU3BaH CIIacTH

OUBHIIN3aWUIO UL HApOAa».

Observing the renewal of domestic
literature, A. 1. Herzen wrote in
1864 about a “new phase” of its
development,  welcoming  the
emergence of “new people” from
“the living environment, which
drew its strength from both below
and above,” finding that “the
transitional class, occupying an
intermediate position between the
growing barrenness of the upper
classes and the unenlightened
fertility of the lower classes, is

called to save civilization for the

39




people.”

Page 4, segment 17

Hapsiny ¢ HuUMH B JuTepaTypHOM
npoiecce BTopoi mosioBuHbl XIX B.
Bce Ooyee 3HAYUTEIBHYIO POJIb
UTpaloT Takue mucarenu, kak Jles
ToncToil, — pBylHIME CO B3I AAMU
BbICIIIETO JABOPSIHCTBA u
NEepEexXosdlue Ha MJIC0JOrHYeCcKue
MO3ULUU MHOTOMHJITHOHHBIX
KPECThSIHCKUX MAaccC, YCBaWBalolue
CUJIbHbBIE CTOPOHBI ux
MHUPOBO33PEHU, HO HE
n30aBJI€HHbBIE OT YCBOEHUS U

c1abbIX CTOPOH MOCIEIHETO.

Alongside them, in the literary
process of the second half of the
19" century, writers such as Leo
Tolstoy increasingly played a
significant role, breaking away
from the views of the higher
aristocracy and transitioning to
the ideological positions of the
millions of peasant masses,
assimilating the strong points of
their worldview but not freed from

the weaknesses of the latter.

Page 7, segment 29

ITonTeepxnanach nIy0OKas
npaBoTa O. H. bycnaesa,
MUCABILIEIO: «... HE OAUH TOJIBKO
CIOKET, He OacHIO TOJIBKO WIH
CKa3Ky 3auMCTBYeT JIMPDUK WJIHU
Tparuk M3 JMUYECKUX CKa3aHUU U

MpeJaHuid CBOEr0 Hapoja, HO U

This confirmed the profound
truth of F.I. Buslaev, who wrote:
“... not only the plot, not only the
fable or tale does the lyricist or
tragedian borrow from the epic
tales and legends of their people,

but also the very view of nature
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camplii B3I Ha npupoxy M | and man, and along with it, those
yejgoBeka, a BMmecte ¢ TeM u Te | life-giving, folk juices that nourish
JKUBUTENBHBIE, HApOIHBIE COKH, | national feeling.”

KOTOPBIMH THTAETCS HAIIMOHAIBHOE

4yBCTBOY.

The phrase “HeycToiiuuBbIii ¢J10ii” on page 4, segment 15, which can be translated as “unstable
layer” is been transformed into “the transitional class” in English, which better captures the

societal implications while maintaining structural integrity.

The expression “Bbiciiero ABopsincTBa” meaning “of the upper nobility”, on page 4, segment
17, has been transposed to “the higher aristocracy,” changing the noun form to align it with

common English usage.

On page 7, segment 29, the phrase “rinydokas nmpasora” (deep truth), is translated as “profound

truth,” where the adjective shifts to better fit the English context.

MODULATION

Modulation refers to a change in perspective when translating a phrase or sentence, often moving
from a concrete to an abstract expression or vice versa. This technique was used when the literal

translation of a phrase would not convey the intended meaning or would sound unnatural in the
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target language (TL). Modulation allows the translator to adapt the message while staying true to

the original intent, thus achieving a more natural-sounding translation.

Examples of modulation

Segment No. SOURCE TEXT TARGET TEXT
Page 6, segment 23 | CnpimmMblii Bceil  mepemoBoit | Herzen, heard throughout
Poccueit  Tepuen  ybOexaenHo | progressive Russia, confidently

IMpOBO3ITIalIAI: «He 3nas Hapoaa,

MOKHO NPUTECHATH Hapon,
Ka0aJuTh €ro, 3aBOEBHIBATb, HO

0CBO0OKIATEL HEJIb35).

proclaimed: “You can oppress,
enslave, and conquer the people,
but liberation

true requires

understanding them.”

Page 4, segment 17.

Hapsny ¢ HMMH B nuTeparypHOM
npouecce BTOPOMl MoJoBUHBI XIX
B. Bce OoJsiee 3HAUUTENBHYIO DPOJIb
UTPAIOT TaKue INucarend, kak Jles
ToncToil, — pByHIME CO B3NISIAAMU
BBICIIIETO

ABOPSAHCTBA n

NnNepexoaamuc Ha HUIACOJIOTNYCCKUC

Alongside them, in the literary
process of the second half of the
19 century, writers such as Leo
Tolstoy increasingly played a
significant role, breaking away

from the views of the higher

nobility and transitioning to the
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MO3HLIUU MHOTOMMJUTMOHHBIX
KPECThSIHCKHUX MAacC, YCBAaUBAIOIIUE
CUJIbHBbIE CTOPOHBI ux
MHUPOBO33PEHUS, HO HE
n30aBJICHHBIE OT YCBOGHUS U

c1a0bIX CTOPOH MOCIIEAHETO.

ideological  positions of the

millions of peasant masses,
assimilating the key strength of
their worldview but not freed from

the weaknesses of the latter.

Page

118.

29,

segment

Meicnb ke ToJICToro B TOM, 4TO OH

BBIACIIACT Q)OHBKJIOp Kak

crenupuIecKyro o0JacTe
XyIO)KECTBEHHOTO TBOpYECTBA U
TOBOPUT 3aTeM O JBYX (opmax
HOBOTO HMCKYCCTBa, TIOPHIIAsi OIHO,
3HAYUTENBHOCTE U

yTBEPKAAS

HMCTUHHOCTB JPYTOTO.

Tolstoy’s thought 1is that he
distinguishes folklore as a specific
area of artistic creativity and then
speaks about two forms of new art,
condemning one while affirming

the significance and truth of the

other.

The statement “He 3Hast Hapoga, MOXHO MPUTECHITh HAPOJ, KaOAIUTh €ro, 3aBOEBHIBAThH, HO

0ocBOOOXAaTh HENB3s” on page 6, segment 23, which translates as, “One can oppress the people,

enslave them, conquer them, but cannot liberate them without knowing them” is modulated in

the English translation as: “You can oppress, enslave, and conquer the people, but true liberation

requires understanding them.”
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“CuabHble cTOPOHBI” (cogent points), is modulated as, “key strengths” in English, offering a
more nuanced translation that can be understood better in a contemporary context. It is found on

page 4, segment 17.

“Mpicip ke ToacTOro B TOM YTO OH BbIAEHSICT (DONBKIOP Kak crenu(uuecKyro o00acTh
XyIOKECTBEHHOTO TBOPYECTBA M TOBOPUT 3areM O IBYX (hopMax HOBOTO MCKYCCTBa MOPHIIast
OJTHO YTBEpKJasi 3HAYMTEILHOCTh U UCTUHHOCTH Jpyroro” is modulated as “Tolstoy’s thought is
that he distinguishes folklore as a specific area of artistic creativity and then speaks about two
forms of new art condemning one while affirming the significance and truth of the other.” Page

29, segment 118.

LITERAL TRANSLATION

Literal translation, or word-for-word translation, was applied when the structure and meaning of
the source text closely aligned with those of the target language. This method was useful in
instances where the source and target languages share similar cultural and linguistic features,
making a direct translation both possible and desirable. Such direct translations help maintain the
original author’s voice and intent. However, this technique was used judiciously to avoid

producing a translation that feels unnatural.

Here are some examples
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Segment No.

SOURCE TEXT

TARGET TEXT

Page 23, segment 93

B uyetrkipHaanaToil rmaBe Tpakrara
«YT0 Takoe MCKycCTBO?» »5Ta
U3MIO0JIEHHAsT TOJICTOBCKasl Uest
HaxOAUT CBOE BOIUIOILIEHHUE B
KOPOTKOM XapaKTEepHOH >KaHPOBOM
3apUCOBKE, JAIOLIEl BO3MOXKHOCTb
YUTATEJII0 HE TOJBKO OTYETIMBO
CXBaTUTh MOCTOSIHHO
MOBTOPAOILYIOCS TOJCTBIM MBICIB
O 3apa3UTENbHOCTH HAPOIHOIO
HUCKYCCTBAa, HO M TOHATH CaMH
YCIIOBUSI, B KOTOPBIX POXKJIAIOTCS
00CTaHOBKY

9T €TI0  MBbICIIH:

ITOCTOAHHOI'O COITPUKOCHOBCHU

nucarciid C HapOJIHbIM

TBOPUCCTBOM, nmona BJIMAHHUEM

KOTOpOro  (OpMHUPYIOTCA ~ €ro
UCKJTFOYUTEIIHHO OTYCTIIUBBIC,
MPOCThIE M BMECTE C TeM TMOPOi
napajoKCaabHbIC

JIA MHOI'UX

TC3HUCHI, KaCaromuecs

In the fourteenth chapter of the

treatise “What is Art?”, this
beloved Tolstoy idea finds its
embodiment in a short,

characteristic genre sketch,
allowing the reader not only to

clearly the repeatedly

grasp

expressed thought about the
infectiousness of folk art but also
to understand the very conditions
under which these ideas are born:
the setting of Tolstoy’s constant
interaction with folk creativity,
under the influence of which his
exceptionally clear, simple, and
sometimes  paradoxical  theses
regarding the interpretation of the

nature of art and artistic perception

are formed.
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HUCTOJIKOBaHUA prUpOAbL
HCKYCCTBa U  XYAOKCCTBCHHOI'O

BOCIIpUATHUA.

Page 5, segment 19

Ha TOoM u Ha gpyrom mnyru
Hen30e)KHOM OKa3bIBajlach BCTpeda
C MHUPOM HAPOIAHOH MOI3MH,
npectmx kotopod B 60-90-¢ rT.
MIPOIILIOTO

BCKa JOCTHUIal

HCKIIOUMTEIIFHON BBICOTHI.

Both paths inevitably led to an
encounter with the world of folk
in the

poetry, whose prestige

1860s-1890s reached an

exceptional height.

Page 28, segl14

Huesnux  Toncroro 1900
COXpaHW1 JUIs Hac 3amuch (0T 28
OKTSIOpsi), TA€  3Ta  MBICIHb
BBICKa3aHa C MCKJIIOUYUTEIIbHOMN

OTYCTIMBOCTBIO

Tolstoy’s diary from 1900 contains
a remarkably clear entry (from
October 28) where this thought is

articulated

The phrase “Uto Takoe mckycerBo?” on page 23, segment 93, can be directly translated as

“What is art?” This effectively conveys the intended meaning without additional interpretation.

The expression “HapomHoii mo33um” translates literally to “folk poetry,” accurately

representing the cultural concept without alteration. Found on page 5, segment 19.
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“IlaeBauk Tosncroro 1900 r. Coxpanwms aisg Hac 3amuch (OT 28 OKTAOps) TA€ dTa MBICITH
BBICKa3aHa ¢ UCKIIIOYUTEIBHON oT4eTnrBOCThI0.” is literally translated as, “Tolstoy’s diary from
1900 contains a remarkably clear entry (from October 28) where this thought is articulated.”

Page 28, segment 114.

Throughout the project, we strive for idiomatic expression in the target text (TT), minimizing
interference from the source language (SL). This aligns with Nida’s notion of dynamic
equivalence, which seeks to find the closest natural equivalent to the source-language message.
An example of methodology in action can be seen in the transition from the Russian phrase
“muchMeHHON cioBecHocTr” (written literature) to “literary writing” in English. Page 13,

segment 51.

Close attention was also paid to cultural references and historical context. For instance, the
mention of “mecHu smmmka” (the song of the coachman) serves as a cultural reference that we

ensure is understood in the context of Russian folklore. Page 6, segment 24.

In a nutshell, the translation approach emphasizes a balanced application of transposition,
modulation, and literal translation, ensuring that the final product is not only accurate but also
resonates with readers. By carefully considering both the linguistic and cultural elements at play,
a translation that faithfully represents the richness of Russian literature while engaging the target

audience effectively was delivered.

47



CONCLUSION

4.0 EVALUATION

In the process of translating the source text (ST), which involves rich and complex folklore
elements, various challenges were encountered. The primary difficulty lay in accurately
conveying the cultural and historical nuances embedded in the source text. Russian folklore is
deeply intertwined with the country’s social and political history, and translating these elements

required not only linguistic expertise but also a profound understanding of the cultural context.

The process highlighted the importance of adopting appropriate translation strategies that ensure
the target text remains faithful to the original while also being comprehensible and natural in the

target language.

The task demanded careful selection of translation strategies, such as modulation and
transposition, to maintain the original meaning while ensuring that the translated text was
idiomatic and fluent. Avoiding literal translations was essential to prevent the loss of meaning
and to preserve the narrative’s natural flow in the target language, but was utilized where

necessary.

The work also required a careful consideration of cultural references and historical context,
especially given the intricacies of Russian literature and its profound connection with folklore
and proletarian movements, which added an additional layer of complexity. The translation
process also highlighted the importance of cultural adaptation, ensuring that references and

idioms relevant to Russian folklore were appropriately interpreted for the target audience.

48



This experience has deepened my appreciation for the complexities of literary translation,
particularly when dealing with culturally rich texts. It also underscored the importance of
continuous learning, as every translation project presents unique challenges that require

innovative solutions.

4.1 FUTURE PERSPECTIVES

Looking ahead, the translation of Russian literature and folklore, as well as other fields, will be a
vital field of study; particularly as global interest in Russian cultural history grows. Future
translators must be equipped with not only linguistic skills but also a deep understanding of the

cultural and historical contexts that shape these literary works.

As more Russian texts are translated into other languages, there will be an increasing need for
translators who can bridge cultural gaps and faithfully convey the essence of these works. This
will involve not only preserving the original meanings but also adapting the texts in a way that

resonates with modern readers while maintaining their historical and cultural integrity.

In conclusion, this project has reaffirmed my commitment to exploring the depths of Russian
literature and folklore. I look forward to further research and translation works in this area and
many more others, with the aim of bringing these rich cultural narratives to a broader audience.
The insights gained from this project will undoubtedly inform my future endeavors in the field of

translation, guiding me as I continue to refine my skills and approach to literary translation.
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