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and explain the style, theounique specificity, or a literavy wo
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. Nélgdﬁ]l maha]i Eroza} the term coined by Soviet critics,
_ , - - - e . '

FcrbiSEKQ the short sturies'and'govc;fi wrftten in 1855 - 1969 hy

N ‘the Soviet Writers whd wére at that ti#mé in their, iwenties and
" : . . )

v
\

i ‘

Sarxyvthgrtics;- Molodajs nalaja proze is a generic term for two

-
’ 1

&aterrclated literarf phenomena:"ggrodskajabmoludaja maléja pruza

- B ]

and derevenskéja molodaja nalaja proza. These terms indicate the
oo . - °

-
4

,plaéo where the action in thg works takes place - a city or a

e

villége, as wall as tlie urbpn or_ peasant backgrovnd of the main
ra h . .

* . .

. characte;s: Mplodaja malaja proza was not a large literary

‘
- »

. .
plicnomenon, nor g\i.hg-lasting vne, spanning some ten years

(1955-1965) for gprudskajg;yulodaja malaja proza and some ten

. - . N N . ‘
vears (1960-1969) for derevenskaja molodaja malaja proza, *with

- . : . R ) \
some’ 40-50 definitive works for each. ‘The best known writers of
» :

gbrodskaja'mOIQdaja malaja proza were Vasilij AKScnov,.AhaLulij

. (ladilin, and Andrej Bitov, and of dereveuskaja moludaja malaja

proza - Vasilij Belov and Viktor Lixonosov.

-
.

The style of ﬁo]nﬂqu malaja pfoza is ahalyéed on the
basis of a literh theory a‘pd methodolo;,y; called here Téxt
Stylistics, which is indebted to many significant develnpm;nts in
both literary and linguistic scholarship ot this century;. In this
theorz style is dcfincdnasﬁthe unique speciticity ot a
literary work, as the Lotélit; of all its aspoects, The main

- o

. I3 . l\- -
purpuse of Text Stylistics apalysis is to discover, formulate

-

iv . B ..
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or of a group of works by'onc'writcr or of a group of Witers.

P R A ' v

. Corodskalg molodala Fglnj proga ard dercvenskaja wolodaja -
. ] . i

malaja proza eafh have dl%tinct atylus and, at the same time, have

'
.

‘strong simitarities, which combine to furm the sgfle of the

v
t

moloda ja mala]l groza The Zenz xal dit;ct;on of the development

’ . L]

of this style was avay from the! !Eyﬁtallized 1ipidity of the

1

preceding, s:.;le of sooiéiist reallmp which still had a strong hold

after 195). ¢he reacflon cgatnst the stvlc‘ur socialist rcalism
' ‘-

wae exvalsed eanhet cxplici{fv, in. thc laip vl sume ﬁhlcmlca]

LW

statements in. the vurks thcrselv;s, or~~org qftcn implieitly, by,
. 1 -
the présence or absence'of certain stylistic teatuves., The
. - € st =
style of !élodajg}malnjérgxoza’madticbted {tself nost distinctly
. , - .

in genrc, syhboiic meaning, —ain characters, and parrative mnodes,
: . v

In genre there was -a pronounced shift toward short narratives and

loosening of genre bpundaries. The syiovlic meaning of molodaja

malaja proza ¢oncerned the personal quest for values and idcntiiy

by the main characters, who were young, inexperienced, somewiiat

jmmature, but essentially good. Narrative strategies in

gorodskaja molodaja malaja proza focused on the creation of a

character tirough that character's point of vicw and idiolect; Neo

s

the narrative strategies of derevenskaj: molodaja malaja proza

tended to focus on the expression of the narrator's point of

view.

4
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. INTRODUCTION

1.1. The topic of this dissertatien - oda X of the
pecond half of the 1950s and 1960s - h;o been widely discussed and
studied both in the Soviet Umion and in_thc West, lowever, thf majority
of the articles and studies is confined to. socio-ideological and
political analyses or to subjective evaluations of this literary
heno-enon.. Although some of these ttudieo sre iutckontlni, perceptive,
and most proublx'concct in their concbutoq, they teo eften remsin
on the level of 1ntu1tive but unverified hypotheses and assumptions
within the field of literary criticism - not literary scholarship.
This dissertation is an intrinsic, text-oriented study of

?
molodajs malaja proza, which has been done with the aim of formulating

and verifying certain stylistic felturcp of molodaja mslaja prozas in
comparison yith those of the immediately preceding locia}ilt realism
style of 1945% 1957, The hypotheses and the {}ndingn of the few
existing text-oriented studie;‘gave been incorporated or pointed out in
this dissertation whenever relevant and with due acknowvledgement. These
studies usually deal with isolated aspects of the subject, and so far

there has been no comprehensive text-&%;ented study of this topic.

This dissertation aims to fill this gap,

1.2 Since the aim of this dissertation is to study the literary

phenomena which have been labelled as molodsja proza, malaja proza,

gorodskaja proza, and derevenskaja proza, the definition and examination

of these terms are given here to exclude any future confusion,



D

| ]b | ) ] ,

These terms.first appeared in the late 1930s is Soviet literary
criticism in su attempt to assess, label, and smslyse some of the meny

nev lttoriry ‘do\“nlo'ui\u of th‘u-luua period im Soviet literature.
The letter poimt needs to be stressed: =m0lodais melais Rredg, both

‘\
gorodekhis and derelensikgis, 1s only ome of s mumber of mev literary

phenomena of that pertod.

1.3 The term molodaja prozs refers to the works of the vriters who
were in their twenties or early thirties in 1956-1969, i.e., it refers

to the age of the writers snd not to the type or contemt of their

vorks. When, after de-Stalinjzation, the works of these young writers
. ]

began to appear in }rtnt, they were at first lnkcllcd prosa 5;tv!r!o|g

pokolenija: the works written by the fourth gemeratien of the Soviet

1

people, borm shortly before the war. later, however, molodajs proza

had become an accepted term,

One sbould nvoid\confuiion vith & similar term - -olodcihnia
proza. Some Soviet critics tend to be rather careless with literary
terms and seldom define their terminology explicitly. It seems that
in the second half of the 19508 and in the early 1960s the expressions
molodoj pisatel' (young writer) and -oloén]u proza (prose Qrttten by
the young writers) were often used synonymously with -olodeihzj

( >
pisatel' (a writer writing about young people) and molodeinaia proza

(prose about young people), which to a large extent reflected the state

£ ' ’

A lgee F. Kuznecov, "Cetvertoe pokolenie,” Literaturnajs gazeta,
27 July 1961; F. Kuznecov, "K zrelosti. Konec cetvertogo pokolenija,"
Junost', 11 (November 1966), 83-88; V.V, Odincov, ''Mabljudenija nad
dialogom v molodeinoj povesti,”" Voprosy jazyka sovremennoj russkoj
literatury (Moscow: MNauks, 1971), 164.




LY}

of thiags. ! '

Is the dissertation the torm Rplodein RIRNR 10 weed te refer
to the prese of the end of the 19300 and l”ﬂcwﬂ(u” the young
writers; to aveid confusion the un\m fo ast woed

..

here. Altheugh the teym golodaia RYRNR Soeme superficial beecawse it

only isdicates the age of the writers, it has bdees used mere dcon&nly.

¢

It vill be shows is this dissertatios t\hc thieo gplodata proag has ite
own style and cometitutes a distinct literery phenemesen of its owa

: \
interest and significamce. \ \

1.4 The un"m ise Gevigration-shich meane *licele”
c;t "short-forw'' prose works, i.e., short torjes and povestt ,ﬂo opposed
to novels. MNalsis pross, as vill be lhm\b;n. was & populsar choice

of a genre in the second half of the 19508 and the 1960s amoag the

young writers. !

r

1.5 The teui gorodskajs and derevenskajs prois refer to the place

vhere the action im these works takes place--a city or s village, as

well as to the urban or peasant background of the -fn c!uu‘ctcu. It

lyor exsmple, N, Oudaknv. in "Zametki o ja:ykc sovremenno )
prozy,” Novyi mir, I (January 1972), 212, first writes about "molodeina ja
proszs korca SO-x-nacala 60-x godov" and theo speaks of the mid-1960s
prose as "molodsja proza poslednix let."” It may seem at firet that im
(!udakova s assessment the prose of the late 1950s and early 1960s 1o
-olodemqa and that of the mid- and lste 1960s--molodaja. 1In the next
paragraph, however, she writes about "molodaja proza konca 50-x .odav."
In "Sovremennajs povest' i jumor,” Novyj mir, 7 (July 1967), 222,
Cudakova and A. &adakov define molodajas proza as "povesti -olodyx
pisatelej o molodom Zeloveke 60-x godov." Another Soviet critic, V.
Gejdeko, in "Preodolenie biografii," Moskva, 6 (Jume 197}1), 195, writes:
"S let nazad ‘'molodoj pisatel'’ i ' molodeinyj pisatel'' zmcilo pocti
odno i to Ze."



vill e showa in this digsertation that this distinstion ascording to
the setting io stylistically velid.

1.6 . Using o1} s\u;umuluy. it 10 possible te spesh sbeut '
\ Aexedahain meledais nelals RERNS. meening shert steries ond gouagti
written by the youmg writers of that peried about sity pecple and ity
\ 1tte, ond W sesning shert steries
\  owd m wttuu by the youag weitets about peasent mu ond
peoasanmt uu. Alshough.lengthy, theoe upa ate aplutt; presise n‘

' ‘cmtm ln.uoh tetme are hard to {ind, and n Eaglish nu’hqu
veuld be just 6o leaghly ond meed less amplieit. aledale maiaie seess
18 used hare as & gemeric temm te u!or te both gorodsipip end

d vens \ .

1.7 | Neicther gorodeiale mor dergvensipje mplodaie malais pieae

- produced any significast writers. MNowever, every literary style hss ite

own distinctive writers--writers whose works '(uuy express the tutut;o

of a ’.l’ti\c'lll style. In govodskajs odais me rozs such writers

were Vasilij Aksenov, Anstoli) Gladilim, and Andrej Bitov; im derevengkajo—

moloda laja proza--Vasilij Belov amd Viktor Lixonosov. MNost ef the

young writers studied im this dissertation stopped writing im the 1970s.
Mowever, as the Russian Formslists rightly pointed out, liter-

ature is not & chain \f great masterpieces. Omn the comtrary, oftenm

the works of the so-called secondary and minor writers show some of the

general stylistic trends of ¢ period more clearly than the works of the

A 4



Y ) .
.’nuvuul gress uuun. the "litovary gemennle. ul

1.0 3t will be shown in thie dlasertation “‘W
m ond dorananshnie nnladate snlale acem -q’- distingy styles
vhich sombine o fore the ocyded the seccnd
half of the 19508 ond tl the l’.o. heese ctyh’. 86 have beon fouad
hete, have sl ooted n.ulm -n dutuuly' 1a the symbelic mesaing,
unin charecters, and inntln asdes of the werhe: .

| . . .
1.9 The theoretical (reseverk and mathodelegy develeped in thio

. diesertation te study She literary warky is eslled ipt mmii...
It 1o precented sad discusced in o..}u: 1, vith opegial sttentien
uvla te the aspects on which the research ia this dissertation 1o
fecused: memely, the main characters, the marrater, the relatiomship
betwoen the u'futot end the main characters, amd the asrrative wedes.
Thus, Q&.r 1 states the theory and the metalangusge used ia ghis
duurutloa’a

Ia Chapter 11 the msis stylistic features ef the secislist

realism style of 1943-1957 sre summed uwp on the basis of am amalysis of
the works is question and om the basis of the studies of other scholars.
Since the Seatures of socialiet reslism style are used here oaly as
background material, mo imtrimsic chractcrtntlufof these features s
given in this dissertation. This chapter prevides the necessary data

for the study of the literary evolutioa of molodgjs malajs pross sad for

10e1p Brik, "T.n. formal'my} metod,” lef, 1 (1923), as queted
and discussed im Victor Erlich, ap " Forme istory - Doctr
(The Mague: Moutom, 1965), 261. Also Ju.Tymjamov, "0 litersturme)
evoljucii,” Arxaisty i movatory (Leningrad: Priboj, 1929), 30.



an-analysis of the distinctive features of this prose.

f.,,' S ¢ Chnpteri I11 and IV the main characters, marrators, Aﬁd
narretive modes in the uork; of molodaja malaja pro --.gr;do!g]a and
derevenskaja respectively--are amslyzed is detail, and some of the

main features of the literary style of molodajs malaja proza are for-

mulated. Conclusions are drawn in Chapter V.

1.10 A brief note is necessary in connection with the primary sources.

A consistent effort has been made to use--both for the uo‘ku of socialist

realism and for molodaja malaja proza--the first publications of the

works in question, wherever this was possible; in most cases this means

.

‘the texts as they first appeared in the tolstye zurnaly. It has been
- > .

found in the course of research that frequenily the texts have been
ch;nged in varying degrees when theﬁ'ucre reprinted later in book form.
Since this dissertation aims to analyze and define the style of a
specific period, the originll texts were of primary importance.
Sometimes it was more convenient, both for research purposes
and fgotnotes, to use the texts available in later collections rather
than\}irst publications. In such cases, the texts of works im later

-,

editions were checked against first publications in ;glsixe Eurnnlz to

ensure that the texts were the same.



? | CHAPTER 1
«
TEXT STYLISTICS” . -

Y
'

1. Tcxt'StylistICl:‘ Introduction

1.1 This dissertation is an attempt to amalyze the works of molodajs
malsjs proza on the basis of a unified litersry ;heory and its meta-
language. The theoretical hu;iu and the practicat renear;h l.thoa-
arising from it, which are presented in this chapter,tkre called Text
Styii-tiCI. The development and formulation of ‘the thcoreiiccl concepts
and ;ethodological.procedures of Text Stylistics owe a great deal to
‘the.course in Slavic Stylistics taught by Dr. CZ:SchAnrschnidt at the
University of Alberta in January - March 1976:1

The theory of Text Stylistics is indebted to many significant
deyelopmenis in the literary and linguistic scholarship of this century--
developments which now allow literary acholaflhip'to be considered a
science. .

These developments in the fields of literary and linguistic

scholarship are well-known and have been discussed and summed up in a

-

lpor some of Dr. Schaarschmidt's research in his field see his
"Stylistic Processes and the Grammatical Structure of Slavic Languages,"
Poetika i stylistika stowianska (Warsaw: Ossolineum, 1973), 347-353;
"Some Aspects of Pronominal Reference in Russian Prose,"” The Structure
and Semantics of the Literary Text (Budapest: Akademiai Kiado, 1576)
93-101.




o

number of vorks.1 There is mo need to duplicate these summaries here, -
except to indicate briefly the major landmarks particularly important

for the development of Text Stylistics.

I.Zf The major steps in the qevelop-ent of literary scholarship were
made in this century when a growing oumber of scholars began to perceive
the literary text as a conplef structure and to comstruct various -oéels
of this structure,

The Russian Formalists' concept of a literary work as a sequence
"of basic thematic units ordered in an artistic wvay which brings;out the
theme of a work was one of the first moves in the development o% this
scientific, text-oriented ;pproach to the study of literature.

In the late 1920s Ju.Tynjanov developed the notion of a literary
work as a system where all elements are interrelated and at the same
time related to the nyste; a3 a whole and where an element or a group
of elements becomes a dominant factor in the lysten.3

The scholars of the Prague Linguistic Circle expanded this

[

notion. They replaced Tynjanov's concept of a ;ysten with that of a ~

lsee for example, such informative and interesting surveys as
Seymour Chatman and Samuel Levin, "Linguistics and Literature" in T.A,
Sebeok, ed., Current Trends in Linguistics, (The Hague: Mouton, 1973),
vol, 10, 250-294; Edward Stankiewicz, "Structural Poetics and Linguistics,”
in T.A. Sebeok, ed., Current Trends in Linguistics, vol. 12, 629-659;
Vyacheslav Ivanov, "Growth of the Theoretical Framework of Modernm
Poetics, Ibid., 835-861; F, Svejkovsky, "Theoretical Poetics in the
- Twentieth Century,’” Ibid., 863-941; Robert Scholes, Structuralism in
Literature (New Haven and London: Yale Ulrversity Press, 1974).

ZBF Tomni&vskij, Teorija literatury (Letchworth, Hertfordshire,
England: Bradda Books Ltd., 1971).

. Tynjanov, '"Ods kak oratorskij Zanr," Texte der Russischen
Formalisten, Band 11 (Munchen: Wilhelm Fink Verlag, 1972), 272.




structure. As Ijlufovuky' wrote:
B3aMMOOTHOLOHME® BKTYAAMIUPOBAHHMX M BOAKTYRAN -
3MPOBRHEKX KOMIIOH@HTOB MOdTHYECKOro NpPOM3IBOLE -
EMA COCTABAAGT CTRYKTYDY IMPOM3IBOAEHMA, KOTOpan
ABAAETCA AMHAMKYHOR NO cBoef MpPMPOA® ( BKAOWAA
KOEBEPreBmo M AMBEDreEmm), & TaKRe HOUAGHN-
MO#t Kak QaKT XyaomecTReEHMfl, 60 Kaxauf ee dae-
MEHT npno6perae; 3HAYOHME® TOJABKO B CBOGM QTHO- .
LLeEUn K IeJAOMY. . pe

1.3 In the 1930s the Polish scholar Roman Ingarden put foiand not
only the concept of a work a: a structure, but also a model of the
stratified structure of a literary work, which consisted of the following
strata of components: 1) sound, 2) -eaninsa of words and sentences,

3) the objgcc}'tﬂﬁ/;he world created 14’. work, 4) the way in which that

world and its objects are presented. The elements within each strata

are all interrelated with.each other and each strata is related to thel )
2

others.

.4 Such were the beginnings of the structuralist approach to the -

studx-of.iiternture. In the last two decades, particularly in the
1960;,/there have been a number of most interesting and promising
attempts to construct further hypotheses of the structure of a literary
vo;k. Some such hypotheséi were the rélulc of a fruitful cooperation
between modern linguistics and literary scholarship, or between semiotics

and literary scholarship, or between semantics and literary scholarship,

while others concentrated purely on an analysis of the marrative structure

lJ. Huknfovcﬁf. “"Literaturnyj jazyk 1 poetiXESKij jazvk," in
N.A. Kondrafov, ed., PraZskij lingvistideskij kruzok. Sbornik statej
(Moskva: Progress, 1967) as reprinted by Slavische Progxlfbn. (Texte
. in Neu- und Nachdrucken.) (Minchen: Wilhelm Fink Verlag, 1971), 413.

2Roman Ingarden, "Dvumernost' struktury literaturnogo
proizvedenija," Issledovani ja po estetike (Moscow: lzdatel'stvo inostrannuj
literatury, 1962), 21-39.
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of & text. ' "

: : K
The theoretical foundq'goni ;Ie vicﬁpotntn of all thooq hypcch.oc;

are different, wvhich makes it difficult to compare umd assess their.

' merits snd practicslity. The cocnbn do;ontnntor. however, remains anm

attempt to construct a model of the literary text vhich would enable

its analysis,

' 1.5 Some hypotheses on the structure of a literary text use various'

-

linguiatic theories as models. The 1950s mark the beginning of an

.

_interesting and-fruitful cooperation between modern linguistics and

literary study and, gradually overcoming some initial lapngs ianto the (ﬂ

extreme, this coopétqéion continues nt.preoent with great promise.
Interesting work in this direction was done in the 1950s and 1960s
by such scholars as Roman Jakobson, Samuel R. Levin, M.A.K. Halliday,
‘ 1

Richard Ohmann and William O, Hendricks, to name only a few, Their
work resulted in a new field of scholarship which has been tentatively
called "the linguistic study of literature,”" or "linguistic poetics,"
or "linguistic stylistics." M.A.K. Halliday, for example, defines this
field aa follows:

We can therefore define linguistic stylistics as the

description of literary texts, by methods derived from

general linguistic theory, using the categories of the

description of the language as & wvhole; and the compari-

son of each text with others, by the same and by different
authors, in the same and in different genres.

lror a survey of these earlier studies see Seymour Chatman and
Samuel Levin, "Linguistics and Literature," in T.A. Sebeok, ed., Curreat
Trends in Linguistics, vol. 10 (The Hague: Mouton, 1973), 264-270.

24 _A.K. Halliday, "The Linguistic Study of Literary Texts,”" im
Walter A. Koch, ed., Strukturelle Textanalyse (Hildesheim, New York:
Georg Olms Verlag, 1972), 192.

*
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umu’:. of the trinuﬂom‘toulonunttvo school studied
oyuuctic structures and transformstions typical of the sentences of &
" given text, !

tather, as a very lengthy semtence consisting of a multitude of smaller

A text was seen a¢ the sums total 9(‘ its uu;ml. or,

:nu. 'Soqq. howgver, it bochT more and more obvious that seatesce
grammar was insdequate im accounting 'for various aspects of o text, and
scholars began to see the t‘xt as & sum total lot~only‘of its sentences
but of its intersentential rclations as well, Thus, Eccont'lllshiatic
research 1nythis directiog'sdeko to for-nlq;e\a text grammar, or a 8o~
called discouése ‘tél"t, ;ﬁ’tho basis of modern l}ncuistico.

This mew tuid' does mot even have a?ﬁunuy sccepted mine:
it has been variously called text analysis, tcxl': theory, text ;r_.r,
discourse analysis .and di-cout;e grammar, ‘lt is iuu in i@ 1nit‘1n1,
highly theoretical and.explorntory stage. At present research 1; this
area centers mainly on the theoretical frn.euofk, methodological v,
foundations and various formal and empirical problonl.z The progress
from sentence grammar to text grammar is naturally very slow in view of
the enormity of the problems involved. Discourse analysis, or text
snalysis théory, when fuily worked out, may include theories of lniguaze
and of literature. It will, in all probability, eliminate ﬁrecent
"distinct ions between linku;stic criticism and literary criticism and

become & single unified theory.

lRichard Ohmann, 'Generative Grammars sand the Concept of Literary
Style,'" Word, XX (December 1964), 423-439,

2See, for example, W.A. Koch, ed., Strukturelle Textanslyse
(Hildesheim, Mew York: Georg Olms Verlag, 1973); J.S. PetBfi, H. Rieser,

"Overview," in J.S. Pet8fi, H. Rieser, ed., Studies in Text Grammar
(Dordrecht,Holland: D. Reidel Publishing Co., 1973), l-l6.
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1,6 An sttempt at & synthesis of semiotics, \hfor-uon Ehnory and

literary scholarship has been made by the lwiot scholar Jn.ﬁ.otqn,

e structure of &

—

literary tcxt. bt-n and his fououou see & ut rary text, ttnt'ot

eTATY t? u

secondary modelling uystu, lau\uu being considered a8 primary modelling

wha bas put torvqrd 1 tntoruuu hypothuu' of

\11 as a system of li;nc--a ‘semiotic s system. A 11
r Bystem. A litonry text is a very special complex ns of communi-
Zution, its spcciﬂcity liu ‘in the fact that as & :Itn of communi-

cation it 1- bullt on.the base of unothcr systes--that of oatural

hmu. ‘ —
" Lotman sees . literary tcxt.nu s sum totll of all structural
. rehtriolu' in the text, as a system of relations of all elements within
that text. Like Imgarden, Lotman sees & literary text as luvl‘ n.v.'nl
levels--phonological, oyTuctiul, etc., each having its own organization
« 8nd all related to each ot..her and the text as 8 whole. ;l'hc elements
and the relations within and between these levels and their elements
form the definitive characteristid® of a given text,

Lotman and a mumber of the colleagues put forward the following

model of a text: f‘

lju. Lotman, Struktura xudoZestvennogo teksta (Moscow: Iskusstvo,




GCeneral meaning of a text ' \\
Semantic groupings N
Systactico-semantic structure
1, l
. . Words -
K
N '’ :
. g Phonemic¢c groups (syllables)
Phonemes
1.7 The Soviet scholar I.A. Mel'Cuk, on the other hand, is working

-on & semantic-linguistic hypothesis of the structure of a literary text,
His model is called the 'Meaning <= Text' Model and is defined as

follows:

The mpin feature of the 'Meaning &) Text' model (MIM)
consigts in the following: it is not a generative, but a
translative (= transformative) system; it does not seek to
generate grammatically correct (or meaningful, etc.) texts,
but merely to match, ideally, any given meaning with all
synonymous texts having this meaning, and conversely to
-ntchzany given text with all the meanings this text can
have. '

In the construction of his model Mel'cuk takes into account

y.v. Ivanov, Ju. lotman, et al., "Tezisy k semioticeskowu
1zu5eniju lazl'tur,” Jan van der Eng, Mojmir Grygar, ed., Structure of
Texts and Semjiotics of Culture (The Hague: Mouton, 1973), 1-28.

21.A. Mel'cduk, "Towards a Linguistic 'Meaning <> Text' Model,"
F. Kiefer, ed., Trends in Soviet Theoretical Linguistics (Dordrecht,
Holland: D. Reidel Publishing Co., 1973), 34. -
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only the communicative functions of a language; his hypothesis models
oanly competencs, not pcrfor-incc.u
The model has five "utterance rcprcult.é‘lon" levels:

1) the semantic level, where . semantic representation is assigued to
the utterance by means of semantic graphs, which consist of sementic
units and semantic relations between them, and by means of the
information about the communicative organization of the utterance;

2) the syntactic level;

3) the wmorphological level;

4) the phonological level;

5) the phonetic-graphic levcl.2

This model, when fully developed (so far Mel'duk has been
working on the lexicon, on wnat he calls an "explanatory combinatorial
dictionary'"), would give an extensive semantic, syntactic, morphological,

and phonological description of the text.

1.8 Yet another attempt to hypothesize on the structure of the
literary text concerns itself entirely with the narrative structure of
the text and its universals. Vladimir Propp was one of the first to
break down plot into a combination of specific ;iscrete elements,
limited in number, which he called functions. His analysis of Russian
fairy tales led him to conclude that in these tales there were only 3l

possible functions, _and the sequence of those present in a fairy tale

1. Af'Hel'Ebk, "Towards a Linguistic 'Meaning & Text' Model,"
F. Kiefer, ed., Trends in Soviet Theoretical Linguistics (Dordrecht,
Holland: D, Reidel Publishing Co., 1973), 35.
/

\ 21pid., 36.

s
’
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wvas llviy; 1dcnt1cnl.l

In the 1960s Roland Barthes, Tevetaa Todorov and other ﬁuch
structuralists amplified and developed P}opp't notions so as to apply
them to any .lit'cury text, .nhu and Todorov, for example, regard
the narrative text as consisting of a story, which is made of the
smallest narrative units called fumnctions, and of disceurse, which
includes narrstive time, parrative wodes and relations. The functioms,
in Barthes' theory, are o{ three types: 1) kermels, which contain s
qucstibn, or uncertainty, or choice, the resolution of which meves the
story ahead, 2) catalysts, which only elaborate or expand & kermel,
and 3) indices, which convey characterization and atmosphere, These
narrative universals allow the description and characterization of

2
the narrative structure of a literary text,

1.9 . A literary scholar interested in an analysis and study of a
specific literary text or a group of texts finds herself perplexed by
the ;ultiplicity and complexity of the modern theoretical frameworks
and has the choice of either adopting and perhaps further develeping
or modifying one of the existing ones, or trying to evolve her own in
view of her own specific goals.

Since the latter course was adopted here, the reasons why none

of the existing hypotheses was used in this dissertation and why the

~a

s

.

lyladimir Propp, Morfologiias skazki (Moscow: Nauka, 1969).

2Seymour Chatman, '"New Ways of Analyzing Narrative Structure,’
Language and Style, vol. II, mo. 1 (winter 1969), 3-36,




need was felt for the ona dovclopcd here are as tollovl.

All the oxtotin. hypotheses focus either on the linguistic,
ot on the semsntic, or on the semiotic, or on the purely narrative- »
structural aspects of a literary text., This slant was one af the msin
objections to adopting any one of them; s more independent approach
dealing exclusively with literature and aiming to establish an autonomous
literary science was sought here.

The oiioting hypotheses all show, in spite of their differences,
the same basic development of thougﬁt: .

1) a literary text i{s perceived in all of them as & relationship of
different levels;
2) attempts are made to isolate and define these levels, their elements,
| and their relationships. ‘

This basic direction of thought in modern scholarship is adopted
in this disser;ntion. An attempt, however, was made to develop an
hypothesis which would not be based on the concepts of another science,
but woyld hopefully lead to the establishment of a literary ocholnflhip
as an autonomous discipline.

The main purpose of the theoretical framework in this dissertation
is to evolve a simple, practical, and operable hypothesis whléh wou ld
account for all aspects of a literary text inm their unique totnl!ty and
c;n be applied efficiently and successfully to analyze literary works
and to proddce meaningful conclusions about them. '

— —Thts thtﬁ??’??'zzfzzﬁﬂf;;z—g;;I;:fiés. As will be seen from
the presentation in the rest of this chapter, it is not a radically new

approach., It is, in many ways, & reinterpretation, clarification,

expansion, unification, and simplification of some aspects of eiisting
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approachca. the main crttcrtou was the focus on the literary text as a
literary phenomenon first and foremost,
The motivation for the dcvclop?ont of the txut Stylistics was,

thus, highly pragmatic; the maim critegis wate the focus on & literary

text as a literary phemomenon, total eacompassment of all that forms a

} literary text, itnpltctty. and practicability,

1.10 The thcorctic&l and methodological framework of Text Stylistics
vill be discussed in dqtntl in section 3 of this chapter. At presest,
the discussiom will cemter on both its imdebtedmess to and its
differences from, ‘other hypotheses.

The main hypothesis of Text Stylistics is that a literacry
text is a linear sequence of words, sentences, paragraphs, spaces, etc.
It is also a repr;oentation‘of a meaning. Thus, a model of a literary .

text needs only two levels:

meaning

I

representation
In this sense, the idea is the same as that of Mel'cuk's ‘text £ meaning'
model; however, the multilevel models proposed by Mel'Suk or by Ivanov,
Lotman and others were abandoned here as unnecessarily complex in
proposing extra levels. These extra levels are really various aspects
of the above-mentioned two main levels.

Another main hypothesis'of Text Stylistics is that the relation-
ship between these two levels is not syntactic or analogous to tra;:-
formatipns, bat consists of various obligatory and optional operations,
This consideration precluded adopting any of the linguistic-based

approaches in full,



" Amother hypothesis of Text Stylistice 1s that everything 18 &
literary text is relsted to the mesning of that text and can dbe Q-lynbd
ang_énplaimed in terms of that mesning. Mrely structural appreaches
t:ﬁ to couolt;’uto only on a description of marrative structure.

N The study of litersry works, it is believed here, should mot
be merely descriptive or taxonomic. As with amy phencnenos under
iavestigatiom, what ome uudt« and analyses is tho untqucuu and
specificity of tlu: phcno-onon and its uuttonhtp to other phcu-tn.

mn is, in 8 literary work, s plurality of weaninge which in *
their tot’n“lit‘y give what is called the mesning of work. A litersry
wrk says something meanjngful by its totality; it mesns. The study
of literature shows that the meanings of literary works are seldom
ulliqu; or original; the works usually reiterate sgain and agsin the
basic concfrns of human bgin;z: the meaning of humen life, human values,
the predicament of an iudi#x ual vs. society, conflicts in human life,
human pnuiom‘, moral dilmqut. of human beings, etc. What makes
.a work unique is not so much itl';:hgfn; as such, but the ways and
strategies enplo}ed to express and couvey this meaning.

An analysis of a 11tertfy work ohgaig: tﬁcrefore, anluef the
following question: what are the strategies ;Eg}oyod in the work to
get its meaning across? These considerations leni\(? one of the key

N

concepts of Text Stylistics--style, which will be diléﬂ(fcd in the

following sectiom, : .



2. Isat Stylistisal The Censent of o fCrls

.

2.1 It e west nto}:unu that sveh ueeful terme a¢ otyle and
stylistice have ssquived, particularly in 30th cemtury l1iterery and
,linguistic scholarship, vhat has been callpd 18 oms survey of the
prodlea ia the Vest "a confusing polynq”;‘ e oimilaz confusion existe
ie luuu.z \

A large wumber of interesting studies, amtholegies, end works
on style and stylistice appested ia the late 1930s end 1960s, but there
otill is wo sgreement smeng the literary scholars and linguists on what
uylc‘ and stylistics ou.’ Om the comtrary, there exists & most

confusing mumber of theories and defimitions.

2.2 Is modern scholarship style is oftem used as & relative and
contrastive term.
Some scholars, for example, see style as & deviation or

deperture from 8 morm; this motion, of course, implies the existemce of

a norm and brings ia the question of defining it. Jan lan}'w-ky"c

lScy-o\n' Chatman and Samuel Levin, "Limguistics and Literature,"”
Current Trends in Linguistics, vol. 10 (The Nsgue: MNoutom, 1973), 277.

2V.V. Kurilov, "Osnovaye problemy stilja,'" Vestnik Moskovskogo
unjversitets, serija X, filologijas, 3 (September-October 1968), 3-15.

3§ee, for example, R. Chapwan, Linguistics and Literaturs. As
Introduttion to Literary Style (Edwerd Armold, 1973); §. Chatman, ed,,
Literary Style: A Symposium (New York: Oxford University Press, 1971);
Nils Erik Emkvist, Liaguistics and Sgyle (Mew York: Oxford Umiversity
Press, 1967); Wils Erik Emkvist, Linguistic Stylistics (The Hague: »
Mouton, 1973); R, Fowler, The languages of Literature (Lomdon: Routledge
& Kegan Paul, 1971); Romald Freeman, ed., Linguistics and Literary Style
(Mev York: Holt, Rinehart & Wimstesm, 1970); Graham Mough, Style amd
Stylistics (London: BRoutledge & Kegan Psul, 1969); T.A. Sebeok, ed.,
Style in Language (Cambridge, Mass.: The M.I.T. Press, 1960.)
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theory of poetic language as an aesthetically motivated departure from
a standard language, expressed, for example, in the foregroquing of

certain linguistic elements, is representative of this line ef Zhouzht.l

Thidaviev of style is related to another one, which sees style
§ & function and leads to the definition and analysis of functional

styles. These functional styles in a language are seen as differentiated

by the concentration of features.

2.3 Qthers see style as a recurrence or comnvergence of specific
textual elements and patterns. Style then becomes a matter of selectionm

or choice between the available opiL_ens, a matter of preference for

certain sounds, words, phrases, sentence patterns, etc. MN. Knkvist

"and V., Vinogradov are two of the main proponents of this view. Roman

Jakobson is yet another one, his definition of poetic functiom being
that it 'projects the pri;ciple of equivalence from the axis of selection
into the axis of combination."

Linguists of the trunsfor-ntional-generativé school also see
style as a matter of choice and preference, and study s writer's style

in terms of his preferences for certain optional transformations.

Richard Ohmann's work is an example of this approach.

2.4 All these and many similsr notions define style in terms of

something else: style as a deviation from & norm, style as function,
[

as recurrence, &8s selection, as preference, etc,, and each definition

lJ. h.nui'ovak)’r, "Literaturnyj jazyk i poeticveskij jazyk," N.A,

"Kondrasov, ed., Praiskij lingvisticeskij kruzok, (Moscow: Progress,

1967), 39-56

2Roman Jakobson, '"Concluding Statement: Linguistics and Poetics,"
in T.A. Sebeok, ed., Style in Language (Cambridge: The M.1.T. Press, 1960),
358. -

3Richard Ohmann, "Generative Grammars and the Concept of Literary
Style," Word, XX (December 1964), 423-439.
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involves a further definition of a norm, or of functiom, or of optlons,
etc. These theories gre all descriptive and taxonomic, but not

explanatory.

2.5 Recently, some scholars even argued that the concept of style

should not be used in linguistic and literary scholarsnip. Bennisén

.

Gray, for example, argues that there is no such thing as style and sees

the use of the concebt as1“the basic obstacle to the progress of
literary studies."l J.M., Ellis, too, states thni the concept of style
"gerves only to confuse and obscure the relationship’ between linguistic
analysis and literary study.

o B. Gray's main argument is that the concept of style is tauto-

logical:

If stylistics consists in differentiating, evaluating,
arranging, and classifying particular styles, and par-
ticular styles are whatever is individual about a work,
and whatever is individpal about a work is the work
itself, then the history of literature is indeed the
evaluation and classif¥cation of 'the individual,' but.
.there is no_need to call it style or this procedure
stylistics, :

-

What he argues against, however, is really not the concept itself as the
use of terminology.\‘ﬂe fails to see that when one wants to study the
individuality and uniQueness of a literary work, the term "“style" {is
simply more convenient and a lot less confu;ing than "individuality.,"

Literary scholarship, like any science, needs its own specific, exact,

*

lgennison Gray, Style, the Problem and its Solution (The Hague:
Mouton, 1969), 17.

23 .M, Ellis, "Linguistics, Literature, and the Concept of Style,"
Word, XXVI, mo. 1 (April 1970), 65.

3Bennison Gray, Style, tie Preblem and its So}ution, 67.
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and vell defined metalanguage.
J.M. Ellis argues that the concept of style belongs oamly to
ordinary language, where it is "a way of avoiding those areas of the

meaning of a word which are mot considered essential to the speaker's

dominant purpou."1 He proposes that

» + +» we should not speak of the stylistic functionm of a
linguistic item but, instead, of its precise function;
nor of the style of a piece of language, but instead of
its precise meaning and effect . . .

The analysis of the precise functipn of a linguistic
item or structure in a text is in effect the analysis of
its relation to all the other elements of the text of °
which it is part. This is a study, then, of the combin-
ation of linguistic structures in a text.

‘
It seems that Ellis' argument is against one of the many usages
of the term '"style," particularly the one used in ordinary language,
i.e. that :1t refers to a way, manner, or form of doing or saying.
somethins."3 Ellis hopes that synthetic linguistics (as opposed to
analytic), concerned with 'the interaction of a given set of meaningful
structures and with the resulting structure and function of the whole
text"“ is the answer, because 'critics of literature are concerned gith

the interaction of general features of language to form a unique

5 . , )
structure," In connection with this, Ellis mentions such terms as

lJ.H. Ellis, "Linguistics,\Literature, and the Concept of Style,"
Word, XXV1, nmo. 1 (April 1970), 72-73. -

21bid., 75.
31bid., 67.
41bid., 75.

3Ibid., 76.



- "cohesion" and "congruence" as more useful.

2.6 . However, Ellis does not consider the fact that in s number of

studies an attempt has been made to define style precisely in terms of

vhat he calls "the combination of linguistic structures im a tcxt."l

There are approaches which do not see style as a relative,

contrastive, or isolative concept applicable only to certain aspects
of a literary work. B, iir-unskij, for example, spoke about

“teleologicCeskoe ponjatie stilja kak edinstva priclov";z he wrote: .

llo3Tuka peCCMATPUERET AUTEPETYpHOE NpOM3Ee-
LeHUe, K&K 3CTEeTUUYOCKYL CUCTeMy, OOYCAOBAGHHYD
6AMHC THOM XYAORXECTHOHHOIO 3&J8HUA, T.e. KEK CHC-
TeMY NMpueMoB. C 3TOHi TOUKM 3peHMA, M MeTLMueC-
KO€e TMQCTpOeHue, M CJAOBECHMWHA CTuJNb, M COXETHAaS
KOMIIO3ULIMA M CEMHNA EHOOP TOR MAM KHHOY TeMM SBAA-
‘OTCA HéM, B ITpoecce M3YUOHMA XYLORECTBEHHOIO
NpoK3BEeJeHUA, K&K NpUeMH, T.6. KaK 3CTeTUUECKH
jHeuynHe ¢eKTH, OnNpelelfeMHe CBoell XyLoxeC TEeH-
EO¥ TeaepJhoruef.3

«++«B RUEOM ©AMHCTBE XYyLO™ECTBEEHOI'O NpOKU3 -
FeleHHA BCe IpUeMn HEXOAATCA BO B3auMoneficTBuM,
NMOAUMHEHH €IUMHOMY XYRAOXeC TBEHHOMY 3aJlBHHO, J3TO
eLWHC TBO NpPUEMOB noarnqecxzro NpOM3FeREeHUA MH
06 03KaY&eM TEepMMHEOM CTUAb. |

This was written in the early 1920s; in 1928 V.M. Frice also defined
style in a similar way:

'

1.x Ellis, "Linguistics, Literature and tne Concept of Style,"
Word, XXVI, no. 1 (April 1970), 78. .

25. iirmunskij, "2ada¥i poetiki;" Voprosy teorii literatury
(The Hague: Mouton, 1962), 23,

B. iirmunskij, "K voprosu o formal'nom metode," Ibid., 158,

4. Zirmunskij, "Zadai poetiki," Ibid., 50.



A¥Tepe TYPHHt CTMA® -~ ITO TEKO® X@ 3AKOHO-
MEePHOG-@LMHCTBO BCEX COCTABAAOLMX AMTODaTYPHOO
NMPOKIEGACHNE MJAM CYMMY ANTOPATYDHMX Mpouasene-
HU# KOMIIOHE@HTOB, K&K INCHXOWLeO0AOrKueckux (Te-
MATMKR, OOPB3M K T.A.), TAK M TOXHOAOI'NNOOKNX
( *aEPOBWX, AJHKOBNX M T.Nl.) MAM MEAY® ORroHx-
yeckoe eauHcTBO "dopMu" lv'cvopxanun'.

The same concept of style has been redefined in the 1960s by D.S.
Lixalev as follows:

CaezveT pel3auyaTb LPR TIOHATMA CTHAA B
JAATepaType: CTUJAb KBK AERJeHMe A3INKA JAMTeDs TypPH )
¥ CTHJb K8K ONpelileJeHHAS CUCTeMA PODMM M -
cColiepRaHKA .

X CTJb = He TOJAbKO QODM& HA3IWNKA, HO 2TO

o6 " e AMHALWMA ICTETUUOCKMP ITDMHUMII CTPYKTY-

P4 BCero copepmeaHuMs X Bcef GOpMH NTpON3IBe -
AeHUA. CTUJIOSPA3YLmAA CUCTeM8 MOEeT OHTb
BCKPHT& BO BCEeX 3JAGMEHTAX NpoOM3IBezeEMs. Xy-
Aoxec TF@HHH] cTuJb OoO"exunmer B ocebe BOCHDMU-
ATHe LePCTBMTEeAbHOCTH, CBOMC TBOHHO® IMca- 5
TeJrX, M XyAORXeCTEeHHH! MeTOZ mmcaTexs, O6y-
cxoaaexugﬁ 3gayaMM, KOoTopuwe OH cebe

CTuBUT.

2.7 In this disaert;tion, the thegry of Text Stylistics closely
follows the above concept of style as the most neanihgful and pragmatic,
The definition of style as the unique specificity of a literafy work,
&8s the totality of all aspects of a literary work is adopted in Text
Stylistics. This concept ;f style is one of the cornerstones of Te;¥
Stylistics. Style is everything in a‘'literary work; style is the work.
Thg main purpose of Text Stylistics in view of this concept of

style, is to discover, formulate, and explain the unique specificity of

a literary work, or of literary works by one writer or of a group of

ly M, Frile, "Nasa pervoolerednaja zadala," Literatura i
marksizm (Leningrad: Priboj, 1928), mo. 1, 5. '

2D.S. Lixlzev, Poetika dkevnerusako] literatury (Leningrad:
Nauka, 1967), 36.




"writers. The study of style 1., by its mature, co-parlttvc. since the-
untquqnenl and specificiy of a uork or J sroup of works can bb\gotcr-

| \

mined only through comparison and eontr.o:. ‘

In the case of the analysis of one literary work, the style of
that work is defined here as the untquo specificity of ttl meaning, its
structure, its elcnentu, ita relations, and 1:. ltratcgica.

- In the case of the amalysis of a group of works, whether by one

writer or dy several, ity}c is defined here as the shared picfcrane

for certain meanings, structures, elements, relations, and strategies.'®

. 2.8 1 Text §tylistics, therefore, must have hoth » theory and a
methodology for the intrimsic lt;liltic study of literary texts. In
Text Stylistics--as distinct from t;k§ semiotics, text semantics, text
linguistics, or text ntructurnlis-nklin elements and tclatioks in a
literary text are analyzed in terms of qhe unity of th; literary work.

: )
The thebry and methodology are pXesented in the following

sections of this chapter.
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3. Taxt Stylistics; Theory and Methodology

3.1 In the theory of Text Styltotics 8 literary work is seen, first
of all, as s narrative text, & discourse, i.e. a meaningful, conmected,
discrete, linesr order of lontenccc; It is a pri-lry observabdle level
at which a literary work visibly exists on printed pages; lg-is the
level of the representation of a narrative text.

It is possible to study and analyze the structure of this level
and 1Es elements: sounds, words, sentences, paragraphs, monologues,

o«
dialogues, sections, chapfers, etc., as vell as the relations between

~
these elements gnd their rwl.tion. to the narrative text as a whole.
Such an analysis, however, would be inadequate for the study of a
literary work, because it does not take into account the -innins of
the work as a wvhole,

The major hypothesis of Text Stylistics is that each sound,
each word, each sentence, each paragraph, sach element of this linearly-
ordered linguﬁstic material called a marrative text can be fully
accounted for‘in terms of

1) the unity of the entire literary work,

2) its over-all structure, .

3) 1£s operations.

These three main concepts of Text Stylistics are explained and

discussed in the following sections.

3.2 The first key concept of Text Stylistics, the unity of a
literary work, is the meaning of a work, the message of a work as a

unit of artistic communication., This meaning or this artistic message
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is termed in this dissertation s symbolic -nlntgg.l the word "oy-bolic"
being used to stress the specificity of this meaning in & literary work
as a totality, a unit of communication,

1t is sassumed here that every litern}y work has symbolic
meaning or s meaningful and interconnected plurality of symbolic mean-
ings, which is not identical with the paraphrase of a work. One of the
major tasks of a literary scholar is to analyse, formulate, and verify
this symbolic meaning of a work under annly-li.

AY

AN .
3.3 The second key comcept of Text Stylistics, the over-all

structure of a literary work, is the comceptual structure of a work.
The comceptual structure of a literary work consists of various
conceptusl elementa, which are grouped in a non-linear way info

c&nceztual groupings. The conceptual structure of a work is formed

by these conceptual groupings and the non-linear, semantic relatioms

among them,

This level of the conceptual structure is mot directly observable
in a8 literary work; it is a theoretical a.iutnction formulated-in the |
theory of Text Stylistics as a working hypothesis.

Some of the most commonly present conceptusl groupings in a
literary work are, for example, the natrafbt, characters, time, place,
events, and actions, F;r example, a character (since the research im
this dissertation is focused partly on characters) in a literary work
is usually s conceptual grouping which consists of some or all of such
conceptual elenept: as name, sex, age, nationality, marital status,

education level, social background, profession, personality traits,

a1l key terms are underlined in this chapter when they are
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beliefs, views, and opinions, On thie level of the concoptuai structure
these elements, as have been stated earlier in this section, are
grouped in a non-linear way; .they are, however, semantically related to
each other, to the conceptusl elements of other conc;ptual groupings,
and to the symbolic meanings of a work in a most complex way.

The conceptual elements which comprise the comceptual grouping
of & character in a literary work are not all &6f equal significance in
relation to the symbolic meaning. In some works, for example, the
physical appearance of a character, or his/her marital status, or age
are of no special importance, while in others they mmy be of crucisl

importance.

3.4 it is necessary at this point to bring out one very specific
distinctive feature of the conceptual structure of literary texts:

the narrator., The theoretical preliminaries of an analysis of the ways
in which literary texts are ordered and structured in relation to the
narrator present a complex problem. The complexity lies in the umiquely
special position of the narrator in relation te all other conceptual
groupings.

-This presents another major hypothesis of Text Stylistics: a
literary work has one and only one nmarrator, and this marrator is the
only one obligatory and absolutely indispensible requirement on the
level of the conceptual structure., There could be literary work without
characters, without place, without action, or any other conceptual
groupings, but there cannot be a literary work without a nlrrator.on
the level of the conceptual structure, *

The narrator and the nature of his relationship to other con-

ceptual groupings, particularly to that of a character, will be discussed



in section 4 of this chapter.

3.5 As may be seen from the preceding discussion, the Ehcory of
Text.Styliuttcn postulates two structural levels in a literary text:
the linearly-ordered level of the narrstive text structure (the level
of representation), and the level of the comceptual structure, which {s
the level of meaning vhere all elements are semantic and semantically
related,

The relstion bcfveen the two--that is, the relation between the
strictly linear order of words, sentences, paragraphs and chapters in
a text and the non-limnear, semantically grouped conceptual structure
of semantic elements and semantic relations--brings out the third key
concept of tne Text Stylistics: the ogerugion:. The hypothesis is
that the operations establish the relationship between the semantically
grouped conceptual elements and the linear ord?r of words and sentences
in a uniquely specifiable way which conveys the symbolic meaning of s
work. . ’

Some of these operations are universal for sll texts, while
others may be peculiarly characteristic of a certain literary wark or
group of works. The most apparent universal omes are grouping and re-
grouping of the conceptual elements: deletions and anaphoric processes;
the allocation and actualization of tne narrative viewpoints;
verbalization and lexical selection; formation of the syntactic structures
of the sentences; sequencing of the sentences, paragraphs, monologues,
dialogues and other segments of the text,

Operations, as used here, can be equated with the strategy
employed in a given work for getting the symbolic meaning across. In

this dissertation, due to the aims of research, attention is given to
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those operstions which involve the allocation and actualization of the
narrative viewpoints in a literary text. These operations are discussed

in section 4 of thls chapter.

-

3.6 Thus, & literary work is seen in the theory of Text Stylistics
as haviog only two levels o’ structure: the abut;.ct level of the
conceptual structure and.the directly observable lcvgl of the narrative
text structure.

Schematically, this .concept of the structure of a literary text

may be presented as fqllows:

CONCEPTUAL STRUCTURE
- (the level of semantic givens)
Not directly
obgervable (Marrator; characters; time; place;
actions; events; etc,)

OPERA TIONS
(Grouping; re-grouping; deletioms;
Net directly anaphora; linear ordering;
observable narrative viewpoint and mode;
atc,)

\ /.

TEXT STRUCTURE
(the level of representation)

Direcfly i (Words; sentences; paragraphs;

observable monologues; dialogues; chapters;
{ etc,)

The point to emphasize here is that this view of ‘the literary
text is a hypothesis proposed here for an analysis of that text, Both
the conceptual structure and the 0per=tionl are hypothetical abstractions
postulated here as a working hypothesis for the purpose of an analysis

of the literary text,

r

3.7 As has been said in section 2 of this chapter, in the theory of
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Text Stylistics the style of a unnry work is seen as the umnique
specificity of that literary work, as the totality of all its Mlo-nntl
and :alationl. The theoretical considerations of this section allew
expansion of ‘:nu definition as follows: the style of a literary work
is the unique tqtil(ty of its symbolic meaning, its conceptual structure,
its operations and its text structure, Idolily, every individual

element and every operation in a work have to be snalyzed in relatiom

to each other and to the entire work in order to arrive at & formulation

of the style of that literary work.

3.8 Hethodologically,‘%hin working hyﬁothclll may be applied as
follows. |

After a number of close readings and tentative analytical
examinations, one of the first methodological procedures is to make one
or ini‘ially several hypotnetical formulations about the symbolic
meaning and about some ot the main operations of the work under snslysis,
These hypothetical formulations will samount to the imitial imtuitive
assumptions about the style of a work,

i The next step will be to test, re-formulate and deepen these
initial intuitive hypotheses by means of a nu-bgr'of procedures.

First, the linear ordering of a text is dissolved into conceptual
elements and conceptual groupings are established. Once it is postulated
and verified in a text just how these elements are gxouped conceptually
and what are the semsntic relations between thesgfgonc ptual groupings,
then the operations can be recovered.

Basically, the testing of the initial hypothesis consists of
nbstructiné and reconstructing conceptual groupings and their semantic

relations on the level of the conceptual structure and then tinding how
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these groupings are ordired on the level of the limearly ordcrod‘taxt.
This procedure will reveal the operational strategies employed to

convey ‘the symbolic meaning.

3.9 Methodologicslly speaking, total accountc‘ility of style is

virtually impossible because of the enormity of the task. Inm practice,

P
.

it is best to concentrate on certain aspects of s wopK and as a result

to foriq)ate some stylistic features. The study off certain aspects,
however, must be done with constagt reference and An direct relationm to
all other aspects and to the work as a whol ”
The nnniy.ia in this dissertation I
characters, narrators, narrator/character relationships and the narrative

modes in the works of molodsis malaja proza. These cong!ptu.l groupings

and their relations and the narrative modes are analyzed here not inm
isolation, but in their interrelation with the symbolic meaning and
other relevant aspects of the works im question. The decision to
concentrate on these specific aspects of molodajs melaja proza was made
at first as the result of an intuive hypothesis that the nature and the
characteristics of these aspects are the stylistic features particularly

dominant in the style of molodaja-malaja proza. It is one of the aims

of this dissertation to verify this hypothesis.

3.10 One of these aspects is the nature of a character. A character,
as has been said in gection 3.3 of this chapter, is one of the.con-
ceptual groupings in 8 work and may consist of a wide range of conceptual
elements of varying significance in relation to the symbolic meaning

and style, These conceptual elements may be name, age, sex, nationality,

marital status, education level, social bcckgrouki, profession,

S
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personality traits, beliefs, views, epinions, physical appesrence, etc.
These slements are not of equal sigaificance; some mey be domimast ia
their eigwificance. Sometimes, the absence of & traditiomslly expested
q}o-n;, such as mame or natiomslity, msy be of demimsnt oignificance.
- “ In an samalysis of the main characters of poledgis welgje prems,
those elements in the comceptusl groupimg of the main eharacters which
were found to have 8 domimant structursl eignificamce in velatiem to
the symbolic meaning of a vorh‘luvc been abstracted, smslysed, apd
compared from work to werk. Omnce a large sumber of common elements in
the conceptual groupimgs of the main cheracters of melodajs melaje
prozs have been found, conceptusl -odcio of the main characters cam be
constructed for the purpose of analysis and comparison (see sectiom 4,1

of Chapter 111 and section 4.8 of Chapter IV).

3.1 As for the narrator, narrator/character relationships smnd the
narrative modes, the theoretical and methodological preliminmaries present
such a complex problem that they will be discussed separately im the

follewing section.



4. Text Stylistics: The Narrator and Narrative Modes

4.1 At this point of the theoretical presentation it is necessary
to d?vo:e special attention to the marrator in a literary work: partly
because it is one of the most important and interesting problc;. of.
literary scholarship and partly because the reoearc?ﬂin this dissertetiom
focuses on the narrato;;-;nd thei;;r;l;;ve‘-odcs.

A brief discussion of the hypotheses put forward by other
scholars qn the nature of the relationship between t;e author and the
narrator, on the nature of the narrator and on the exprension>ot the

points of view in a literary work will help to elucidate the main

theoretical assumptions,

4,2 An intuitive nssumptionAthAt a4 narrative text is a monologue,
i.e., a linear sequence of sentences attributed to one and the same
speaker, underlies most of the recent attempts to analyze and classify
narrative modes.

The options differ as to the identification of this speaker.
In the case of a nen-literary text (articles, scientific books,
dissertations, monographs, etc.) this speaker is naturally presumed to
be the person who has written the text and everything in the text is
directly attributable to that person except things clearly marked by
quotations. In a literary text, however, the situstion is different
and EPe discussion centers on the question of whether this speaker is
the author himself or the literary device of a narrator. The matter is
further complicated by the fact that some scholars in the West and in

o

Russia use the word 'author'" in two senses: as th® real biographical

author and as the figure or the image of the author as it emerges from
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a8 works ‘
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6.3?'_ For example, both N. Friedman and 3. Romberg see the 'suther"
as lé}ozsible speaker in a litersry work ;nd therefore dzntingullh
between the werks tarrated in various u-yf by their "authors' and the
works narrated in various ways in the lst person by one of th;
characters whom they then call the "marrator."” MNeither explfcitly
define what exactly is meant by the "author."

Friedman g;oposcu a typology of the narrative modes arranged on
the scale of the gradual extinctign of the "author's' mental presence
and attitudes in a uork.1 This typology, however, does not take imto
consideration the en;ire linguistic and/or se-nngic presence of the |
"author" in a text but only his explicitly expressed mental state and
lttitude;. |

Romberg's typology reflects his view that everything in &

narrative text is attributed to the "author,'" except im the case of the

~

lst person novel, which is ''a novel that is nmarrated all the way along
in a lst person by a person who appears in the novel, the nnrrntor."z

Romberg, unlike Friedman, does not claim the total extinct ion of the
\

"author' from the work; he is of the opinion that in the lst person
novel

the author makes the novel narrate itself through the mouth
ot one of the figures taking part in it, The real author
withdraws from the ugene, and instead brings forward the
fictitious narrator.

IN. Friedman, "Point of View in Fiction: the Development of a
Critical Concept," PMIA, LXX, 5 (December 1955), 1160-1184.

28. Romberg, Studies in the Narrative Technique of the First-
person Novel (Stockholm: Almqvist & Winkel, 1962), 4.

31bid., 4.



In the lst person novel ''the sauthor really hides behind his nnrrltor."l

4.4 A groving number of scholars, however, make a point of clearly
distinguisning between the "author" im a literary work and the real
- N
author. F, Stanzel, for example, suggests the ?llwingz
Interpreters of the novel frequently overlook the fact that
the figure of the suthorial narrator is not simply.identical
" with the personality of the author. Several critics have
remarked on the differences--to be sure often quite subtle--
between the actual author and his narrator-figure. In order
to distinguish the specific nature of theynarrator-figure more
sharply from the personality of the actual narrator the term
authorial medium will be used im this study. This term
combines all those aspects of the authorial marrator which
can be discerned as the narrator forms himself in the process
of narrat jon., The authorial medium must also be distinguished
from the figural medium, which must always be a figure of the
novel Ehrough whose eyes the reader seems to view the fictional
world,

4.5 Russian Formalists held the same view as Stanzel: the real
author and the "suthor'" in a literary work must not be identified.
The actual terminology used in the Russian Formalists' studies is,
however, regretably confusing. Although they themselves claimed to be

specifikatory, they often used the same term avtor both for the liter-

ary author and the real auther without precisely specifyimng the

difference., Neither were other terms used, such as povestvovatel',

rasskazcik, or skazitel', explicitly defined.
s

i

1B. Romberg, Studies in the Narrative Technique of the First-
person Novel (Stockholm: Almqvist & Wiksel, 1962), 9,

2p, Stanzel, Narrative Situations in tne Novel (Bloomington:
Indiana University Press, 1971), 24-25. *

3See, for example, B, Ejxenbaum, "Kak sdelana 'Sinel' <Gogolja,"
Texte der Russischen Formalisten, Band 1 (Munchen: Wilhelm Fink Verlag,
1969), 148-150; Ju. Tynjanov, 'Literaturnyj fakt,' Arxaisty i novatory
(Berlin: Priboj, 1929), 12-13.




It was left to the scholars who associated with the Russian
F?rIlliltl and vho contimued to work later on their own to produce the
formative works on the subject. One of these scholars is V, Vimegradov,-
who saw the concept of style and the concept of the "obraz avtora"

closely related. Vinogradov saw style as

€LMHC TBO MHOroo6pa3mus, KaK CBOeOSpa3Hyl "CHUCTeMy
cHUCTeM", OOHNYHO n$m HaJ¥u9YMM €eLMHOI'O MJM Opramnuaa-
OMOEHOI'O HEeHTpA.

This single organizing center Vinogradov defined as the obraz avtera as

follows:

b "oSpa3e aBTopa", B ero peuerol CTPYKType 06" -
€LIMHEAITCH BCe KBYECTHEA M ocodgxnocru CTKAA XYy-
AOR@C TEOHHOI'O INMPOM3IBENleHMNA. . .

O6paa 2pTOpa& - 3TO He MNMpocToli Cy6"eKT peum,

. yame BCErO OH z2%e He HB3IBAH B CTPYKType
XYAOXECTREeHROI'O NMpOM3IBeAeHKUA. JITO KOHHNOHT- .
PUPOPBHHOE BONJOWEHME CYTHM NpPOM3IBONECHMSA,

o6 "eaMHMOWEE® BCO CUCTEMY DEOUEBWX CTPYKTYP
rnepcoHaxeft B UX COOTHOmMEHMKM C NOBeCTBOB&TE-
JieM, PacCCKB3YMKOM MJAM pacCKa3uMkamM M yepes
HUX sBASOIEECH MAeﬁ#6-CT§Aucruuecxnu cpeno-
TouneM, $OKYCOM LI€XOrO.

Vo re
4.6 " The scholar who made one of the greatest comtributions im this
field is MM, Baxtin, His main premise was that every u nce in the
sphere of speech has its own speaker. Tht.y:t;erance is & sign of the-

speaker's semantic position, a personification of tne meaning,--and as’

such invites dialogic relations and responses: confirmation, addition,

v 1V. Vinogradov, ''Nauka o jazyke xudozestvennoj literatury i ee
zddaci,”" lssledovanija po slavjanskomu literaturovedeniiu i stilistike
(Moscow: AN SSSR, 1960), 11,

21bid., 23.

. Vinogradov, O teorii xudozéstvennql_xeéi (Moscow: Vys;ajl
v
skola, 1971), 118.
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elaboration, clarification, disagreement, opponi’lon, etc.

‘Baxtin also claimed--and this point is very important for the
problem of the narrative -odcl:-tbnt these dialqgic relations are
possible and exist mot only between the Jktcrnn]ea made by the speakers
in a dialogue but also within the single utterance of one speaker. Im
such a case the speaker mot only produces an utterance but lloo'conveyo
his own distance from that uttérance, limits bhis authorship and indicates
his dyplogic’;elation to 1t; Baxtin's classification of the basic types
of i rative speech is based on these prenileu.l -

Baxtin's hypothesis that within one utterance and within one
narrative there may be s dialogue, a polyphonic interchange of a number

of voices created by this narrative has been incorporated imto the

%heory of the narrative modes in Text Stylistics.

4.7 One of the most recent and most comprehensive hypotheses on
the nature of narrative modes hls been put forward by L. Dolezel.

Dolezel proposes the dichotomy of the "marratos's discour.k"
(which is designated as DN in his sook) and the "character's discourse"
(DC in his book) on the level of what he calls, without clear explanation
of its meaning, the 'deep' structure of a literary text.z Dolezel's

scheme of a narrative text on this level is

T —> DN + DC or T

DN DC

where T stands for a narrative text.

IlM.M. Baxtin, Problemy poetiki Dostoevskogo (Moscow: Xudoiestvennny
literatura, 1972), 340-341.

2L. Dolefél, Narrative Modes in Czech Literature (Toronto:
University of Toronto Press, 1973), 4.

31bid., 4-5.
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4.8 Dolefel's theory, as presented in his Marrative Modes in Czech

Literature, served as a starting point im tne dgvelop-hnt of the
hypothesis on narrative modes within Text Stylistics im this disser-
tation., DoleZel's theory has, however, been radically and extemsively
modified here in light of th; folloving connideratiggl.

Dolezel, in support®f his views, pointl’ouc that in the works
of Russian scholars in the early 1930s a '"marrative text revealed its
‘polyphonic’' character; it aﬁpenred as a field of confrontation of
nu;eroun 'voices' . . ."1 and refers pnrticﬁlarly to Baxtin's work.
Baxtin, however, did not see 8 narrative text primarily as an opﬁooition
of the "narrator's discourse" (DN) and the "character's discourse" (DC),

or as a confrontation of voices. Omn the contrary,

TaM, rie eCTo B BETOPCKOM KOHT@KCTe NpAMas
peus, AONYCTKM, OJHOr'O repos, MEpes HAMM B
npenejeXx OLHOI'O KOKTEKCT& [ABA& PeYOBWX NEeHT-
P8 ¥ AB& PedHOBNX €LMHCTE&: €AMHCTBO &BTOD-
CKOI'O BHCK83HBAHUA M €LMHCTERO BhCKa3WBEHHA
repos. HO BTOpoe eLMHCTBO HEe CEMOCTOATEJbHO,
TMOAYMHEHO MePBOMY M BKJOUEHO B Hero Kak

OIMHE M3 er'O MOMEHTOB.

This intuitive assumption that a narrative text is an explicit
(overt) or implicit (covert) -onologue,.i.e. that there is only one
narrator in a literary text, has received some support in recemt studies
in semantics and syntax, especially those wnich deal with performative
analysis. Recently, s number of linguists and len;nticiltl have been
discussing the hypothesis that in its semantic performative represe;t.tion

every sentence has a lst person pronoun, a performative verb, and a

second person pronoun: 1 say to you that , . . , I tell you that . , . ,

.
1, Doleiel, Narr&;ive Modes'in Czech Literature, 3.

2M.H. Baxtin, Problemy poetiki Dostoevskogo, 250.




\

40

1li ' ‘ | 9
1 state to you that.., ., . , I order you to . . . , I ask you\. « e
etc. Some scholars have argued that this hypothesis is mnot upplicabll
to impersonsl sentences found, for example, in official iastructionms,
public announcements, mews Ltems, etc., while others brought forward
comvincing ¢v1dc;cc that there is both an "I" and & "you'" im the l
semantic ltructure‘:f every sentence, including the impersonal onn..l

On the basis of these studies in semantics, it is safe to sssume
that the sum total of thhoe semantic "I'" of every sentence in a text
produces the semantic totality of the speaker, and this speaker in a

literary fhxt is the marrator, His presence may or may mot be lim-

guistically expressed. . .

4.9 In view of the above, it seems that Dolezel's insights inmto the
dichotomy of the DN ("narrator's discourse') and DC (''character's
discourse'') are app{icable only on the level of the text structure, i.e,,
on the level of representation (see the section 3.6 of this chapter).

On this level the DN and DC are, as DolezZel says, "in concatenation lnd&
alterntion,"z in oppoaition,"3 "{n dynamic correlstion ranging from
absolute dichotomy to complete lssinilation."a Dolezel's scheme of a

.
narrative text is taken here, in Text Stylistics, as reflecting the

state of things on the level of the text structure only.

15.R. Ross, '""On Declarative Sentences,”" in R.,A. Jacobs and P.S.
.Rosenbaum, eds., Readings in English Transformational Grammar (Waltham,
Mass.: Blaisdell, 1970), 222-272. Anna Wierzbicka, '"The Semantics of
Direct and Indirect Discourse,'" unpublished paper, 1974,

ZL. Dqlc{el, Narrative Modes in Czech Literature, 4.

31bid., 15.

4Ibid., 4.
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[ 4
The relationship on the level of conceptual structure (see

section 3.6 of this chapter) is, however, not‘that of

T —> DN + DC or i'\ .
DN~ T DC

There, both the marrator and a character or characters are conceptual
groupings in complex semantic relat ionships. The marrator is an
obligatory conceptual grouping in a literary text, and a character is
an optional one. Their relationship on the levei of the conceptual

structure is non-linear and semantic; it expresses the hierarchical

- position of the narrator in relation to & character or any other

conceptual grouping. A literary work is conceived here as being
narrated by one narrating consciousness--one narrator, whether lin-
guistically expressed or not.

The hypothesis of the narrator's hierarchical position has been
expressed by various scﬂollrl in different ways, For example, the
Russian Formalists' distinction between fabula and l]uzit implies this
hypothesis;, the very notion of s]uiﬁt implies an organizing and ordering
force, a narrating consciousness at work on tne elements of fabula.
Tzvetan Todorov also distinguisnes between the story and the mode,
defining the latter as the way in which the narrator reveals the story
to the reader.1 Doleiél, in his outline of a synthetic (generative)
model of a narrative structure, also suggests the same distinction

between the narrator and the story.

1Seynour Chatman, ''"New Ways of Apmalyzing Narrative Structure,"
Language and Style, vol. II, no. 1 (winter 1969), 3-4.

2L,Dole;e1, "Motif Analysis and the System of Sensitivity in

" L'Etranger," P. Leon, ed., Problemes de l'analyse textuelle (Montreal:

Didier, 1971), 165-173.



4.10 One of the major hypotheses of Text Stylistics is that ome of

the very primary and obligatory operstions, universal for all texts,

is the one wvhich forms a text as &8 monologue with only one speaker--

the narrator, Various further operations may transform this conmceptual
monologue into a plurality of discourses, or may generate further
wonologues and dialogues, or mey create a chain of character's nmarratives
within a narrative, or may linguistically delete this narrator im favor
of a character's monologue, and so0 on,--but only as secondary and
dependent formations tér strategic reasons in o?dcr to convey the

meaning of the narrator's monologue.

4.11 ese asnd‘ptions lead to the hypothesis that the relationship
between fhe narrator and a character (and between their discourses in
a text)/is the result of a number of operations, the first of whicn,
as has been said in the preceding section, is universal for all texts,
This primary and universal operation basically says: the narrator
-~
narrates himself and all other conceptual groupings (including that of
a character and his discourses). S8Since the focus 4m this dissertation
is primarily on the relationship bethen the narrator and & character
and, of course, their discourses, their particular relatiomship, as a
result of this operation, may be expressed as follows:
T = DN
]
DC ~
where the sign l means "'the product of'" and indicates the nature of
the relationship between the narrator and a character and between the
narrator's discourse and &8 character and between the narrator's discourse

and a character's discourse. It means that the narrator narrates both

a character and his or her discourse. The character's discourse 1is
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always fully intluded in the marrator's diecourse, There is no
dichotomy hcre;llt is ’n hierarchical structure douinnt.d‘by the
narrator,

This point 80 reveals the basic difference between the
conceptual grouping of a character and all other comceptual grogpingl.
On the level of the text structure a character may hkve his own voice,
his own discourse; in some texts this discourse may form the text
itself, with the marrator linguistically--though not semantically or
conceptually--absent. In that case all otner conceptual iroupinsl
will be narrated througn a character's discourse, with the narrator's

semantic presence and control.

4.12 Characters' discourses in a literary work are, therefore, the
product ot the narrator's discourse. They are obviously structurally
different from monologues and dialogues in a real life situation. In
real life, when two people talk, their monologues and dialogues are acts
of communication and séli-expression. When two characters 'talk' in a
literary work, it is only an imitation of a dialogue; it is really one
or the means of tne narrator's discourse to convey a certain meaning.

It is a one-way act of communication from the narrator to the readers.

Schematically, this ditterence may be presented as tollows:
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/ v a =
Dialogue in ro‘l lite: =+~ X and ¥ tadk = dialogue

[x] [¥] \

Dialogue in a literary N =monologue DN
- S
work: v {

and Y talk ‘mdialogue DC

Jaiesl

-

Similarly, when there is a cnaracter in tne lst person telling a story:

N = monologme DN
| | !
o - ¢ | = monologue DC
o | - J
| - ~lY ! = dialogue DC

N ¥
In some works, the character's monologue occupies the entire narrative

text:
N = monologue DN
l l
i ‘
| c = monologue DC
E | 4 l
I M i
% X ;7:7___“;f Y - dialogue DC

—_—

in which case the narrator's monologue is linguistically absent, but
the narrator is semantically present.

Characters' discourse, is therefore, one of the ways by which
informat ion and meaning are conveyed by tne narrator's‘discourse. 84
is in a dependent position to DN, as indicated by tne operation scheme:
T = DN,

!
DC

»

On the level ot the text structure, DN and DC, as a result of various



. operations, may be ''in dynamic correlation, ranging from absolute
1
dichotomy to complete assimilation."

4.13 The basic obligatory operation, in relation to DN and DC,
.

T = DN 1is primary and universal for ail texts. This operatiom
v - ;
DC ‘
expresses what has been discussed in the preceding sections: s
liternry text is a nonélogue. As 8 monologue, it has one and only one
narrator, and this narrator can fully reveal himself only in the l;t
person. He narrates ;ho'téit, the characters in that text, their
monologues and dialogues.

Then follows the next operation, or rather am obligatory choice
ot one of the only three possible narrative operations at tnis stage,
which result in three possible basic marrative wodes. The choice, it
is stressed here, is obligatory. All prose texts may be ;llllified
according to one of these three narrative modes, either in their pure
torm or witn further operations.

These three narrative operations and the resultant three basic
narrative modes are propo:ed here as an integral part of Text Stylistics
and are used in the analysis of the nmarrative modes and the relationship
of tQe marrator and characters in this dissertation.

In the following sections these three narrative modes are
presented and discussed in some detail. No examples are given in this
theoretical chapter, as all three nar;ative wodes are analyzed in Chapters

111 and 1V. »

x

lL. DoleZel, Narrative Modes in Czech Literature, 4.
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4.14° Omne of the three possible narrative operat ions, which must be

selected after the primary and universally obligatory T = DN, is the

DC
following: T = DN (+ Bt ). This operation fully reveals the obliga-
! .
DC

tory and only narrator in the texts of this marrative mode.in the lst
person. It means that the narrator is overtly present in the text, and
& text of this type is the overt monologue of the marrator. Im this
mode the lst pgrson narrator is linguistically--and, of course, semanti-

cally--present. This narrative mode is called here Narrative Mode }.

The main linguistic feature of this marrative mode is the presence of
the lst person pronoun and verb forms in the DN, which is indicated in
the above scheme by the marker (+ lst). In the discussion of the works

of Narrative Mode l, this narrator is called the lst person narrator.

The latter term is far from perfect, because the narrator is always in
the lst person, but this definition at least serves ss a reminder of
the fact that the narrator appears in the last jperson, i.e. fully
reveals hinsel%.

Within this mode there are usually found three different types
of lst person narrator, distinguished by‘thnt narrator's position in
relation to other conceptual groupimgs:

1) the external narrator--the narrator who stands outside the conceptual
groupings and semantic relations among them: beclgse of this
position, he may narrate, observe, discuss, comment, express his
feelings and thoughts about tne conceptual groupings and himself,
but only as an outsider, as an observer;

2) the internal narrator--the narrator who as a conceptual grouping
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enters into the semantic relations among the groupings and forms
his own ..-\.uc relations; he is in the midst of the groupings and
is imvolved; -

3) the lyrical narrator--the marrator vho is the cemter of & lyrico-
philosophical narrstive, in which be examines his thoughts, views,

and feelings, and where overythiu)n related to him.

4.15 Another one of the three marrative odperations, one of which must

be selected after the primary opeiration T = DN, is this: T « DN (-lst).
l L
DC DC

¥
This operation reveals the obligatory lst persom narrator in the text

only partislly. The linguistic ture of the resultant marrative

mode is the deletion ;f the lst pe noun and verb forms in the
DN, which is indicated in the above by the marker (-lst)., In
this mode tho$%4t person narrator is linguistically--as well as
s;-nntlcally-;prclint, but his presence is covert. Me narrates, but

not in the lst person, This narrative mode is called here Marrative
Mode 2. The narrator in this mode stands outside the conceptual
groupings and the semsntic relations between thea.

Traditionglly, this narrative mode is knowa as & 3rd persom
narrative, because the marrator's lst person forms are deleted and enly
the character’s 3rd person forws (because the marrator speaks about his
.characters in the 3rd persg;) are present. Traditionally, th{s narrator
is known as 3rd persom marrator.

The term 3rd person narrator is actually a misnomer. It has
been shéwn here that the narrative text is s monologue and has only one

narrator in the lst person. In Narrative Mode 2 the narrator's lst

person pronoun and verb forms are deleted by the above operation. The
" .
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pronoun and verb forms in the resultant DN are fn the 3rd person, which
explains the traditional usage of the terms 3rd person narfative and
the 3rd person narrator.

In this dissertation the term jrd person narrator has been

- ©

adopted for tne marrator of Narrative Mode i, but its real defimition

is the lst person marrator whose lst person pronoun and verb forms have

been deleted by an operation, and thus the only pronoun and verb forms

in tne narrative are im the 3rd person referring to the characters.
This narrative mode has numerous possibilities and is open to
numerous further operations, dependent upon the selection of a point or

points of view and numerous kinds of direct and indirect interior

-

monologues by characters.

4.16 Since there are some variations and incohsiltenciel in the use

Y

of tne terms 'direct interior monologue' (DIM) and 'indirect imterior

monologue' (1IM), particularly the latter, it is necessary to state
« . . L J
here what is meant by the terms in this dissertation.

In Russian prose the DIM of a character in the course of a 3rd
person narrative (Narrative Mode 2) is marked by the explicit or the
implicit presence of the lst person pronoun forms referring to that

character. Unlike the direct speech or thoughts of a cnlractex: usually

]

DIM has no specific purmrtuation marks.

An exsmple of direct speech by a character:
AJMK MOTIpaBUI ,[MMKY: A

- Kakue xe MH TYpMCTH?Y T1ypuCTH H& BpeMd
YXOALRT M3 AOMY, & MH H&BCerja IOpDBEJM C 38TX-
JIhM POp?AC}(Hu YOTOM M MEMEHCKMNM CeMePHHM
OGHTOM.

lys Aksenov, Zvezdnyj bilet (Aarhus, Akademisk 3ognandel, 1970),

. %

18.
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An example of thoughts by a character:
s

"MeNbUMKK JNOBAT pWOY, - yANSHVJAace [aaq.
- HocwoTpum, uTo Bu mo#imaeTe. A a7 [ofiuern
AM A 30J0TYD pPHOKY? U rae oHa naapaer, Mos?
Mope Takoe rpomasHoe..."

An example of DIM by a character:

AAMK BCKOYME, TOATAHYA We#HHF MASTOK, mTpU-
FABLAUA BOJMOCM.

TemHas =eHmuHa Naaka! He 3HaeT KBsHOBE -
NeTposa ! JTO xe aBaHIapAl Helero MCKyccThal
lofAy NOXMY DPYKy cTapuKy. Mu BeAb C EMM HOMHO-
'O 3HGKOMH. BOXTaaM TOrza o "Caazkoft mM3HK®.
OF paccresar o ¢ecTubale B KanHax, a s Torza
CKelai.,,

IIM of a character in Russian prose differs from DIM in the use
of the explicit or implicit 3rd person pronoun forms referring to that

character. However,

Since there is no structural or grammatical distinct ion
between a sentence functioning as a direct discourse and
one functionin, as quasi-direct discourse (that is, as
1IM - O0.H,), the only way to disambiguate such a sentence
in & text is by re{erence to the context or situation in
wnich it 1s found.

In Russian ]1IM is usually called '"mesobstvenno-prjamaja" or'hesobstvenno-
avtorskaja rec'."

Here i1s an example of IIM in Russian prose:

@

lV. Aksenov, Zvezdnyj bilet (Aarhus, Akademisk 3oghandel, 1¢70),

22.
2bid., 21. .

3G.H. Schaarschmidt, "Quasi-direct discourse: style or grammar?"

Canadisn Journal of Ligguistics, 12, mo. 1 (1966), 26.
3

 me 4L.A. Sokolova, "Nesobstvenno-avtorskaja (nesobstvenno-prjamaia

- Yek' kak stilistiCeskaja kategorija (Tomsk: JIzdatel'stvo Temskogo
universiteta, 1968).

.



EMy 60 TONHO M CMYTHO. ' T'&Jf ero Toxe JXp-
6MT - 3TO ACHO. M} 3aTo y Hee He urpa. M oHa
cMeaee ero. J[loyeMy 3To Tak? [IMHMYUHO Tpernaellb-
CA ¢ peSAT2MM Ha 3Ty TeMy, & JOOOBb HazeTaerT,
K&K noess B KMHO. I[loyeny 2TO CTpgiHO? bepb
OH NpPeKpecHoO 3HaeT, WTO 3TO He CTPSMHO. Jdp-
60Eb - 3T0... JAOO6OBL - 3TO... UYTO OR 3HPET O

JIO6 BK 7

4.17 Finally, the third and the last of the only three possible
narrative operations, one of which must be selected to follow T = DN ,
3 L ]
DC

is tnis T = DN

v

DC (+ lst)
A complete linguistic--but not semsntic!--deletion of the lst person

W

narracor takes place, and a cnaracter is made to '"narrate' his own

story. This is marked in the above scheme by the transfer of the (+ lst)

marker to DC. This narrative mode is called nere Narrative Mode 3.

Sioce tne lst person narrator is deleted in this mode, the only overt
speaker in the text is a character in tne lst person. He is called here

the lst person character. It is very important to remember in this case

that the lst person n‘rrator ls present semantically in this mode,

On the level of the text structure it is not always easy to
distinguish between Narrative Mode 1 and Rarrative Mode 3, lll both have
the same linguistic features of the lst person narrative, although
structurally they are different.~ In such cases it is necessary to
analyze the conceptual styucture and recover the operations 'of a work in

question,

kg “ ¢ d
> 'A ‘
1 : % . :.
V. Aksenovgggvezan] bilet, 25,
¢ S

&

®



In some works this is easy to do, because & character may
Y
clearly be identified as a cnaracter by a fictional name and other
® details. It is also easy to detect the complete linguistic deletion eof

the narrator in favour of the lst person marrative by a character in

the cases of what M. Baxtin calls raznonapravliennoce dvugolosoe slovo.

It is much more difficult to deal with the cllcs‘ﬁhete there

are no such explicit indications, but where the narrator's semantic

presence is often conveyed by the totality of the entire work. These

cases require careful'stylistic analysis of the entire work.
‘e . Lo

4.18 To sum up, the primar tory operation universal for
all texts is:

T = DN " - A literary text is a lst person

v . parrative by the lst person marrator.
DC He narrates the entire narrative

text, including the characters and
their discourses.

nen, an obligatory choice of one of tne only three possible operations

tdikes place:

<

T = DN (+1st) - Narrative Mode 1

A literary text is narrated im the
DC lst person by the narrator. The

narrator is fully revealed here.

T = DN (-1st) - - Narrative Mode 2
} A literary text is narrated in the
DC 3rd person by the lst person narrator

whose lst person presence has.been
deleted. The lst person nmarrator is
semi-revealed here.

T = DN - Narrative Mode 3
{ A literary text is narrated in the lst
DC (+lst) person by a character and the lst

person narrator's linguistic presence
nas been deleted. The lst person
narrator is not revealed linguistically,
but only semantically.
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5. Text Stylistics: The Concept ot Genre

N

5.1 The last section of this theoretica‘gghqgtct concerns the
narrative genres.\ In this dissertation the sé&le of molodaja malaja
proza, that is, of the short stories and povesti, is studied and
analyzed in comparison with the preceding socialist realism style, the
main narrative genre of which is the novel.

This approach may raise the question of how valid it is to
compareN:tyles vhich'found their full expression in different narrative
genres, or, in other words, how valid the éonparntivc stylistic study

of the characters, narrators, and narrative modes of novels, povesti,

and short stories is,

5.2 The arguments for the validity of such a study are as follows.
L]

First of all, one ot the main observations about tne stPe ot molodaja

malaja proza, which was made by many shholars and critics and is fully

supported by tne research in this Qissertat{on, is that molodajas malaia
proza developed>in opposition to cé&tain features of the preceding

socialist realism style, The litegary phenomenon of tnis opposition is
L 4

-.5
not at all unusual; as M.M., Baxtin wrote: B

B auTepaTypHOfi peus 3HaueHMe CKPHTON MoJeMMKMU
rpoMsiHo. COOCTBeHHO, B KAXILOM CTHJE 6CTb
3JIeM8HT BHYTDeHHOfi INoJeMMKM, pa3JuuKe JAUIbL B
CTElNeEM ¥ B XapaKkTepe ero. Bcskoe auMTeps TypHOe
CA0BO 604€6 MJIM MEHEe OCTpO omymeeT CBOero
CAymaTeJdA, UuTaTeld, KPUTUKA M OTpaxaeT B

ce6e ero NMpeLBOCXMMEEOMHE® BO3pAaReHMA, ONEHKM,
TQUKM 3pekKus. Kpowme TOro, JAuTepaTypHOe CJAOBO
ouymaeT psaAjOM ¢ co06of Apyroe aAMTepeTYpHOe Xe
CJOBO, Apyro# CTUJib. OJAEMEHT T&K H83WFaeMoft .
peakmmuM Ha Npezmec TBYOUMA AUTepaTYPEWHA CTHJAb,
HOAMUHHA E KaxjoM HOEOM CJOBe, SEASETCH TaKOD Re
PHYTpeELe#i noJemukof, Tzk CKe3aTe, CKpPHTOM

aETUC THAM3EIMENR YYROI'O CTHAR, COFMemsemofl qac -



TO ¥ C ABHHM NapoiMPOBEHMEM OPO.1

One of the most immediately observaLlc features of this
opposition and secret polemics is this very shift in genres from the
lengthy novels of the socialist realism ftyle to the short stories and

povesti of molodaja malsija proza. This shift in genres is a significamt

part of the inner polemics between the two styles. One of the aims of
this dissertation is to snalyze the mature of this inner polemic as it
expressed itself in the shift of genres, the symbolic meanings, main

characters, narrators and the narrative modes of the two styles.

5.3 This comparative study can be done because, on close examination,
there are no distinctive stylistic features--conceptual, structural, or
thoye pertliniﬁg'to the symbolic meaning, operations, or narrative modes--
which‘lre pefyli;r only to a novgl, dr only to a povest',6 or only to a
short story. 0

Itlil safe to suppose, as there is no evidence to the contrary,
that on the level of the conceptual structure there are no conceptual
groupings or elements peculiar only to a novel, or a povest', or a short
story. FThe narrator is an oblignéory conceptual grouping in all of them
too. On the level of representation, i.e. on the level of the text
structure, the only distinguishing charncterilticv-ay be that of the
length of a work; that is, the potential tne le;;th may have for certain
complex structural, operational and narrative strategies which are
based, for example, on repetition, on the shifts in tne narrative, on the

disarrangenen%s of the time sequence, etc. However, too often even the

length fails to be the distinguishing factor, as there are some long and

Iy, u. Baxtin, Problemy poetiki Dostoevgkogo, 336.




structurally complex povesti or short stories, gnd short and simple

novels.
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1)

2)

3)

1)

2)

3)
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Conclusion ‘

The theoretical frlltvOKRQQA§ methodology of Text Stylistics
applied in the following chapters to the three groups of works:
works of socialist realism writtenm between 1945 and 1955,

works of gorodsksja molodajs malaja proza written between 1955 and

approximately 1967;
works of derevenskaja molodajs malaja proza written between 1960
snd 1970, !

The aim of the analygis is to accomplish the following:
to discover and define the main stylistic toltur:o of the works
written within each group as manifested in the symbolic wmeanings,
main charaétqrs, narrators, narrative modes and narrator/character
relationships;
to discover and defime botn the common and the differentiating

features between the works of gorodskaja molodajs malajs proza amnd

derevenskaja molodaja malajs proza in order to define the style of

.

wolodajs salaja proza as a vhol._:_;' -

P
-

to show the differences between the socialist realism style and the

style of molodajsa mslaja proza in order to discover and define

the stylistic developments in Soviet literature.



GIAPTER 11

\
SOCIALIST REALISM STYLE
1. Socialist Realism Style of 1946-1953
1.1 As has already been pointed out in the Introduction of this

diuert.tion,1 the features of the style of socialist realism are used

in tnis dissertation as background material for tne study of the style

ot molodaja malaja proza. This dissertation does not aim at an

intrinsic characterization of the style of socialist realism.

Socialist realism is seen here not as an ideological doctrine
and a prescription, but as the style 6f the works written in 1946-1953.
The doctrine itself was proclaimed in 1934 and modified somewhat in
1956.2 Many works writtenm in the 1930s exhibit features of the style
of socialist realism, but it was anly after the war that this style
reached its culmination and its specific features became clearly pro-
nounced. Nimeteen hundred amd fifty-three.to 1957 was a peried of some
modification and cnange, and in the second halt of the 1950s and in the

1960s, the style of socialist realism began to lose its exclugive domi-

lsee section 1.9 of the Introduction.

: 2Detailed study ot tie socialist realism as & doctrine may be
found in H. Ermolaev, Soviet Literary Theories 1917-1934 and the Genesis
of Socialist Realism (Beyrkeley: University of California Press, 1963)
and C.V. James, Soviet Socialist Realism. Origins and Theory (New York:
St. Martin's Press, 1973).

56
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v

nation of Soviet litérature. Some interesting nev literary phenomens
began to emerge slongside the slowly cantimuing modification of
socialist realism style. For a full understanding of these new literary
phenonenn“it is necessary to comsider first socialist realism style
1tl¢1f.1 In this study only the works of writers of pure socialist
realism are exanihed;2 {t does not imclude the uoikl of the Sovi,t
writers wno have been writing since the Revolution, such as L. Leomov,
K. Fedin, V. Kataev, I. Erenburg, K. Paustovskij], M. Prisvin, and others,
and exnibit individu‘l styles even in the socialist realism period.
1.2 Some of the wmost insightful observations about the nature of
socialist realism style were made by A. Tertz in "Om Socialist Realism';
these observations are used here as the framework for & brief analysis
ot this style. »

The main point of Tertz's assessment of socialist realism as a
style among other styles is that socislist realism is & hybrid, ;n im-
possible combination of some of the features of the 18th century

classicist style and the 19th century realist style.

lgocialist realism, botn as & doctrine and as a style in its
various modifications, has been extensively studied in the Soviet Union
and in the West. The list of the major works may be found in the biblio-
graphy for Chapter 11. Some of the findings of these studies are re-
examined here and incorporated, where necessary, with due acknowledge-
ments.

2The findings in this cnapter have been based on the analysis of
such works as V. Afaev, Daleko ot Moskvy (Moscow: Goslitizdat, 1952),
S. Babaevskij, kavaler Zolotoj Zvezdy (Moscow: Sovetskij pisatel’,
1952), P. Pavlienko, Slast'e (Moscow: Sovetski) pisatel', 1949), A.
Cakovskij, U nas uie utro (Moscow: Sovetski] pisatel’, 1950), V.‘

Koletov, Zurbinx (Leningrad: Sovetskij pisatel’, 1956 ) and others.
For the complete list see bibliography for Chapter 11.

‘\



58

In its content and spirit, as in its central figure,
socialist realism is much closer to the eighteenth
century tham to the nineteenth . . . Like ourselves, the
eighteenth century had the ides of political purposeful-
ness, the feeling of its own superiority, and a clear
censciousness that "God is with us.'l

The hybrid nature of socialist realism style was, to a large
extent, due to the fact that it was an srtificial, superimposed style,
and not a natural development,

The spirit of political purposefulness and one's superiority
and unquestionsble rightness was at ghe core of the symbolic meaning
of the works of locinlgst realisa style.

Both styles are instructive and didncgic in their symbolic mean-
ings. Tertz describes this as follows:

When Derzhavin, in his old age, wrote the ode '"To the Great

Boyar and Military Commander Reshemysl," he gave it a sub-

title: '"or the image of what & ygreat lord should be." The

art ot the socialist realism might be given the same sub-

title: it represents tne world and man as they should be.
Socialist realism starts from an ideal image to which it

adapts the living reality . . . We represent lifte as we

would like it to be and as it is bound to become, when it bows

to the logic ot Marxism. This is why socialist realism

should really be called "socialist classicism.”

Tertz also lists such classicist stylistic features as the
positive bero,3 tne strictly hierarchical distribution of the roles of

other characters, the plot, '""the passion for solemnity,' the ''pompous

simplicity," elevation, declamation, as being also typical of the

L

1A, Tertz, On Socialist Realism (New York: Pantheon Books, 1960),

71.

21bid., 76-77.

3V. Caimaev also points out that some characters in the pre-1953
literature about Russian peasant life were "poéti klassicistskie maski,"
"polumitieskie tipazi." See V. Calmaev, '"Raspaxannoe pole," Znamja, 3
(March 1965), 205.
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socialist realiem 3ty10.

| However, Tertz states, th;.c typic;lly classicise stylistic
features were constantly combined in the works of socialist realiowm
style with some features of the realist style of the 19th century:

+ + . they try to combine the uncombinable: the positive
hero (who logically tends toward the pattern, the allegory)
and the psychological analysis of character; elevated style
and declamation with prossic descriptions of ordioary life;
a4 high ideal with truthful representation of life.

The result is a loathsome literary salad. The characters
torment themselves though not quite as Dostoevski's do, are
mournful but mot quite like Cnekhov's, found their happy
tamilies which are not quite like Tolstoi's, and, suddenly
becoming awarq of the time they are living in, scream at
the reader the copybook slogans which they read in Soviet
nevspapers, like "Long live world peace!" or '"Dowm with
the warmongers!" This is neither classicism, nor realism,
It is halt-classicist nsn-art, wiaich is none too socialist
and not at all realist,

Tertz's observations and insights capture some of the moat
essential characteristics of socialist realism style. In this chapter
his ideas are expanded in the light of the theory of Text Stylistics
in order to provide the basis for the conpariso; and study ot molodaja

malaja proza.

1.3 Tne symbolic meaning of the works of socialist realism style of
1946-1953 was an affirmstion of the C;-munist ideology and tne Soviet
System as the most progressive and humane in the world, as the answer
io all the best human aspirations and hopes. Socialist realism yofks
Optimistically presented the victorious march of the Soviet Union under

the wise guidance of the Party and its leaders towards communism and

1A, Tertz, On Socialist Realism, 83-84.

2Ibid., 90-91.
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portrayed the nev Soviet man as an ideal human being. Ou the whole, it
was 8 tendentious glorificat iow of the present state of thiags.

This type of symbolic meaning indead relates socialist reslism

e

style with the classicist style: im both there is a glorified
presentation of the ideal, a firm conviction in the possession of the
highest and the only truth, and a ;i-plritic vieion of the world., G,
Gukovskij's statements about the meaning oﬂ Ehc clnnnicioé style equally

apply to qpctllist realism style:

OenrTpassuofi Tewofl, XAe®R XIACCHMIMINGE ABASACA .
KyJAeT FOCYABPCTBOHHMX, IPARZANCKNX A06poaeTeaef,
KOTOPHM KARCCHMIM3IM NPHNOCMA P REPTEY BCO JAKUHLHO
CTPOMJAEHMA YEJAOBOKS.... OTaexsHME UQIOPEK, KBK
AUYHOCTH, B @0 HECXOACTBEe C ADYIMMM MM, B
ero YacCTHHX CTpPEeMAEHNAX, XeAREMAX, CTPatTAX, ITpH-
3HAMEACA C 3TOf TOUKM 3IPEHMA ABAGHMEM M He MeHLHMM
¥ A2xe Kak OW KecymeCTERYOuMMM. EAMHCTBEHHO HEHEWM
M TNMOLJAMHHO CYMECTEYOLMM B OOMLeCTBEHHO#! ENIEN ITDM-
3IHABE&JOCHL CaAMO OO6MEeCTBO, FOCYARPCTEO, E6 TOJAMKO
oG"e*unnnmee BCeX rparleH, HO K&k OH roraomaomee
nx. .

1.4 The expression ot tnis type of symbolic meaning in the works !g;

socialist realism was simple and straightforward, and it was uluallz -

reinforced in the form of direct statements both by the msin chqaactprt

and the narrator throughout the work. -l

S

L4

: w3 e
The works of socialist realism style presented vir;ou! acpccc-'pr "

.:. ‘
of the building of socialism and of the progress towards cou.gniqq. . The -

»

most typical ordering of the actions of the conceptual ntrucfh(‘>

¥
.

1G, Gukovskij, Russkaja literstura XVIII veka (Mos
Gosudarstvennoe ucebno-pedagogf?eskoe izdatel 'stvo Narkompr
1939), 122. .

s the ..
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of the war or some other teasea, nseded & great deal of comstructiea,
reconsgruction, or gemsral improvemsent, gnd then the detailed chremo-
logical accoumt of his imevitable victory ever all the difficulties
with the halp of the Parey. tho_;h.-.o of recomstructiea after the
war, of industrializstiom, of the t-pr;vo-.ato im agriculture, of the
glorification of labour and man's physical and moral efforts, ot‘tho
national tulun'. -oi the socialist emulation, etc., were all empleyed
to bring out the symbolic mesning of secialist }ocl;o- style: the

Soviet Uaion's triumphant march tewasd cemmunism.

1.5 This kind of literature and fn main characters have beend
described well by X. Gasfofowsks as follews:
h |

« « + only one mode of writimg--Socialist Realism--was
possible; one--Marxist--school of thought was recognized;

and one group of writers--"Soviet workers qf the pen'--
existed. As a result, Russian literature instead of forms

{nd trends developed patterms. There were topic patterams,

such as the ennoblimy iniluence of work; plot patterms,

like the peremmial tale of a young Communist improvimg tne ‘
lagging performamce of a factory; amd character patternms,

the wise Party Sccrouryl for imstance, ’nd the gryff, homest
chairmsn of the kolkhox. .

Once the demands of Socialist Realism were met--the adheremce

e, to Marxist-Lenisist ideology (ideimost'), the spiritual

commitment to the Party's sims and poljcies (partiimost'),
the rendition of Russian nationalism as Soviet class-
consciousness (marodnost')--little opportunity was left for
flights of imsgination. MNor were they encouraged; the
domain of the irrational and the subconscious are excluded
from Marxist aesthetics . . . , the Soviet pgople are seen
as a Party-led team. of builders of a future Commumnist
state. Such characters, allggedly average men and wvomen
shown im everyday work and-life, lend themselves well to
being classified as "typécul." Mass produced, they also

ly. Gasiorowska, Women in Soviet Fiction, 1917-19646 (London:
University of Wiscousin Press, 1968), 5.
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tend to be rigid, two-dimensional, and predictable in
word and nction.i
In order to understand Soviet fictiomsl characters--

‘their behaviour and motives--one has to discuss them

within their own world, vhich, in turn, has to be =

accepted on its own terms.

The Soviet fictional world is orderly, has a stable
psychological climete and permanent ideological laws
scrupulously enforced and unquestioned. Its imhabitants
are presented to the reader by an omniscient author who
reports on their thoughts, feelings, and activities in 8
straight narrative, innocent of devices except, sometimes,

a flashback)~ Nobody has access to their subconscious

lives, whether auther, reader, or the characters them-
selves. Their bebaviour is presented only on s rational
plane; their emotions can be--and usually are--controlled;
conflicts between passion and duty are resolved in favor

of duty. They expect Bo miracles except from science;
Communism is their creed; work is their way of life; they
can unhesitatingly tell right from wrong, reality from
fancy, truth from deception. They are not universal types--
for this they lack individuslity--but each is a Soviet -
Everyman moving tnrough the cycle of birth, love, work,

and death within the framework of his finite exiltence.z

A.M. van der Eng-Liedmeier, who studied Soviet literary characters
[N
10 tne works written trom 1917-1953, has described the literary type of
the 1945-1953 period as follows:

The character typical of the literary prose of this period
is the Soviet citizen who has succeeded in achieving a
barmony between personal desires and social obligations.
Some problems and contlicts may still crop up, but they
are very insignificant compared to those represented in
previous periods. All tragedy and imner struggle is
avoided and criticism and self-criticism are used as in-
fallible means of educating the characters from mediocre
to good and from good to better men. Whereas the Soviet
citizen depicted in tne pre-war period was a man who strove
after an ideal of which he had approved of his own accord,
the Soviet citizen represented in post-war fiction is
usually shown as a product of Party education.

lX. Gasiorowska, Women in Soviet Fiction, 1917-1964 (London:
University ot Wisconsin Press, 1968), 6.

2

Ibid., 10.

} 3A.H. van der Eng-Liedmeier, Soviet Literary Characters (The
Hague: Mouton, 1959), 152-153.

o
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_The Soviet citizen of this period is usually s
represented as a happy lover or husband; yet he is
always ready, if necessary, to subordinate his love to
his social duty. Tragic coaflicts or consequences of

such a choice are mot shownm, except in some Yorkj at

the beginning and at the end of this period.

As a tule, the moral and psychological problems of
the Soviet citizen are very imsignificant and withut
tragic consequences; in most cases they are so er
the guidance of the Party secretary, support e
nearest friinds or relatives of the complica
characters, o

In this dissertation the following model of the domimamt

conceptual elements which constitute the conceptual grouping of a msin

character of the socialist realism style has been constructed to be

used in comparison with the models of the msain characters of molodaja

malaje prozs. ¢

AGE: - late twenties, thirties and forties--
predominantly middle-aged

SEX: - usually male t

BACKGROUND: - working class, peasant, or revolutionmary
intelligentsia--hard working, upright,
devoted to the Communist cause

EDUCATION: - variable: in some cases professional men
such as engineers, in others cases men
without formal education such as kolxoz
chairmen, etc.

EXPERIENCE: - often fought in the war, uysually have
experience in their professions

PARTY: - usually a Party member

PERSONALITY: - devoted to the Communist cause,

1o.M. van der Eng-Liedmeier, Soviet Literary Characters (The

Hague: Mouton, 1959), 153.

21bid., 156,
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- patriotic, .
- high moral principles, <
"= hard working, .
. - devoted to one's profession and duty,

- few shortcomings, such Ws impatience,
occasional quick t r, intolerance to
other people's weaknesses, etc., some of
which are ususlly mastepwd to some extent
by the end of the work. &

(X 2

”

This so-called 'positive hero' of socialist realism style, as
Tertz observed, "logically tends toward the pattern, the allcgory."l
This tonceptual grouping is basically hagio;ra‘hic in its type: the
mein character usually has the right kind of parents, exhibits his good
“qQumlities even as & child an& youth, has high moxal principles lnd*ﬂl .
unwavering devotion to & cause, and comes out with honour and glory
from all trials and "tenpﬁntions."z

Sucn are, for example, Aleksej Kovsov and Georgij Beridze in

V. AZaev's Daleko ot Moskvy, Sergej Tutarinov in S. Babaevskij's

Kavaler Zolotoj Zvezdy and Svet nad zemlej. Andrej Doronin and Grigori)

Rusanov in A, Cakovskij's U nas ule utro, Zurbiny in V. Koletov's
.
2urbinz, Vasilij Bortnikqv in G, Nikolaeva's Zatva, Grunja in E. Mal'cev's

Ot vsego serdca, Voropaev in P. Pavlenko's Scast'e.

-

1.7 Both classicism and socialist reAU‘, as Tertz observed, were

stable and conservative styles, hostile to eiperinencatxon and originality.

-
P

[}

z
-

A, Tertz, On Socialist Realism, 90.

¥

2The hagiographic type of tnis conceptual grouping nas bgen
pointed out by Dr. S. Cioran i one of his lectures at the University of
Alberta, The Soviet critic V. Pomerancev in "Ob iskrennosti v literature,"”
Novy{ mir, 12 (December 1953), 234, calls Sergej Tutarinov, she main
character of S. Babaevskij's Kavaler Zolotoj Zvszdy, "angelocek na
kulile.”




€5

This is particularly true of the narrative modes of socislist realism
style. . ’

The dominant,--in fact, the almost exclusive--narrative mode of
socialist realism style was the Marrative Nodefz, i.e. narrative by the
narrator in the 3rd person, the so-called 3rd person narrator. Both
Narrative Mode 1 (narrative by the lst perion narrator) and Narrative

Mode 3 (narrative by the lst person character) were conspicuously

absent, » ’ »

-,

1.8 The 3rd person narrator of Narrative Mode 2 in socialist realism

#
,

style uag usdhlly‘onniscient, factually descriptive, explicit, straight-
forward, and rather monotonous. He tolerated no ambiguity or under-
statement, His attitudes and sympathies v;re clearly expressed. He was
fully behind tne main characters and openly liked and admired them.

He usually described chronologically and at length everytning
that happened to the main characters and everything they saw, felt, and
did. Occasional flashbacks into tne characters' pasts were usually
explicitly motivated as tne chnaracters' own memories or as thé narrator's
way of explaining their actions. , Theit feelings, emotions, and thoughts
were also usually descr;bed by the narrator.

This descriptive portrayal was usually supplemented by the
characters' own statements in the form of direc; speech and by their
thoughts in the traditional rendering.

This narrative strategy reinforced the concept of the characters
as rational, direct, one-dimensional people who never had amy irrational

v

thoughts or actions, or any subconscious thoughts and feelings. The
]

narrative strategy was to be factual, ‘pl'icit, realistic, with nothing

left to tne imagination and no potentf&l ambiguity. Here the incongruity
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| .
not very frequent. When used, these devices did not convey a stream

of thgérlocillilt" and "realism," pointed out by Tertz, comes out

., 4
' pnrtié“lnrly clearly.. And this straightforward pseudo-realistic

66
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description and characterization was combined with, as Tertz put it,

"the psssion for solemmity,” "pompous simplicity,” elevatiom and

docll-ltion.l

}
1.9 The use of DIM and IIM in these works of socialist realism was

-

of consciousness, or any subconscious drives and motivations. As the

following marked examples indicnii, they were used simply as an

“alternative to the expression of thoughts conveyed in the traditional

manner, It seems that the only difference between the tha ghts axpressed

in the traditional mgnner and DIM and 1IM is punctuation. For example:

3rd person
narrator's
description
of the
character's
feelings

Charactes's
thoughts

Character's
1IM

3rd person
darrator

Character's
IIM

b d

2

.

«

&

¥

TOKMEKOB HE CIIyCKad rJaa3a ¢ DORpre.
Yxe OT OJHOro 3TOrO 3peXMma& OH WYBCTBOBAaJ
dUIUYECKYID YCTEJAOCTb, KPaRHOKL ee CTeneHs,
MMOUTH MIHEeMOxXeHMe, OYATO OH caM BCeé BpeMA
fepxzJ Ha BeCY KaKyo-TO HOBHHOCHMYD TFXECTb,
SYLTO HepBH M XKJAH €0 OWAM BNA6TEHH B TpOC
BMOCTO CO CTaAbHHMM HUTAMM.

*Iie xe .3aCTpAA MaTBeM4? - BCINIOMHMX
BAPYT TOKM&KOB.- BrripoueM,6€3 JeCTHUIH CTapuk
CIIycKaeTCHA MO yroaxau... Ckopef OH ero cojpa.
A A - cpa3y HaBepx".

llecTe BUTKOB 110 TpUANaTb Ce@Mb HUMTOK B
BUTKe - rnoaxoasme. Ho Kak MoACYUMTATL BET-
pPoBY® Harpy3ky? IUlyTKa cka3aTe - CTO NATb-
necAaT uMeTpPB napyca. [IpAMO WXyHA.

Y TokMakoB& CORCEeM [IepecOXA0 BO PTy OT
ropsuyero BeTpa.

Heymeaw 2TO Buepa BeUgpoOM OH ITMX y bepec-
TOBHX Waff C BapeHbeM?“

l .

A. Tertz,

On Socialist Realism, 83-84.

2g, Vorob'ev, '"Vysota," Novyj mir, 11 (November 1951), 44.
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Or, another example:

Direct - Mponaa rAe-TO MApeHs - HW CAYXY, HM

speech AyXy, - ke ROXMAASCH OTBOTA, roeopua Te-
of 8 PeHTUR N BAPYr o0Zax ropAdMM AHNOM @€ JXM-
character 0o. - Yro 6 TaM NN CAYYMAOCH, MH 38BCerga

pPoANHe Tebe, caume?.. PaSorTah 3Ha® x B py-
Kax ce6s AepEM...

TOAKHYB HQroffi XK&XMTKy, OH NMErHys BO ABOP.

rd rson
rd perso PpyHsa mie 38 HUM, KBK CBA3&HHAN.

narrator's

description
Heywmeau oHu foraiwsaporca? HeT, HeT, TNOKa
] 1 ]
gtl';““" s XB&TUT CUE, HALO MOAYLTH'

IpPYHA [OArO He MOr'aAa YCHOKOMTBCR M, TOdb-
KO KOT'flt Bce B JOMe 38CHYAM, OTKpHAR raletTy.
Ha yinne 3aBuBaXa Bobra, M ['pyHda, OTpHBA-

3rd person
narrator’'s

:;'z::':_:i::r,‘ ACe OT meJeCTAIMX CTPAHMI, AYMAJa O IMUEHMOe:
o ctions He OroAux 6uM ee BeTep, Ee NOXOMAL OW XPYIKNe
; thou;ht; .nd' BCXOAH... [JOTOM CHOB& WMTEJAA. DOM mXM IoOA
feelings CTEAMHI P& AOM. CTAHOBKMJOCH CTPamKO, WTO, MO-

xeT 6HTb, B 3Ty MMHYTY KTO-TO JAeXaJl Ha cHery,
o6auBaa ero cpoeft KpoBbd. M uyauioce I'pyHe -
-y° TAK XOTeJO cepAue, - uTo PoauOH TOoxe TaM, B
CaMoM OMACHOM NecTe, IeXUT B NpOMepP3JOM OKOIe
M CTpeAfieT, CTpeiseT...

In both examples there is mo difference betv;en 1IM and . the
expression of characters' thoughts, except punctuation. Im the first
example, Tokmakov's IIM, which follows his thoughts, could be easily
included im his thoughts without any change in meaning. In the second
.example Grunja's IIM at the end of tne first paragraph could easily be

‘ptelented as her thoughts by the use of inverted comas with no change
in meaning. In socialist re‘lis- style IIX was reduced to another way

-~

of expressing characters' thoughts.

1!. Mal'cev, "Ot vsego serdca,” Oktjabr', 8 (August 1948), 79.
»
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2, Socialist Realism After 1953 ﬁ

2,1 After Stalin's death the general tremd of development im Soviet
literature was a gradual move awsy from the classicist, rigid stylistic
features of the 1946-1953‘period toward semi-realist ones.
G. Gibian ANfs study_of the first steps of this development
~ .chnructcg};cd the changes as follows:

The innovations made by some of the Soviet Russian writers

in the years 1954-1957 were limited to themes and attitudes

toward their subjects. They made little attempt to escape

the confines of socialist realism in style or manner. Most

of the dissident authors wrote with the same reverence for

fact, for the clc.rll, simply, conventionally presemted

scene and character,

From a purely literary point of view, many of the works

differ lictle from th# conventional Soviet productions,

wnich by their manner can hardly be distinguished sto- the
second-rate realistic writing of the 19th century.

3

2.2 After 1953 the main gist of the symbolic meaning remained
basically the same, but it was expanded and modified to varying degrees.
The general idea was still the affirmation and presentation of the .
triumphant march of tne §oviet Union towards Communism, but some works
novw began to deal with various defects, shortcomings, mistakes, and
human and socio-economic problems which hindered this march.

In some works the emphasis was very strongly o! t?e progress

of the Soviet people, and the negative aspects were clearly shown as
o

ig. Gibian, Interval of Freedom. Soviet Literature during the
Thaw, 1954-1957 (Minneapolis: The University of Minnesota Prass,
1960), 159. \ .

21bid., vii. S&e also G. Gibiap, "Soviet Literature during the
Thaw,' M. Hayward and L. Labedz, e Literature and Revolution im :
Soviet Russja, 1917-1962 (London: - ord University Press, 1963),
125-149. ’ -
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temporary, incidental, and easily overcome. This attitude was often
found prticuur,li)tn the works of the ‘lnlut realist writers who
continued to write after 1953.1

There were, hovever, a du-bcf of vorks which focused on the
shortcomings, problems, and thg negative aspects of Soviet society. )
These vorls often deslt with a lack of sincerity and openness in Soviet
life, with the power of bureaucrats and tyrants in all walks of life,
with the 1nd1;ijual hardships experienced by ordinary people, with the

.

problems of marrisge, love and fﬁiif; and with the pprcrnyll of some
negative aspects of‘Soviet life and negative characters. Some works
even deslt exclusively witn various human and social problems, without
obligatory references to the tfiumphant march toward Communism.

Ju., Kazakov's works, for example, Aeal with ordinary people and
their emotional problems and experiences. He shows the private life
ot individuals, and the themes of socialist construction and work are
conspicuously absent in his works. This in itself was new. For example,
the symbolic meaning of Ju. Kazakov's short story "Otscepenmec" (1959;
later renamed ''Trali-vali'') is the isolation of a talented misfit in

Soviet society and ''Nekrasivaja' is the story of a plain girl capable of

great teelingg and sensitivity,

lSee, for example, V. KoCetov, Brat'ja Ersovy (Moscow: Goslitizdat,
1962) or Sekretar' obkoma (Moscow: Xudozestvennaja literatura, 1975).
Brat'ja Ersovy was written in 1956-57, and Sekretar' obkoma in 1959-61.
Also G. Nikolaeva, "Povest' o direktore MIS i glavnom agronome,'” Zmamja,
9 (September 1954), 9-62. A. Rybakov, "Ekaterina Voronina,' Novyj mir,
1 (Jamuary 1955), 3-66; 2 (February 1955), 13-103; 3 (March 1955), 39-94;
4 (April 1955), 120-150.

2ju. Kazakov, "Otscepenec," Oktjabr', 7 (July 1959), 111-118;
Ju. Kazakov, "Nekrasivaja,” Rasskazy (Letchworth, Hertfordshire: Bradda
Books Ltd., 1968), 50-62.
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The symbolic meaning of A. Jasin's "Rylagi" is the existence of
a gulf betweem the high party officials snd their local representatives
in kolxoz. The latter feel themselves to be only "levers" of the party
who are not consulted or trusted in the decisiow meking. Omly after
the party meeting do they feel like people again and express their
) 1
own opinions.

The symbolic meaning of V. Dadincev's Ne xlebom edinym is the

nature of the true socialist morality and the freedom of the creative
process., The main character, the inventor lopaxin, fights the Soviet
bureaucrats for the future of his inventiom. The novel expressed strong

criticism of the Soviet bureaucracy and of the new class of Soviet

vy 2 J
mescane,
2.3 The main charactéru in the works of the immediate post-Stalin

years no longer exhibited such tptal uniformity as those in the works
of the socialist realism style of 1945-1953.
The conceptual grouping of these chardkters often still contained
such traditional conceptual elements as a devotion to the Communist
cause, zealous and self-sacrificing work, moral integrity, high ideals,
etc. However, in a number of characters these elements were combined
with sucn new conceptual elements as critical thinking, independence of FN
thought, human weaknesses, negative traits, etc., Lopaxin in V, Dudincev's

Ne xlebom edinym, Bereikov in A. Bek's Zizn' Bereikova, Tatisna in V.

IA. Ja;in, "Rycagi," Literaturnaja Moskva, 2 (1956), %%g-513.

\ , P aNCs
2y, Dudincev, '"Ne xlebom edinym,'" Novyj mir, 8 (AuguggiﬁQSb),
31-118; 9 (September 1956), 37-118; 10 (October 1956), 21-98;;*

.

»
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Kaverin's Poiski '§ nldoigz are examples of this typc.1

There also began to appear the main characters who bad none of
the ti';cal conceptual elements of!pocinlilt realism in their grouping;
neither were they the negative chnjuctcrn of villains. Ordioary people
with their concerns and problems began to appear as the main characters.

For example, V. Nekrasov's V_rodnom gorode lccn-‘to possess ofe

of the typical patterns of a socialist realism style: an officer returns
trom war to his ruined hqne town. However, ubnlike fhe typical main

. character of a socialist realism novel, he bas a hard time adapting
hinfelf to civilian life, his wife has left him, his health is poor,

and life sfter the war is very hard economically and c-otionllly.z

\
One only has to compare V rodnom gorodé with S. Babaeveki}'s Kkavaler

. [ & v
Zolatoj Zvezdy, or G. Nikolaeva's Zatva, or P. Pavlenko's scast'e, which

all begin with tne ;eturn of the main character from war, to see the
general changes in the pain cnaracters. Nekrasov's main character 1{ no
super man; he does not perform miracles of reconstruction and improve-
ment, he does not take oharge of the situation, but behaves like an
ordinary man.

Narrative Mode 2 with its factual, descriptive, and omniscient
3rd person MArrator still remained the main choice in tne majority of
works. There was no experimentation with narrative structure and modes

in the immediate post-Stalin years.

. ly/ pudincev, Ne xlebom edinym, see footnote 3 on page 70. A,
Bek, ''Zizy' Bere¥kova,” Novyj mir, 1 (January 1956), 115-145; 2 (February
1956), \96-156; 3 (Marcn 1956), 140-176; 4 (April 1956), 70-170; 5 (May
1956), 102-182. V. Kaverin, "Poiski i nadezdy," Literaturnaja Moskva, I1
(1956), 42-291.

2y, Nekrasov, 'V rodnom gorode,' Novyj mir, 10 (October 1954),
a ccC amd 11 {Navember 19516), 97-178.
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2.4 It was in the mid-1950s that Soviet literature ceased to be a
homogeneous, monolithic mass of predictable stereotypes. A number of
new literary phenomena appeared at that time and developed ia the late
1950s and in the 1960s. This was a most interesting time of new develop-

ment and experimentation. Molodaja malaja proza was one of these new

literary phenomena.



CHAPTER 111

THE STYLE OF GORODSKAJA MOLODAJA MALAJA PROZA

l. Introduction

1.1, Molodaja malaja proza, as has been pointed out in the Intro-

duttion to tnis dissertation, is & term which refers to the short
stories and povesti written between 1955-1969 by the young writers in
the Soviet Union. Two distinct literary phenomena wmay be distinguished

within molodaja malaja proza: jgorodskajs molodaja malajs proza, which

began in 1955 and continued well into tne 1960s, and _derevenskajs

molodaja malaja proza, which appeared some 8-10 years later, in the mid-

1960s, and continued until the end ot the 1960s.

In tnis chapter the stylistic features of gorodskajs moloda ja

malaja proza as manifested in the genre, symbolic meaning, main

characters, and the narrative modes are anmalyzed. Since the size of
this dissergation imposes limits on the range of the analysis, the tocus
here is mainly on some of the most dominant features which exhibit the

style most clearly.

73



2. Geafds - Y
2.1 One of the major observations about the style of m .

®olodajs malsje “gu\-dc by the critice amd scholars is that iy N

developed in opposition end chnllol.i to certain features of the preced- A
ing socialist realiem style.

The most immediately obvious manifestation of this opposition .
is the length of the works of Aefodshats molodsje malaje prosa. Imdeed,

as the term itself indicates, molodaja proas of the second half of the
19508 and of the 1960s was predomimantly msleje: short stories and

povesti.

2.2 Gorodskaja molods ja ulq% Proza began with the appearance of

what was called, at the time, lolg ci’nzc povesti, which were also called
junoi'ukie.1 iagovodal'x_:ze,z or lvtobio.rafﬁ’!nkie.’ All these terms

indicate the distinctive featuves _61’ these povesti, which were immedi-
ately noticed by the Soviet critics: 1) these povesti dealt with the
problems of the urban young people who had just finished their secondary
Oor tertiary education and were beginning their working lives, oftem away

from their native citie. hcncc---olodcinzc or ]uno‘ukic; 2) these

1g, Rassadin, "0 Dastojascem i poxoi’u." Junost', & (April 1962),
70.

: zl. Kuznecov, 'K zrelosti. Konec Ectvcrtop pokoleni ja, "
Ju ‘s h-ANovember 1966), 84; F. Kuzmecov, "K zrelosti. Sopricdastnost’
z"t%‘, : ;- t', 5 (May 1967), 83; A, Lanscikov, "Ot literaturmyx
tiNe{Y & TCerature dejlcvitcl'noui," Moskva, 3,(March 1969), 206;
A, Lnnh'ikov, "lspovedal'nma ja Proza i ee geroj," Zit' strast ami {

idejami vremeni (Moscow: \llolodnj. gvardija, (1970), 74-112,

3. Kuznecov, "Molodoj pisatel' i Fiza'," Juoost’, 5 (May 1963),
75. .
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m vere oftem writtesm o”.t entirely .:‘.nmu in the form of

ht persos coahutou; urutiva bx 8 city youth, houo--m;
3) these m\. as Sovtot critics claimed, werd based on the experiences

of the young writers td-ulvu. hence--gvgobjegratilesiie.

o
Mamy of theess nlodcnn povepti appeared im the pages o&n eV .

monthly literary jourmsl with the significant title Jumogt' (ttrl‘ um

75

)

in Jun: 1955), which became the startimg poimt for s mumber of the )

young writaess. ’
Some writers purposely imcluded genre devignations and descriptions

in the titles of their works. PFor example, A. Gladilin's first work,

usually u!orw ‘b‘ao povest’', has the following title:, "Xrolth

Viemen thaf‘ W\'lk'p, sostavienmaja iz dnevnikov, htopluj.

uurihoku oobyuj i voopo-unnij sovremennikov.” The very length

'.ad old-faahiclud composition of this title was quite unusudl in 1956;

‘the vork 1:«.01'{ s fairly short: 132 pages. A Kusnecov's m'

"Prodglunio 1ggendy" 1is subtitled "Z,-pilkl -olodozo celoveka";

Banykin's M""Axyrh Snezkov ucitsja £it'" is subtitled "Dmevaik

Jumit."; . : T

¢

S\ach utlu and .ubutut indicate the genre and claim authen-
. * 1
ticity and temediacy of the content. Xronika, zapiski, ‘dnevnik, pis' ma,

LS ¢

etc., were designations used quite frequemtly.

v .
«Rven the accustomad criterion of lemgth, typical of the lengthy

socialist realism novels, wes changing. V. Aksemov's Zvezdanyj bilet,

1,. Cladilin, Xronika vremen Viktora Podgurskogo (Mosctéw:
Sovetskij pisatel', 1958); A. Xuznecov, Prodolienie lclendz (l'bocov-
Gosizdat detskoj literatury, 1959); V. ln-ykin. "Andrej Snezkov ucitsja
zit'," Neva 5 (May 1959), 16-67.
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for example, is subtitled roman, but it is no longer than his povest'
“Kollegi':  Zvesdny| bilet occupies 68 pages of Juaoot' vhilc"lpllocx"

--64 pa;cc.if There are wo structural or marrat ive iontuteu or focturcn
pertlining to the symbolic meaning or operations which distinguish

Zvezdnyj bilet as a novel and "Kollegi" as a povelt'.z

2.3 This genre shift from the criterion of lemgthiness, typical of
the socialist reslism movels (th; average lengtn of the socialist
realism works listed in the bibliography for Chapter II1 is about 500
pages), to short stories and ggvesti was combined witn some experi-
mentation with :he‘;cires.

Some of the genre designations mentioned im the preceding section
indicate one of tne directions:of this experimentation: orientation
towards the genres which were not used within the socialist realisa

.7 ¢
style. Xroniks, dnevnik, zapiski, pis'ma all suggest persomal, private,

lv. Aksenov, "Zvezdnyj bilet," Junost', 6 (Jume 1961), 3-34, amd
7 (July 1961), 33-66; V. Aksemov, "“Kollegi," Jumost', 6 (Jume 1960),
3-45, and 7, (July 1960), 54-80.

250-0 Soviet critice consider Zvezdnyj bilet a typical -olodeznl]n
govest . V. lov:kij, for cxn.ple, writes that "proble-ntikn i temntika
gorodskoj molodeznoj prozy' byla nesovmestima s bol'soj epiceskoj formoj,
i vrjad 11 kte-mibud, krome avtorov,\sposobon poscitat' Zveszdmyi bilet
ili Isteriju odnoj kompanii romanami,' 1storijs odnoj kespanii is A.
Gladilin's mnovel, which is also considered as part of molodajs malsja
proza. See V. lpvckij “Zizn' i stil'," Zanrovo-stilevye j

sovremennoi sovetskoi prozy (Moscow: lnuka, 1971), 287.

3Some young writers expressed their awareness interest in
this genre change and experimentation, as shown, for ple, by the
discussion in Voprosy literatury. A, Bitov, for example, said im the
course of the discussion that the mOost Lnterentin; modern stories of the
1960s, in his opinion, appear to be ''na styke Zanrov, na granice perexoda
iz ilnta viaar . . . ." See "Rasskaz segodnja," Vogroox literatury,
7 (Juoe 1969), 55-93. A Bitov's statements are in '"Granicy fanra,"
72-76.

&
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-intimate genres, and some of the festures of thgoé genres figure

inantly in the povest{ and short stories of gorodsksija molods ja
a_proza,

This shift to more personal and intimate genres also manifested
itself in the division of the uorii into small, usually entitled sections,
and & f{ragmented narrative text, V., Britnnxlnkij s povest' "leltnoct'
proslogo goda," for example, {s divided into 14l numbered sections, some
of which consist of only one line or only one paragraph. This povest'
is ordered as a cnain of recollections of one of tne main characters

about his friend who died im an accident., At ome point the lst pcr-on

k2 “\‘

cnaracter, who narrates the povest', says: '"Eto budet daBe ne rgnsknz’ “~
> *
v 1 v
Prosto ja xotel by vernut' prosloe leéto." - e

’Or, another example, A. Gladilin's govest' "Pervyj den’ novogo
goda' is divided into twelve chapters, each entitled with the name of a
'
2 ) .
character-who narrates tne chapter, Gladilin is particularly nmotable

tor his expexipents with the text; a typical example of this ffag-ented

narrative is Istorija odnaj kompanii, which is called by the author

roman but is con-(stently and perhaps. justifiably treated by the crigics

[ 4
[}

as nolodez_jamgoves& "’J'he tet;s oi Uladzlin s pove are ordered as \ 4

conplex patchworks of lst person nl)}ntives by the main characters, 3rd

person narratives by the narrator, narrative intrusions by the marrator
~

ly, Britanxs;kij, Mestnost’ proalo (Moscow: Sovetskij
pisatel', 1969), 7. The povest' vas written !n 1963.

2, Gladilin, "Pervyj den' novogo goda," Junost' K 2 (February
1963), 31-57.

3a. Gladilin, "lstorija odnoj kompanii," Junost', 9 (September
1965), 3-28, and 10 (October 1965), 8-4l. See footnote 2 on page 76 of
this chlptot.
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. ol

in the first person, various '‘ot avtoras,” "ob"jasnitel'naja. zapiska
avtors,” "primelapija avtora," and '"quotes" from mewspapers, letters,

1
tape-recordings, etc.

The titles of the sectioms into which many vorks of gorodsksjs
molodsjs malaja proza were divided Qorc ué@llly intriguing, provocnttv;,
and humorous. A Cladilin's "Xronika vremen Viktora Podgurskogo' has .
*such titles of the chapters as "Kowmu objszano Zelovecestvo?," "Piion
Cert Ratnovskij," "RA"inkn krov'ju,” "Cto smalit lifn'." "Lampolks ne
zasoyaetuja," "Ln-poéﬁh angoraetuja:“ "Kogda rugajutsjs dvormiki," and
80 on.z Similar examples may be found in many other works,

Many of the;e titles were reinforcing the orien;ction towards
personal, semi-intimate genres. A. Kuznecov's "Pxoabliknie legendy,"
vhich is subtitled “Zapiski molodogo Celoveka,” 1is diéided into "Pervaja
tetrad',' ''Vtorajas tetrad:." et;. Each tetrad' im its turm, is diy(é:;
into small sections with humorous titles, such as "Cto slasce xrea ili
red'kal," "Pocem funt lixal," "O lebedjax, o klopc# i eice koe o cem,"
e;c.3 . : ‘ | Py ..

E. Kristof in '"Maj, mesjac pered ekzamenani' bhas the following
tiagel of chapters.

'zapa NepBafd, HalMceHHAA Koaeﬁvuenaqnesuu, KOTO-
puft yuMTcs B neppomafickoft cpeamefl mKose Houmep AB&
M B« 3TOM I'OAY OKAHUMBAOT 6.

1A, Gladilin, VeEnn]n komandirovkas (Moscow: Sovetskdi) pisatel’,
1962); A. Gladilin, Xroniks vremen Viktora Podgurskogo.

2,. Gladilin, Xroniks vremen Viktors Podgurekogo.

3A. Kuznecov, Prodolienie legendy. For the study of humour in
olodaja malaja prozs see M. dakova, A. Cudakov, "Sovremennaja povest'

| ]
1§;u-or," Bovy] mir, 7 (June 1967), 222-232.
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[aaBa BTOp&f, HAIMCAHHRRA CAMMM &BTODOM.

T'aaBa TpeTobA, BCA COCTOAM&A M3 uMucae# ARHH HuxoaaeBHEH;
P Hej Mi y3HaeM HeKOTOpHe TIOAPOSHOCTN HEeXPOTOPMX
XapaKTepHC THK.

- [}
Some, of these works, when published, slso exhibited a variety
\ .

of typographical devices to draw attention to tt;e text. JTypical exampled®
are Gladilin's use of italics for some of the nsrrator's comments, or

heavy-print titles of small chapters imserted into tne -uintetruptcd

text on the side of the page in some of A. Bitov's uorkl.z

2.5 In derevensksjs molodajs malsja proza, as will be discussed in

Chapter IV, sectioa 2, the works of one writer often formed a cycle.

Although there was no similar developﬂeit is gorodskaja molodajs malsja

proxs, in the works of some vriténtheu}ére DURETOuUs 'fcrou-uté;cpCu"
Y
g the beginnings of the tendency

]
roza as a whole.

and échoes to other works, sug

towards cyclization in molodajs

For example, the ninﬂﬁ{ac:er of V. Aksenov's snort story

- —

"Ryzij s togo dvora" ‘,l/f‘eldy mentioned in Aksenov's earlier povest'

“"Kollegi," where e main charscter Aleksej Maximov remembers his

v v >
childhood friend Ryzij.3 Anotner main character of "Kollegi," Sasa ¢

Zelenin, 1s a minor character in the short story '"Sjurprisy,' where he

-

4
has already become a surgeon and is married to Iona. The mgin-eharacters

lg. Kristof, "Maj, mesjac pered ekzamenami," Jumost', 5 (May 1967),
9-48. — !

2, . Gladilin, "Istorija odnoj kompanii," Junost', 9 (September
1965), 3-28, and 10 (October 1965), 8-41; A. Bitov, Dacnaja wmeStnost’
(Moscow: Sovetskaja Rossijs, 1967).
Ve

3v. Aksenov, "Kollegi," Zal', éto vas ne bylo s nami (Moscow:
Sovetskij pisatel', 1969), 31. ’

&y. BB4enov, "Sjurprizy," Katapul'ta (lboqw: Sovetskij pisatel’,
19“)’1;5. 59-
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of "Asfal'tovye dorogi," Gleb Po-nrin.ald Gerka, are also mentiomed ia
"s_)utptuy"- Gerka is im prisonm, end Gleb is working, studying, lld \

is married to l'aaja from the same "Asfal' t::ryc dorogi. nl Alekse)
Maximov and Viad'ks Karpov from "Eollegi" are -eﬂ&io-od i "Asfal'tovye
dorogi" as doctors om lhipn.‘z The same .house in Kasen' 1is described in
"MNs ploéladi { za rekoj" and in "liyitj s togo d\ro’u";3 the same {ideas
on Hitler's execution are described in "Ma ploécadi i za rekoj" and in
"Zavtraki 43-ego \godl."‘ v

Andrej Bitov's latest collection Qbra: £izmi indicates that his
1962 short story "Dver'" and his povest' "Sad" are in fact meant to be
parts of the same wbrk.” In Obras zizni "Dver' c.ga as a prologue to
'-'Sad."5 In a later short story "Obraz'" he again returns to the sane
hero.b ﬁ ¢ . ‘

» . , .

These factors C:re‘t.‘_“ i‘prenuion, if mot of a cycle, at least &

of a series Qf works about the c&aenenuon the u-e yOung people .

-
who all knew each other, grew up together, studied ‘I the same time,

7 A -
and nad similar developments and experiences. 4 . L%‘
~

L]

lV. Aksenov, "Sjurprizy," Katapul'ta (Moscow: Sovetskij pisatel’
1964), 52-54, 59.

Wy, Aksenov, "Asfal'tovye dorogi," Junost', 7 (June 1959) 60.

v, Aksenov , "N‘.Rplolcadi i za rekoj," itl‘ dto vas ne b lo s .‘
nami, 342; V. Aksenov yZij s togo dvora," Ibid., 325,

by, Aksenov, "Na ploscadi i za rekoj," ul'kcto vas ne bylo s

nami, 343; V. Aksenov, "Zaytraki 43-ego gods," Na polputi k lune
(lloncow- Sevetskaja Rouij. 1966), 34. R

. SA. Bitov, "Dver'," Molodoj Leni ngrad, 1962, 239-247; A. Bitov,
Obraz zizni (Hoacov Holodajl gvardija, 1972), :

A. Bitov, "Obraz," Zvezds, 12 (December 1973), 135-151.
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2.6 All these devices indicate the direction towsrds freedom from

rigid conceptions of s genre, of what a literary text should be and

how it should look on a printhd page, of the accepteg norms of genres,

.chapters, sections, etc. These devices are of course closely inter-

related with the mew symbolic meaning, mev main characters, and types

of narrative modes, Shich will be discussed in the following sections

3

2.7  Some contemporary Soviet critics interpreted this genre shift

4
!

of this chapter.

.and ‘experimentation as indications of a struggle against '

L 4

opisatel'nost’,” against "infljacija seryx, vjalyx sl
1 .. )
immediately preceding period im literature,. To them ‘,1-‘

cation of a8 new t”ndén Soviet 1lit toyn:ds ala

expi‘euion. towards democratizatio

erstion of llte\qtute. One

critic wrote:

: i :
PacugeT paccKa3a MouyTK Aa OHA [PpU3IHAKOM AEMO-
KPRTU3IaIuu AMTeDPsTYDH, Té xeeuBmerocs Rwrepeca k

‘ X¥3HM ¥ OGHTY Hapoja. ...PacmreT paccka3a cefiyac
MCTOpUUECKU jMeu3bexed. JyXORH&S B8TMOCO)EPR KyAbTa
AUYHOCTM He BaeronpusaTc TBOB&JAA PACCKA3Y - TAK Was-
TO MPOHMYECKOMY, HBCMEUAMBOMY, I'PyCTHOMY, "wac?-
HOMY" Ha rneppHft Barasn, kKak OyATO HUYOHHOMY, -
K3IMOHHBIAAEA aTMOc(epa odmec'raeql‘azanu miTaer
3TOT =maHp. « \

Another critic, for example, ex:‘tned various l\is;oriéa} periods

in world literature When the short genres were popular a\d connected

. L. 'or;é'a;ovckij, "poiski molodoj prozy,” Moskva, 12 (December
1962), 203.

21bid,, 206, Similar views may also be found, for example, in
S. Dmitriev, "Koe-lto o rasskaze," Nai sovremennik, 2 (February 1965),
103-107, or I, Grinberg, "Wlsskasy i rasskazcik:,"” Mai sovrememnik, l0gm,
o (=

(October 19679, 10331%.

®

- - - . - -«



| e
\ £
this popularity with the general spirit of ltb‘rution“ahd progress in

1

those periods. None of the critics, however, prove the comnection

Ly
i

scientifically :nd conclusively, and it remsins on the level 'of an
unverified hypothesis. . |
‘ This loosening of genre boundaries is perhaps the reasos wa$ in
.
the middle ana late 1960s some Soviet critics tended to discuss Soviet
prose of the pc;ioé not in terms of genres, but sccording to the themes

and their treatment, wnich allowed for cross-genre studies. They

. N
- discussed, for example, "lirideskajas, p;!aicictizclhlj., oderkovajs,

memuarna ja, dolmncnul'uja.' amliti&sh)u,ilkovcul'ujn pt.ll."z

<3

.

. L968)) 2OQ‘ . . L

v [z
12. A, Subin, Sovremennyj russkij rasskaz (Leningrad: MNsuka,
1974), 59. -

2$ee, for example, B. Bursov, 'Vecernie dumy," Zvezda, 8 (August

=
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3. The Symbolic Meaning of the Works of the gorodskajs molodajs malajs
e
prosa

3.1 The symbolic meaning of gorodskajs -chodqg malaja prozs comsiats

of a plurality of meanings, all ef which focus on the porttlit of &,
generation: that young generation wvhich was either nlzu‘@ v.rkin.; or,
moTe typxauy, had just graduated from schools, intitutu. or
universities in the middle of the uc:nd half of :no@m.*nad in the

1960.; ) ‘w i

\
5.3 - Wg lx,‘to-e variations of emphasis within thin general
uy-bolxc qcanin;. “In some uorkn, particularly in the early period, the

>

emphssis was on tl\e defenu of this young ;emrati.?n auiut thpt.’
criticism trom the so-called fathers' ;cnern;ion, 1:;. s variant of the
"faghers and -;ns" meaning. In these v’lu. the symbolic meaning was
that the young generatiom, although independent and different in a
number of ways, is bciically just as good as the generatioft of its
fathers and grandfathers. |

For example, in such works as V. Aksenov's short story 'Poltory

vracebgyx edimicy,” his povest’' "Kollegi'' amd movel Zvezdnyj bilet,

A Glldxlin s govelt' "Pervyj den' novogo godo" and S, Laskin's "Bol'

A

drugi.x"'1 the representatives of the fathers' generation at first

seriously question the worth and the values of the young generation.

1V. Aksenov, "Nasa Vera Ivanovna," Junost', 7 (July 1959), 50-57.
("N.sl Vera Ivanovna" appeared in all later collections of Aksenov's works
under the title "Poltory vralebnyx edinicy,"” &8s in Katapul'ta.) §. Laskinm,
"Bol' drugix," Junost', 7 (July 1965), 3-2%, and 8 (August 1965), 36-59.



They feel that the young generation is not as hard-working, devoted,
self-sacrificing, and high-minded as they themselves were. The old

father im A, Gladilin's "Pervyj den' novogo goda" thimks about his son

::f_i::/zyau‘ generation: : v

MH XuAM ¥ palSOTRAM B T&EKUX KONMAPHNX YCJAOBMAX,KO-
TOPHe MM M H@ CHUJAMCb. MN NMOCTPOMAK Or'pPOMHO® IO~
cyaapctTBo. [locTpouau 1neHO# OrpOMHMX =epTB. HO
MH PajoOB&JMCL ycnexad Hame® ctpaHh. ...VBAEUeHN®
KBakaxmefl, ncuxonartuueckof Myawxof, cyuscmepmeh
X} BOIIMC » 38NAaAHHMH (UIbMBMM, KHHIaMM, MOA&MK

OX @40 NacTe Hame# Moxozexu. He 3ameuwaTs 3Ty
COMFNL ¢s.. ,+ = IPOCTYNACHMO. 3HAUKT, Hazo Wafru
ee I B KOHn® KOHNOB, AeJO He B My3WXe X B

odexne.vsHY, Wep? ¢ BuMM, TYCKeR XOZAT B YOM XOTAT! »
- CaMOe QTRaNHO® - 2TO ytoa1or oSmec TBeHEON RMIHK B
OoBOj X y MGXXM M -MUDOK,

P . A

The uo:k:-o{\ oxodskajs molodaja malajs proza were defending

the young genera showing it to be capable of becoming Just as
hard-working, ocfleecrificing, ihd high-minded but in its own in-
dci.ndent way. Ithe analysis of the main characters in section &4 of

this chapker provides examples for.this poinmt.

3.3 In other works,/,yd particularly of the later period, the
emphasis in the IY.bOiYC meaning was more on the presentation of the
a#ccific problems, which these urban young people encountered im their
first steps into adult.lifeé; om their progress in coping with these
probjems, and on thé inner development of the young people.

For example, in such works as A, Kuznecov's povest'
"Prodolzenie legendy," A..Bitov'n povesti '"Odna strana' and "Takoe dolgoe

detstvo’" and A. Gladilin's povesti 'Xronika vremen Viktora Podgurskogo"

i

1,, Gladilin, "Pervyj dem' novogo goda," Jumost', 2 (February
1963), 46.
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and "Brigantina podnimaet paruss,' the young people are shown ins their

1 The Moscow scnool

first attempts to lead an adult working 1{:..
graduate Tolja in Kuznecov's "Prodolienie legendy" is upset, resemtful,
and totally unprepared and afraid of the future. Because he has mo
chance to pass the university entrance examinations, he goes on to ome
of the pew con'gfditiou oi;cu in Siberia where hard uork,’ncv experiences,
and adult life quickly msture hiam.

4.} ia the course of the 1960s. the initial emphasis on tﬁ;.dcfclc.
of the ﬁouna generation and on the problems this generation encountered
after leaving qﬁo confined security of the schools and universities
gradually gave way to. a new emphasis in the portrait of the young
ggnerntion: an emphasis on growing -up pains, on the slow progress
toward maturity, on the searcd for values, and on the e;;ninntion of
the ways in which these young peopie feel and think,

+ This shift of emphasis is ;oticeable, for example, in such works

as V., Aksenov's short stories "Pobeda," "RyZij s togo dvora" and "ial'.
cto vas ne bylo s nami,"” A. Bitov's short stories “Penelopa,’" *Dver',"

and povesti "Dacnaja mestnost''" and "Sad," and V. Tublin's povest'
povestl povest

2
"Tugaja tetiva,' The works of this type concentrate almost entirely on

1A. Bitov, "Odna strana,” Molodoj Leningrad, 1961, 5-68; A.
Bitov, "Takoe dolgoe detstvo," Junost', 11 (November 1964), 7-48; A.

Gladilin, Brigantina podnimaet paruss (Moscow: Sovetskij\pi tel', 1959).

-2V, Aksenov; "Pobeda," Jypost', 6 (June 1965), 28-30)
togo dvors,'" Literatornaias Rossija, 20, August 1966, 12-14, vZa
vas ne bylo s nami," Moskva, 6 (June 1965), 97-115. A. Bitov, "Penelopa,"
Molodoj Leningrad, 1965, 130-141; "Zizn' v vetrenjuju pogodu (Dacnaja
mestnost’')', Dacnaja mestpost' (Moscow: Sovetskaja Rossija, 1967), 189-
222; "Dver'," Molodoj Leningrad, 1962, 239-247; "Sad," Zvezda, 11
(November 1966), 8-64.
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‘ the personal and emotional developments, problems, and spiritual quests
of the young people. 1In direct contrast to the uorkl’of sociflist <
realism scyx‘nd to the earlier gorodskajs -olﬂ \-'.up prosza, in
these works there are no conceptual clc-’nta con;cining one's duty to
society or one's devotion éo & country, profession, or ideology. As a
result, the worksbecome lnq‘ho-ogencou-. |

This u-gothe culmination and the- end of the direction inm which
gorodskaja molodsis wlaiqy RLoss hed been developing. Mo further
developﬁent took place for reasons which were most proﬁably extra-
literary., Most of the writers have not published anything “significant

iy |
after 1970. ®

3.4 Two trends are present 1n the expression of tnis symbolic
neaning in the works ot gorodskajs molodajas malisja grou.'ier
one leaned tosard a relatively realist presentation of the
generation witn its hopes nndvbroble-s; niiﬁ?ficant ltate-cnt; were \
usually explicitly presented in the form of lengthy monologues angd .
dialogues by the main characters. The later trend leaned toward a
partial symbolization of certain aspects of the narrative, toward the
understatement or the exaggeration of certain conceptual groupings, in
order to express the symbolic meaning indirectly and more powerfully,
This later trend stands in contrast to the cxplicit,'alnolt publicistic
cﬁhielsion of the symbolic meaning in the works of socialist reali;-.
In the works typical of this later trend certain conceptual

-
elements are presénted on the level of the text structure symbolically,

lsee the bibliography for the Chapter 111.
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through the association with some objects or things which Qoon cxtcrnnl
to the conceptual grouping in question, PFor example, ta Aiaoanv s
Zvezdny| bilet the sectiom of the sky seem from Vtk:ot'l vi-dov is
visualized first by Viktor and then independently by Dimka as the
"gvesdnyj bilet''--the ticket to the ltlt..l This romsatic vision
symbolizes th; things which unite Viktor and Dimka in spite of their
differences: their yearning for the unknowm, their pledge to seek, to
resch out, to question, to dare to follov this romantic ViliOl.?

In V. Aksenov's short story "Na polputi k lune' the moon
symbolizes all the good, ideal things to; which the soul of the main
character Kirpicenko bliﬁdiy';ropcn- vhen he meets Tanja, he sees her
as being from the moon and as far from hi- as the loon.3

Sy-bolic exaggeration is also present in sowe of Akscnov%l works.
In "Na polputi k lune,'" for example, tl seems bardly credible that
Kirpicenko, in his search for Tanja, never inquired about hey at the
airport but kapt flying basck and forth bcthen Moscow and Xabarovsk,
the distance half ;ly to the woon. The same kind of exaggeration occurs
in "Tovarisc Kx;livyj Pursikin,' where Djadja Mitjs manages iam the course

®
of one wmonth to marry his varjous relatives from the distent places in

Russia to all the members of the local -111:1..“ /;,—”/ﬂ
.

ly. Aksenov, Zve:dnyj bilet (Akademsk Boghandel, Aarhus, 1970),

11, 66.

22ve:dgy1 bilet gnve rise to the short-lived term in.contemporary
criticism: "gvezdnye mal’ diki,” which is explained as "tip molodogo
geroja, stradsjuscego infnntiliz-o- " G. Browman, "Molodoj geroj, -ego
duxovnyj oblik,”" Moskva, 2 (February 1965), 207; see aldo F. Kusnecov,
"V mire boec . . .," Junoct, 4 (April\l9b6) 85. ':1iujl
N g
ER Aklcwv, "Ma polputi k lume,” Novyj mir, 7 (July.1962), 86.

4v, Aksemov, "Tovarisc Krasivyj Purafkin," Junost', 12 (December

1964), 19-26,
) [ 4
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This stylistic feature of uauou:iu Vag ‘even nphutﬁd ia
the subtitles of Aksenov's later works: the short swry "Pebeda" 1e”
subtitled "Rasskaz s preuvelidenijami”; the p0veat’ "htﬂll”‘j; . )
bodkotara" is subtitled "m..f' s preuvelidentjami 1 omtdut]nﬁ.‘; lll
short stories "lyiij'o togo dvora' and "i.l', éto vas ne bylo o n.-;" E :‘
could have easily used similar subtitles. 1In all these works a mmber
of incredible, fantastic events take place in an othervise very realistic .
octtlu; . , ’

A similar symbolisation of meanimg occurs in some if Bitov's

works; the most notsble example is his short story "Pemelopa."
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4. e dmls Garectars of soredeigts uajedais walate sreme -

[y

, - i . Y
4.1 The main characters {8 the works of W

_prosa have s largs Smber o(g‘i-o. conceptual clemencs, 8o <he follow

ing wedel of this comteptual grouping shows. Ly
AGE: * - uoually 17-23, occutonlily late 20¢ .
SBX: % e Uyoually male
BACUCROVED - wsually urbea intelligentstia
. F 4
EDUCAT 10M : - ‘achool or umiversity, occasiomslly an
artist ar & skilled worker
EXPERIENCE: : - momg Or very little
PARTY: : -~ Bmome O occasiomslly a mg;‘ member
PERSOMALITY: - strongly aware of his age as deing on
the vcr:. of adulthood '
- aware of belonging te & nev and somewvhat
g differemt gemsratiom

o - independent in thoughts amd sctioms
‘ - Questioming amd critical eutloek

- Tromamtic attitude to life, combimed with
snd oftem masked by iromy

- hard-working, ususlly devoted to ‘ucy
and profession

- hongst, kind, high-primcipled /

- in esrlier vorlu--dcvocio- te th/ Coammu-
aiat cause

- in later works--concern vith busan velues
end with himeelf as an individual

» ’

The rest of this section on the msin charecters is dd‘lotod to

an analysis of these eo.coﬁtul elements vhich compromise the totality

of the main characters of gorodgkais molodsis mslaja z'rog;

4.2 A comparison of this model with the model of the mein characters

‘in the .works oﬁ{bcu@lut resliom “,1.1 shovs that msny conceptusl

elements clearly distiaguish the two models, while very few, especially = . '

— .

1See Chapter II, section 1.6, page 63.



in the earlier works, relate the two, A

The distinguishing comceptual elements are the youtﬁ of the
-1u.éharnctcrn of .orod-kaj"-olodo]i malaja proza, their lack of
experience and their cubocqueni jsmaturity, their ptooccup.ttél with
their own age and generation, their’‘striving fdk 1ndcpeid¢?cc 1Q ‘
thoughts n#d ictidnn, aqﬁ their critical and often iromical outlobok, f
combined ;ith you;qful‘ro-nntictc-. In contrest, the main chfraéterl
in the works of socialist rzafia- uere(luch ol!er, much more experienced
and mucn ::Eflgolitichll? and ideologically comhitted. They knew nf
doubts, no independence, no iromy, and they neyer voiced any criticism
except against those who did not devote themselves fully’to the buildimg
of the socialism, ‘!ve‘ything was crystal clear to them,

The fev comceptual elements that relate the tuo';ré'upri;htnesu,
moral integrity, capacity and willingness for hard vorg, devotion to

one's profession,

4.3 Youth-and the awareness of one's young age and of approaching
» .

adulthood were some of the most dominant conceptual elements of this

grouping.

. <

This preoccupation with one's age is particularly prominent

in the main chargcters ‘of Aksenov's wvorks. For example, the 28-year-

old Viktor Denisov in Zvezdny} bilet is fully aware of the significance

of his age:

Yepes npa rona uMHe O6yaer 30. J3TO BO3PaCT AKTHUEHHX
AeficTBuyi. Ilocae 30 O YeJOBEKE y®e MOI'yT CKa23&aTb -

HeylauHUK. TpuAnaTUIeTHME MYXUMHH - IJBBHAA CHUAR 3eMaN,

OHM AOfiICTBYIOT BO BCEM MMPE, OCBEMBADT AHTADKTHAY M
BepXHUEe CJIOM 2TMOCYepH, NOSGMBRIOTCA AYNNMX D6 3yAb-
TATOB BO BCEM, REHLMHH OUEHb JIOGAT TPUANETHAE THMX,
COPpeMerHHe ¢M3YKM K TPUANATH rOoAaM CTBHOBATCSH



reRMAMN. Hy=zro cnemu??. 9TOOM K TpMADRTN DOZEM
He ocTaTecs 3a SOpTOM.

Tne journnliot Mixail in a short story "Sjurprizy” 1s puiltully

avare of the fact that on his return after 3 years uork .in t‘i Siberian
2 .

North: '"Vremja proslo, prosla molodost' . . ." Ome of his friemds. °
says to him: "Pora, starik, nam peremenitsjs. Vse eto prequldo; aads
junost’. Prijatno vspomnit' ﬁtoilbc, no ved' nam yie 26 let , . .",3
and Mixail answers, more in conﬂkc;ion with his own thoughts: - .

TH c¢opuv.uxposu TO, O YyeM 18 noc.lenﬁee BpeMa Ay-

kaw... BOT MMEHHO, Bo3pacT Takoh. f caoBHO nop-

XORYy K KakoMy-TO 6apvepy. llepeMzXHems ero - i

BCe M3IMEHMTCS M CAM CTaHemlb APYruM.4¢

Similar examples may be found in Akl;hov'l snort stories
"Poltory vracebmyx edinicy,"’”lnslﬁul;ta," "Peremens obraza Zizmi,"

"Na polputi k lune," "Paps, slofil", and the povesti "Kollegi" and

"Ape*'liny iz Marokko.">
Al

4.4 Youth and awareness of approdching adulthood are connected with

another conceptual element, that of the avareness of belonging to a

lV. Aksenov, Zvezdnyj bilet, 13,

Y, Aksenov, "Sjurprizy," Katapul'ta; 51
3Ib1d., 57.
“Ibid., ss.

5V Aksenov \"Nau Vera Ivanovna' (Poltory vucebnyx edinicy),
Junost', 7 (July 1959), 57. See footnote 1 on page 83 of this disser-
tation, '“Katapul'ta,'" ‘Nedelja, January 28- -February 3, 1962, 10,
"Peremena obrazs zizmi," Na polputi k lune (Moscow: Sovetska ja Rossija,
1966), 77. "Na polputi k lune,” Novy) mir, 7 (July 1962), 88. "P:tn,

slofi!," Novyj mir, 7 (July 1962), 100. "Kollegi,"' }al'. lto vas

bylo s nami (Hoscov Sovetskij pisatel', 1969), S, 22. ‘'Apel'giny
i1z Marokko," Junost', 1 (January 1963), &, 25, 26.
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nev goneu'tion. Sada Zelenin in Aksenov's povest" "ﬁllc;t" thinks

about himself and his friends:

. . Bpemexa MEHSOTCA, M MM MOHAGMCH BMOCTE® C HMMM.
M - MOKOJAeHNMe ADAOR, MAYMMX C OTKDMTHMMHM I'A&3AMM.

- Mu CMOTDHM BMepea, M Na3az, N cefe. IIOg HOrNM. P
| 'nxe’ounx painter Feliks Alexin in Cladilin's &!éot' "Pervﬁ):: ;
novogo goda' echoes zglcnin;

Ho moa caopauM) "Hame nokozeHue" s pa3yuer aysanmux
aogef:... Kax HaM XMTe AaAwme? Kak HaM NMPOACARATS
Lea0 OTIOB, He NOETOPAA KX OWMGOK?.. MK He XOTMM
6WTe TOANMOR ~-"BCce KBEK OfMH", Gearoaxocod @urypof

Ha maxMaTHO# aocke 60AbmOR MOAMTMKM.. MW He XOTHM '
OHTb MRJEHLKMMM BMHTMKAMK.

Young Tolja in 'hulecov-'l povest' "Prodoliente lejendy"-ad:'lreueo the
following thoughts to his former friemd Viktor- who turms out ta be a
-elfi;h and+greedy person: |

MH 6yxeu Bac YHUUTORATS. BCO.B MHPe TOALKO HAYMHA-

eTCcA. HaM MHOro eme NpeasCTOKT B xuguu 6opubu. Ha-
we TOKOJAeEMe TOJbKO BCTYTNzeT B Hee.v -

AN These conceptual elements of youth approacﬁing adulthood and of
. - . P
thi\cdnlciounnels of one's generation were particularly prominent im the
uorlo ©f the early stage of the development of this style.

2 -

4.5 These 'young cnaracters were usually showp at various important
stages of their growth and development, Some of tnem were dissatisfied
with themselves and their lives. A. Gladilin's povest' '"Brigantina

N

podnimaet parusa' is even subtitled "Istorija odnogo neudacnika." Others

h

ly, Aksenov, "Kollegi," zal' &to vas ne bylo s nami, 115.

25, Gladilin, "Pervyj den' novogo-goda," Junost', 2 (February
1963), 47-48.

3A. Kuznecov, Prodolzenie legendy, 200.
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; . v
were shown as too immsture for their age, oxiisitin; various kiidds of

problcil in their growing-up process; witness the title and the comtent .

. ) ) |
of A.- Bitov's T_t' "Takoe dolgoe detstvo," - : .
: This dynamic proien:ntlou'of the mein chdractctoluli in-éo.ttdqi‘
‘ ) ] . .

. . > p
to the works of socialjst realism Style of the posti-war period, v&ctql

the main characters were usually shown &s fully formed pcfooldlittos.
which either remained static throughout 8 work or underwent some mimor
transitions from nearly perfec{ td the heights of perfection.

In tne works of gorodskajs wmolodsija -llo]a,g!g;a the young main

characters were engaged in an independent search for-a difgctiol-dnd

purpose for their lives, This independence was often combined with a
fypic‘lly youthful chnylen;e to the older .pngtation and a brttienl
atfitude to tne various aspects of life, particularly some manifestations
of Stalinism. The older generation--parents, teachers, leaders of
various kinds--occupy secondary and minor roles in these works, Ther;

is Actualty no conflict, no deep and cardinal difference of opinioﬁ
between the two generations, no serious or conscious ulienltiqn. It 1s

4

more a misunderstanding, caused by a natural desire of the young

- -~

characters to be/indibtndent, which was perhaps strengthened by the

revelations of 1956. ¢

- For example, in Aksenov's 2Zvezdnyj bilet, the teenager Dimka

challenges both his elder brother and his parents: he wants no ready-

made decisions for “himself,

K uepryl AyMaellb, S MEUTAM MO¥iTM IO TBOMM CTOITaM,
AyMaeilb, TBOS XM3Ho AAS MeHA KAeax? DBexe TBOA :
tM3Hb, BUKTOp, mMpuaymaHa nanofi m mamoff, eme xorpzga *
TH Ae%al P KOAWNOeaM., OTAMYHMK B HKOA®, OTAUYHUK B R
MHCTMTYT®, BCIMPEHT, Miaamu#A HAYYHHA COTPYARKK,

KaHAMAaT, cTapuK#A HaydHH) COTPYAHMK, LOKTOP, &KaAEeMMK

eoos Azdblle KTO TAM? BCOMM yBaxaeMuft NMOKOAHMK?

loP-% ' MLY U4 VOO B WHIAUNW Ua TTNULNcE TTA-uarmTRamaoaluyw
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OOLMEINOT'O DONOENA, NN DAY N fomes Na prox. K.
uepTy! Mu eie Ne ycneax DOANTSOA, a aa Mac yze ma-

me SyLymeeo pomeno, Aym?o dywme GuTe Gpoasroft x
TOPNIeTL NOyRAUN, WOM BOW I*O!b OuTe MRINYNKOM,

BUTIOANAREEN UYEN® DONORNA. Q \

"In Aksemov's "Eollegi" Makeimov argues vich his fdealistic friend Sala:
' ¥X, RaK MMO 3TO HALGei0! BOR 3T Tpemoaorms, »ce ‘

> © 3TH BHOOKKME CAOBOGA! KX NPONINGONT BOINXO® MNORe-
CTBO ITPOKDACHHX MLORAKCTOB BPOA® TEGA, EO N THOAWN
v ' MOP3RBIEB. TORG. HamepHOe X PN TIOAG3IOBRACK MNMXK,

KOrA& ‘OCMAMMERX NApTNO. CefiUAC, KOI'AR MEM MHOMO®
. CTAAO M3IBECTHO, OHNM CTRAM MMTypof., Jlapaf oSofaemon
! 6e3 TpenoTHM. f JO6A® CBOD cTpary, cmoft oTpoft
¥ He 3I/AYMNBAACH OTRAM 23 3TO PYKY,| NOry, zNsks,
HO i B QTBOT® TOAMKO Nepes cmoef co:gé-rw, a ne
Nepes KAKMMM-TO CAOBOCHEMN (Do TNIAMX . ‘

4.6 On the whole, it was a strongly romantic challenge to the

routine and boredom of ordimayy adult life, amd to the practical advice

3 ~ \ ~
and admonitions of the older generation. Young Tolja in Kuznecov's

\Qa}ﬁnie legendy," 'uublo‘ to get into a univcrigty, leaves for -

lv, aksenov, Zvezdny| bilet, 10,

2y, Akui\ov;, "Kollegi," inl', cto vas ne bylo s nami, 17,

- Isome Soviet critics cleimed, without sny substantiation, that

some works of the gorodskajs molodajs melaja proza showed the influence
of some REuropean and Asmerican wvriters, particularly those who deslt with
the themes of youth revolt against the adult world, A Gladilin, for
example, was criticized for partially modelling his characters on the
Holden Caulfield of J. linger's Catcher in the Rye: see G. Brouman,
"GraZdsnstvennost' avtda i geroja,” Moskva, 6 (Jube 1963), 200. The
same criticism was directed at the main characters of V, Alsenov's
Zvezd bilet and "Apel'siny iz Marokko": see L. Krjako, "Pojstine - e

" poral," H’oaa 9 (September 1964), 213-214, Yet apother critic claimed
that the writers of the gorodskajs molodajs prozsa wented to be Russian
.Saunge_n and were also influenced by Remarque, BY1ll, Faulkner: see A,
LanscCikov, "Ot literaturnyx fikci) k literature dejstvitel'nosti,"
Moskva, 3 (March 1969), 207; Ark. El'jasevic, "Nerufimoe edinstvo,"
Zvezda, 8 (August 1963), 185-202.
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.ons of the Siberiam comstruction Qtton.’ﬁocauoo he does mot wamt to

L] "

get a job mamsfacturimg toys i% lbﬁovfn his mother wants him to.

™Y ﬁ afraid of the mev life in Si8aria, but he umtfcccpt his
St ¢« V. ' ’ .

st .« . 1
mhor" advice of "buded' rabotst', kak vse ljudi," ‘

o\ .
Kax ®ce AQAN? A O9TO 3HayN?T! NpMEOCNTH AOMOA ' no-
AYUKY, XOAMTs NO OYG6OTAM 8 KXEO, & MO BOCKDPe=—
<. - CONAN NI'DRTH BO ABOPE® B ZOMNHO MAN CTPONTH
KAOTYRKY ZAR MOPOCENKA M NAKONOI ROHMT®CA, MO
BOJMOXHOCTM R MOPEHNX®, B ¢-ou xaacce wm mew-
TaAN O ABXBHNX MOPAX. .. ‘ T

Y I . ®
His first comtatt with hard work dsd adult life oh,n constructiom site
, . ,

makes him bittgrly,chqllengﬁ the value of a school. education:
FAe =e,rne =e B3ATH YWOSHMK O ®K3EN? HNe ycTas,
He CBOA 3AKOHOB, & OOMKHOBeHNHMR YMHNA M yecTHME
PR3IraBop, PAIroBOP NO AYEAM, K&K ITPORMTH ENIHG
NO-RACTOALEOMY, X8K NMPOXMTL HeCTHO N @ueao?

Ham aororoft AMpekTOp WXOAH, HaNN YBaXaEOMMe

HacTeBMMKU! Bu COOSEMAKM HAM Ma&CCY MNMOXEIHWX Be-
wef, BW J8&AM HaM 3IHAHMA, MO BM He CKA3J2XN O WeM-
TO caMOM GOJblIOM, & HRKODMMAK Hac rycTofi, po3lomoft

CKe3KO#, aéreHaoft, U MYCTHAM B oaeré *6yanTe Ro-
CTOVHNMH™, T.e. FHTIYTHRAATeCHL CRAMK.

Theae\unprépared, immature youngsters were, however, rebellious,
stubborn, and romantic; and the ro-nntié references to far july seas
and ships were quite frequent. For example, in A, Gladilin's povest'
"Brigantina podnimaet parusa' (the title itself was a romantic image)
the main charactgr Vovka soon notices the sharp differcnce“bttveen life
i.n the books and in the real world around hih; -he becomes disillusiomed,
distrusts most adults, 1; bored at school and in the pioneer orglnizntion:/‘

He is, however, like Tolja in '"Prodolienie legendy," romantically

1A. Kuznecov, Prodolienie legendy, 8.

Co »

21pid,, 8.-

31’).(‘ in_ 11 .
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inclined: both dream‘of far-away seas, heroic deeds, and romamtic
®frofessions. The image of b;t.ghtlnl constantly haumts sad supports
.
Yovka. As he leaves Moscow t@ o new comstruction site im Alta), he 1o

full of romsntic hopes:

A8 M&AO AN AYPRKOE Ha CP ¥ gl xe Bria- ~
\ TOPOM Ha MATK MeTpaX, B
EE. A OH yoeXxaa. Bniepe
H8 NOJHMMEET Mapyca.

.. Bpurantu- o
M DROCTH!

‘Y

Vovka's favourite song, which is rcilcctzd in the title, goes in part
ss follows:

HanoeaO I'OROPHTHL M CNODPHMTL

- ¥ xo6KuTe YCTaAHWE IJR3AR,
KOM JAJXbHeM CHMEeM MODe
AHNMAeT TIBDYCA.

; .
[loeM 3& APOCTHHX, 38 HE[IOKOPHHX, -
3& rpe3peBuMX rpoweBoRh yoT.
BbeTCHA NO BeTpy BeceJuy Ponxegc,
Ao ¢AMHTA I'MMH MOPAM TODT.

reNTHHA

In V. Alekseev's malen'kaja povest' "Ljudiﬁrlintn“ the two main
characters, high school studentpy, who have run awly fro= Moscow to work
in a virgin lands project aresa in Ina(xari during the summer, also see
themgelves as tonnnticv"ljudi Flints" from the same song. They see
their old boss as haQing "Sto-to flibuat'erskoe";‘ and at tirst they

idealize their lgader Genka. Tneir teelings after a week's work as
DV

surveyers in the virgin lands'area are described by them at one stage
\ o

.

as follows:

»

lA.»Gladilin, Brigantina podnimaet parusa (Moscow: Sovetskij
pisatel', 1959), 17,

21pid., 15.

31bid., 17. .

4V, Alekseev, 'Ljudi Flinta," Junost',6 2 (February 1965), 42.
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CeMo RNHOR Tpenaaxo HANY GPMIAHTHHY B OTXDNTOM MO-
pe. T[pemeaxu mapyca, Tpexaaa nazyda, Que
" 6RAKM JAOMBAMCH 6033BYYUHO, Kak 66A0-pP0o3o ne T -
~ A8.,Y HKcue3as I'DaHMUR MORAY AHOM M HOUMD: MORMNO .

OMJ0 CNMETs A0 NOAANA, PACGOTATS MO MOAYACA B CYT-
KM M BCO HOUb HATNIPOA®T MI'DATe B TMOAKMANOIO AYypa-
K&, ¥ BAPYr, KOr'ZA& MM YTPATHUJAM BQAKO® WYBOTRO
‘PORALHOCTN, Y PYAR CYMACHWOAWErO KODAGAR BCTRA
CTNIOKOAHNA, HACMewanBHF, yBepeHMNA B cefe QeAOBOK.

' K He cHapopexMMHHH SAMHT, KDACHOrA83WA KymMMp aa-
KOTOAMKOB, & COrORHAMHMA, HACTOAMKMA - CO CTRAG -
HREMM MYCKYARMM M AeHMBOS rpammeR kom6osn...
. @ .

Young doctor Gol¥a, the main character of S. Laskin's "Bol' drugix,"

like Sada Zeleain in V, Aksenov's "Kollegi,'" wants ta be

vhere he is most ng.‘cd, where he will find the full express of his

youthful romanticism:

Heymeau Korae-HuSyZe B HEM BO3HUKHET YCNOKOEHHOCTb,
6e3pe3auune K 3TOMy BeceliHeMy wymy? Heymeam korjpa-
HyOYLe €My HMUEro He 32XOYETCH M OH YAOFLEeTEOPMTCSH

TOAbLKO XOPOWMM OKAEAOM, KBE DPTUEO$, 3acTebAeHHOP Ba-
paxaom? heT, HeT, heT!

>
4.7 Many of thgse young main cnaracters, particularly in the earlier
works, written approximately until 1965, often ask the same question:
what do I want in lixe?’ This question, for example, bothers both

[

brothers in Aksenov's Zvezdnyj bilet. Viktor asks Dimka:

Yero me TH xouems?.. Jloroam, noroiuM. 5 He cripaay -
pal TebA, KeM TH XOyelb CTa&Tb. JTOrO TH MOXElib eLe
He 3HaTe. LKO 4Wero TH Xouemb? <TO TH BCE-TAKK yEe
JOJ®eH 3HaTb.?%

The\:kqggxs are usually vague and romsntic. Dimka, for example, answers:

1v. Alekseev, "Ljudi Plinta," Junost', 2 (February 1965), 43.
25, Laskin, "Bel' drugix," Junost', 7 (July 1965), 21.

Iv. Koéetov, whose works are typical of socialist realism style
and who continued to write in the same vein in the 1960s, had taken up
this question in his novel "Cego ie'ty xoes?" Okt jabr', 9 (September
1969), 11-36; 10 (October 1969), 41-138; 11 (November 1969), 107-172.

‘V. Aksenov, Zvezdny| bilet, 56,
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\ \MOWeT 6HTw, ROT OHO - GMTs AOMOM P CTAPNE CTOHM?
B T® CTeHM, B KOTOPMX HOT MNMKAKOro owmucaia? Jom
. HA MAEYO N APABIG, MCKETH IO KCOMY MMDY CTapwe
CTeHM, MOryuMe M TDYXAALMO M KMKOMY M@ NYRNMO...

i RocuX nop ewne He BHDPASOTAS cele RMIHenNOR ITpPO-
rpaMyas. ECTs HOCKOJABKO Bomefl, XOTOpPMMNM A OM XO-
TOA JI&HUMATWCA: GMTe AOMOM CTIPME CTENM, XOTOPHE
HMKOMY He HYXHMN, NepexpamMBaTe TO, YTO KpeoMANM
CKYUHHe Joa¥, MATHK H& CNaceHMe, BepuTe ofenn pe-
6aTaM (cefiuac Bce RPYT C YAOBOJWCTBMEM), WATATw-
CA ¥3 pecTOopaHa E pecQSPau, o6 Te iKY, ..

Aleksej Maksimov in Aksenov's "Kollegi'" answers the same
question in the following way:

i XOUY RMTM )3aoxnosauhoi.. bce parHO rge, MO Tak,

YTOSH BCOr-BHNRMMETL M3 CBEO6P MOXOAOCTE. ...Kakam Hac
x1eT POMBHTHUKA? BOT €CAM O MHE CKAJGAU: AG3Dd

} 3Ty pekeTy, M TO60f EBHCTPELRT B KOCNOC, XN TH H8~
}€PDHFKE PECCHNJAEIBCR F NPEX. BO MMR Mayku, - g ON
TOJBKO " ype&" 3ekpkuyea. A KOrje VHe TOJIKYOT, UHTO

MOe N[k K HKHEe U MOl LOAr - NMPeBPATUTLCHA E nouuga.

TYT YyX HeT, noxasy/cTa, He HEBA0 KpLCMEMX caos!

Most of these main characters eventually find some positive
solutions and answers to their question of "what do I want in life?"
These solutiqns were basically not far from those which the main
characters of ialist realism style had ready-msde at the beginning
of a literary work: wusually a devoted and inspired work, or s job and
further study in order to build a better life in the Soviet Union and
advance it toward communism., This is true, for example, ot the main
charscters of V. Aksenov's "Kollegi," S. Laskin's "Bol' drugix,'" A,

Gladilin's "Brigantina podnimaet parusa," A. Kuznecov's "Prodolienie

1V. Aksenov, Zvezdnyj bilet, 46.
2

Ibid., 65.

3V.'Aksenov, "Kollegi," ialliéto vas ne bylo\s nami, 8.
N
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legendy,” and many others. It is their romantic and independent search
for these anaweys that distinguishes these main characters quite

. o«
distianctly from the mein characters of socislist realiom,
e

\

4.8 So far in this chapter the msin characters of the early

Jorodskajq molodajs malaja pross have been anslyszed in terms of those
conceptual elements which distinguish them from those of the soclialist
realism style, What relates them to the latter type is their basic
uprightness, soral integrity, capacity amd williagnese for hard work
and sacritice, their devotiom to duty and profession, and, in seme
cases, their overt devotion te the Communist cause and their coustry,

For example, in spite of all his irony, his crit ical attitudes,
his cynical remarks, sahd his independence and occasional melancholy,
Aleksej Maksimov in Aksenov's "Kollegi' ia an honest, devoted, and
essentially positive character, in terms of the values of socialist
realism., He bravely exposes the dishonest and dangerous swindles of
the supplies manager in the port and he and Karpov save Zelenin's life
at the end of the povest'. His debates with Zelenin are caused by his
questioning and critical attitude, but eventuslly he agrees with Zelenin.
Zelenin's main argument is that they are responsible to the past and
future generations., He says to Maksimov: .

Tu Henpap, AJlellka. MW B OTEeTe He TOJbKO Nepexn

croef COEECTbD, KO ¥ neper RCeMU JOLbMM, Tepen

TevM ¢ CeHaTcko¥ niomeAx, ¥ nNepef TeMu ¢ Mapco-

EOI'O MNOJAA, ¥ Nepel COEPeMeHHUKeMM, M Nepel O6YRy-

WKMMKU OCOB6EeHKEO, A BHCOKME cAOBP2? HaM OTKDHJIM

rarza3a H& TO, UTO MeMl&AO MATM Bnepel,, - Tak HAJO

peilOPaTbCA 3TOMY, & He HYJIMTbL, K&K Th. Teneps

MH CMOTDUM fCHO H8 BELM ¥ RMKOMY He MO3IPOIMM
CreKyJU[OoB2Tb TEeM, UTO JJAS HaC CBSTO.

ly, Aksenov, "Kollegi," 2al' , &to vas ne bylo s nami, 17.
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At firvst Makeimov fimds it difficule loAcccopc this view fully, bt
toward the end of the POvVest’', he tee thiske:

CARKS TIPSN: NYRMO YYBOTBOME?H CBOD OBSIG 6 NpO-
EOABNN N OyAYEMM, MMOUNO B STOM ONROORNO OF

CTPEXa NOPeA NOYICORIA YXOZ0M N3 RNIEN. Mwen-

MO P JITOM BMCOKSA POAb WOAOBORA. A NNANG XNIXL 0.
oraneT 3daopenief TpereAxefl MaM EMKUOMMMM $8DOOM.

MM, ACAN COUMBAMIME, AOARNM OCOOONRO NOEATH ITO.

He uyzso 6OATwCA BNCOKKX cA0B. [lpomao 70 Bpema,
KOrZA OTZ@AblNO® CROAOWN MOI'AM CHNOKYANDOBETH ITH-

MM CALOBAMM. MM OCMOTDNM SMCHO WS MOEN. MM OWNCTNAX
2T CJAOBR. COAYAC 3TO rasploe: SODOTHCA 38 WNCTOTY
CBOKX CJAOP, CPOMX I'da3 N ZYU. A Na CTapee -

p ofxaBy! :

As another example, Vera Ivanovna im Aksemov's "Peltory
vralebnyx edimicy" terlo: to ;cnd patients nome in order to arrenge &
private ward for an importamt official; lster she fearlessly ovime
scross fl00od waters to save her patients. Zelenin in "Kollegi," just
like Vera Ivanovns, volunteers to work in a small village, because--
éhe resson is identical in both cases--there has been no docton in
the village for the last 2 years. Zelenin improves the village hospital,
heroically ssves the liie of a wounded forest ranger, organizes cultursl
activities in the village, and bravely stands up to a local hooligan,

The main character of A. Gladilin's '"Pervyj den' novogo goda,"
sfter a period of misunderstanding and a breakdown of co-'unic;tion witn
his father, eventuslly thinks:

£ ’ !

¥ BepoOSTHO, rie-To M MO KMJeAr: 3TO NPORKTe TEK
xe, Kak MOoff oTeL, Kak KRM4TAH. OHu cKOpO YARARYT.
¥ uMHe OLTb HE MUX MecCTe.

This combination of sincere devotien to one's profeihion or worx,

ly. Aksenov, "Kollegi," Zal', Sto vas né byl s pami, 200.

25, Gladilin, Pervy] den' novogo gods, 94.




gt N S S

’

v}

of honesty and straigntiorvardnsse, and of sa iremic, questisning,

tndepondent uuu:o te life s well enpressed iu the theughts of sals
Zelenin in Aksenov's "lollegl” after his conversatiap with the erippled
wat veteran Egorvev whe tells lelenin abeut the \mr experienses of hie

gemeration. Zelenin's theughts sre typical of the maie charester of

Acredeiaie aeledale melaie RTONg:

A Name noxoaenne? Botrpoc: EMAODRNM AN MM TAXOR
2x32MON NS WYROCTDO X BePNOCTM? [ooTOR, WYO T™M
ropopume? Hame rioxoseume... Tuwoma, Buxvop -
BOT ONN. [uime © NOPROrc BICARXE Ne BNANO NX
ONAMT A Mi, TOPOACKNO HBSDPRN, NACTPOSNNNG NWYTH
MPONNNOORE MO BOGKY MA OBOTS, SNONTOAN ASAA,
OMOPTE, MOANOT® TPRNIGA, MM, ROTODMO DPOVONRAN
ROPWUN N2 COOAR WODT INAGT NTO, NO NO JOPUMNM,

NO® BJAG3aSM P AOCPEDNE, N¢ IOZANNASM; EO TIADE-
INTRDYOM M, NYTARKCH BMCOKNX CAOB, CTAPRGMOA
COXPaHMTSs B UMCTOTO CBON AYEM, MM OCNTOCOSEM MNa
4TO-HMOyRs NOROCOMOE? Ja, criocoSum. IlycTe
Jekd KOPUNT M3 CeSm YCTRAAOrO IMHNKA, YPODeN,
YTO N OM cnocoSeM. H Baageka ToOEme...'!

4.9 The differences between the main character ot gorodskgjs molodsjs

malajs proza and those of socialist realism style rapidly imcreased and

became quite pronounced by the mid-1960s, after which gorodskaja melodajs

malajs prozsa begam to decline., These growing differences were expressed

either explicitly, or implicitly, or by a combination of both.
In some works there were some explicit polemical statements

about a character and his worth, For example, in A. Gladilin's govest'

"Xronika vremen tora Podgurskogo' the main character Viktor, who
the university entrance examinations and as & result unhappily

bums around Moscow, asks his friends: "Rebjata, kak vy dumaete, ja

ly, Aksenov, "Kollegi," ial, {to vas ne bylo s nami, 83.
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)
::'Polohtol‘qj 134 otuaul'ly)?"" Altrau‘ his (riends goll Aim
"otricatel'myy," thus classifying him u.t standard scele of the Boviet
criticiom, Viktor 40 the main oharscter and o mr‘mun of The .
young generstion of the lagte 1930¢ which found 1tself senfreanted vith
11fe and seohing independence.

Seme of OGladilin'e works, t._locc. openly ridicule the coa-
ventivns] socisliet realiss presentetson of peopla. The jourmalist in
"Brigantime podnimaet parwea" uy: to tno'm leader oa the >
construction site: "Mas muden idesl'my) geroj, écobi byl prt.fﬁ
d 1je wmolodell, {toby,‘ proctja o mem, vee poexali ms ouo)kt.”’
"Brigantine podnimset paruss’ and e mumber of other of GCladilim'e works
were structured to ridicule the conventions] esocislist realisw pre-
sentation of the main characters. 1Ia his povest’ "Velnaja kowandirevks"
one of ha® main characters, Ira Kraminova, the wife of the main character,

is xntroduccdr{y ®eans of the following asketa:

Kpaunuosa

HpuKa Dpeessa .

AITpeAs 1834 rosa. Kues

Pycckas

BiCReoe® :

yAen BAKCM, anraufickuft, ¢pangysckuf (co caomapew),
B OMMO3INUMAX W@ COCTORJAR, BNFOBPODOB HO® KMOAA, NN
A, HM MON DOACTEEHENKM P 0@INX ADMMAX MO CIYRMANM,
H& OKKYTIMPOBANHOR TOPDMTODMN He MpORYEaAR, 3
rpaHuneft He OnJAa, ASNYTATOM He N3IGMDS&AACS...

IA. Gladilin, Xronika vremen Viktora Podgurskogo, 110.

v

ZA. Gladilin, Brigantina podnimset parusa, 153.

[ 4

. Gladilin, Veé’mjn komandirovks (Moscow: Sovetskij pisatel’,
1962), 52-53.
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V. Aksenov's "Kollegi' contains the same device for the introduction of

A .

Eﬁ:/;nin ch-ncten.1 This dévice was meant %o expose .nd~r1dicu1e the

socialist realism presentation of its characters in terms of their

.

anketnye dannye, in terms of black and vhite, in terms of political

standing.

In tpes:lie QYel;n)u komandirovka' Ira Kraminova's youth is

)

described as follows:’

B 3TOM MeCTe UKTzTeJO NpeLJarseTcHd OTKDHTb
JMO6 YO KEMI'Y, NOCBAWEHEYIO CTVAEHUECKOf XM3HM M
NOC TYTIAERXIO B MECTUTYTH. B Kaxjol K3 HNX OUeHb
. TIOLPOSHO OIIMCEHO:

1) Kak OCReTHUJO COJHUEe JAaCKOBHM CEHTAGpb-
CKMM YTPOM;
. . &) Kak TpoaselSyc Wes MO JOAHHM Tps3IJHMY-
HHM YJHUIIaM MOCKEBH; :
3) KaK HapaLHWe, BRIBOJHOEZHHHO HNOEYIKM M
CMYWEHHO YAHOAOomMecH KHONM C AYWORHHM Tperefowu
nepecTYNAOT CTeHH EV30B, F KOTOPOM...
4) KaK BCTpeyaJuCe E3TAAAH Hamey TIepOMHH C
PHCOK¥M YEPDHOEROJOCHM IIE pHEM, TPYAOBR® MO3I0JAM...
5) KEK CTHIArE SOMK. ..

Here not only is the socialist realism style ridiculed, but so are its

standard cliches, which remained in the works of the late 1950s and early

1960s.
Some works seriously questioned the validity of the image of the
so-called positive hero, The symbolic meaning of A. Bitov's ''Putesestvie

k drugu detstva' is an examination of & positive hero and an attempt to

-

ly, Aksenov, ''Kollegi," ial', Cto vas ne bylo s nami, 5

2£. Gladilin, Velnaja komandirovka, 54-55.
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see the real mature of this phenomenon. At the very beginning of the
ppvest', the editor asks the main lst person character to write something

which would contaim & positive hero; their conversation, in part goes

as follows: T T

B
N

..."Hey®eau Bec_ He aomﬁyer noaoxureabnun repo#f
U ero npoSieMal" - ¥ MeHA ECE NOAOXHTENbHHS. ..
- cKyuHo roropb f. < Ha OTDMORTeJbHHX y MeHS
cCHA He xBsTaeT". - "/ia HeT, - IrOBOpPAT MHe, - N
Npo LPYTMX TOJOXMTEJAbHHX IOFOpPO. [I'epoM, MAAKHK...
Heyweau BeC M 3TO He TporaeT?® - "He Buzaea, -
ropopo, - He 3HaD... TOALKO repomnaus, Ino-Moesy,
He dYepTa, & NpPOAFA6HMEe, P OSCTOATEJbCTEAX... A
Tak BCe JXoJl¥ OOHKHOBeHHwWe". - "Bor, BOT, - rora-
PRT MHe, - 3HAYAT, BH COrJacCHH?"

- Bu cTpallHu# uenosex, - roBOM® f TIOYTH
c Eocxumeyueu. ¢

HeT, uTo BH. CoBceM HeT., Tak HaayuMeaAu?

-Ecrbl -BAPYT KPUYY 8 C paINOCTuDd M OTYA-
fAHMeNM, - EcTe OZMH.! K&k xe g 3a8unJ... 3HADO
OnoHOro, xopomo 3Kalb. C peTcTBa. BOT yx noso-
*MTeJoKHl, BOT YR repoft, B BVJKEEH Ja386T.
Kax}iu?y rop ceSe uTto-EHMOYyAb JOM2eT: DYFy, HOry,
meP®. K HUKTO ero, 32ueTbTe, He I'OHMT - caw
Je3eT, CoBepleHHO 6eCKOPHCTHO, B caMmu¥ KpsTep.
He YyeaoBeK - CHUMEOJ.

- A Bh I'OFPODKJMK... - U MHe YAWGAOTCH BU-
HOoraToV YyJHOKO?%.

M s yme Jseyy. K8K TH Tak NOXMRzellb, MO
roJoryTesJoHul repoft? Hano xe, kyle Te6S 3aHeCcJso.
[locaywa#,a nmpaBia, 4YTO TH B 3THM BYJK&8HW Ja-
3sellb? Ece-TekM 8 oyeHbv Tebe pajg. CTO JeT
He BMIeJuCb, M KOrre 6K eme 'CkrMAeJucb? ¥ BOT

. ELPYI, HM C TOro HM Cc cero... O Tele yxe
CTOJbKO NucasM. Tenepe wol* yepep... Ham-
Ly A8 0 TeSe, nOoporof xof rmoaoxuTesoHHY, Bellb
LEPKY® Takym, nyaupqaryn1 CAOFKEO B TOHKKHY
CTarzK Hap3aHV HBJIMAHM... )

lA. Bitov, "Putesestvie k drugu detstva,"” Molodoj Lleningrad,
1966, 127,
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The rest of the povest' comsists of his long journey to see

his hero-friend and of his thoughts and reminiscences about his child-

hood friend. The portrait of the positive hero Genrix is presented by
~means of these recollections, It turns out that Genrix is a paragon

of all kinds of virtues. Genrix's life is one chain of heroic deeds

and uchieve-ent{; and some of the chapters are entitled '"Pervyj podvig
Genrix.,"”Vtof;} podvig Genrixa,' etc, When ﬁe was 7, he clilbed‘up a
_pipe to the 6th floor to save his favourite things during the fire.

At 10 he beat all the local boys by lifting a heavy pice of metal 1001

times, even though he was not very strong. As a teenlsef, he jumped

off i high cliff in the Crimea. He becomes a famous and daring explorer

and speci'.alist on volcanoes and makes numerous heroic and near impossible

agsents on various dangerous volcanoes. As the lst person main character

recollects his great friend, he alfo remembers, from time to time, his

very ordinary childhood and life. All through the long journey, he

keeps thinking about what heroism really is, what victory is, and about

what life is all about. Although the lst person character loves and

admires his famous friend, he begins to wonder what the driving force

behind his endless chain of heroic feats was,

e+ EEDPKX LapPOCJAed ¥ CTzped, & MEeXaEU3M ero
OCTzR&aJCH kCerna TeM me, 4YTO M TpU NOAKSATHUM
AoMma: ZOK&3aTe LDVILMM, OOKa3&eTe ceSe, HA UTO
OH crnocoS5eH. W name Torpe, KOorga OK LzPHEM-
L&EBHO ywe J0OKE&3aJ ILDPVYIMM ¥ KOHKYPEHTOB Yy He-
7O He OHJO K SHTe He MOrJO, OH MCBHYHB2JA TTO-
CTOSHHYIO NOTPeSHOCTb AOKEM E&Tb YVX€ TOJbKO
ceSe, royTu alCTparTHO, TaK CKAa3&8Tb, M3 JO5-
BU K MCKYCCTEY... J HayMHeeT TelepPb MepPUUTb-
cA, UTOD caM OH HeVBepeH E cefe M cJishH, KHaue
32yeM ®e JOKa3uugTe CHOWO CUJY CTOJb Herlpepus-
HO M HeCKOHeyHo?

la. Bitov, "Putesestvie k drugu detstva," Molodoj Leningrad,
1966, 138.
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Further the lst person character begins to wonder what the meaning of
heroise is, and puts forward his own ideas which implicitly question

Genrix's life:
Bpeus BHAEMraeT cBOe CJOBO. A caoeo 3aToO
- Q[OCTYMOK. <CIHOocoSHOCTe K MOCTYUKY ~ OCHOB-
HOM TIpU3HARK MYRYMHH. bce OCT&ALHO® MOXHD CUM-
TaTo BTOPUYHLMM TIOAOBHMM NPHIHEKAMM, oYTM
Kar OKpackKy MeTyxa WJK Qa3ana. Moc TYynok Tpe-
. SyeTcs OT Tebsd kaxiu? LeHb, HO MHOTO JAM MOCTYM=
' KOB TH COBepu¥X B cBoel mM3IHM? A TOABUT...
OKEM, KOHEYHO, BuJau, eCTb M 6YLYT B Hame YAMBMTEAb-
Hoe Bpems. HO EBOT Belb ABXe BO3HUKET HEIOBAT-
_ HHe JAMCKyccuM: "B XM3IHM eCTb MecTO TMOABMIaM?
B XM3HM HeT MecCTa nogeurau?" BeccMHCAEHHO Beab
CrIpoCcHTou: "b XM3IHK €CTb MecCTO TOCTymnKamM?"
I ok - ¢opma BOMJOLEHHA UWeJOBOKA. OH
HeTpUMXOTAMB Ha BUL M UCKJOUMTEAbHO TPYAGE B
WCTIONHEeEMM. HeSaaropapes B TpUHIMIE. K roa-
BUI A MOI'Y TIOHATS JAMilb KaK gacTHH# BUJA n?cryn-
Ka, CrOCOGHH} CAYRATL BC eS6UMM TIPUME DOM .

4.10 During the later stage of the development of gorodskaja molodajs

malaja proza, in the late 1960s, the main characters began to have less

and less common conceptual elements with the socialist realism type and
with the main characters of the early stage, and in some cases all traces
of similarity disappeared. -This was an implicit rejection of socialist
realism style.

The emphasis now was more and more on the inner development of (/’
the young people. The main characters were now usually embarked upon a

slow and far from straightforward progress toward the first realizations

1A, Bitov, "putesestvie k drugu detstva," Molodoj Leningrad,
1866, 163. In the collection of Bitov's povesti Dalnaja mestnost’' this
govelt' appeared with some textual changes and modifications. The
following was added here:

-
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A

of self-awareness and maturity, touffd.dtnuatlnfuction with thembelves,
toward various insights about lille and human vnluc;. More often tham
not, they had reached ao all-embracing solution by'thc end of & vori,
‘but were left searching and developing. -

For example, ih Aksenov's "Katapul'ta" a young writer 1. con-
fronted with two different attitudes to life--the defeatist and cynical
one of his erend Skackov and the daring and positive one of the pilotoﬂ
travelling on the same boat with them., This confrontation makes him
take a good look at his own liie.l In Aksenov's "Papa, slofi!" a factory

- v
"vorker, fornc; football star Sergej, has to look after his liftle (
daughter on a sundny, and the events of that day make him see himself
and his life in a mew light, .

' Many of A. Bitov's works focus entirely on tne growing pains,
the emotional development, and the ways of thinking éf the young main
characters., They do not think or talk about their duty, society or work;
their main concerns are their own personal lives, their development,
loves, relationships and ideas., For example, in his povest' "Takoe
dolgoe detstvo' the main character Kirill has been expelled from
LeningraJ university for some misdemeanor., Nevertheless, he goes with
his fellow-students for summer practice work in the wmines and eventually
stays there, Later he gets Lrafted into the army. The main focus in
the povest' is on Kirill's gradual transition from childhood to manhood,
which is by no means completed by the end of the povest'. '"Sad" closely

follows 5 days in the life of a young student who is desperately in love

with an older, separated woman;, again the centre of attention is his
/

ly, Aksenov, "Katapul'ta," Katapul'ta, 62-74. .
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feelings and thoughts.

| Most of Bitov's main characters are immature, unsure of them-
selves, rather weak, and umable to think things out, Kirill from
"‘l‘a‘ko'e dolgoe detstvo," Alckuj. from "$ad," Lobydev from "Penelopa"
and the main character in "iony net doma" all suffer from a reluctanmce
and perhaps an inability to think, from & habitual .nd almost auto-
matic suppression of unpluu.nt and disturbing thoughts, and froﬁ
blocking ;hinﬁo out of their minds. With all their 1-lturtt.y and
weaknesses, theyl are very huu;\’ and very 1n;¢relting in comparison with

S

the infallible perfecti®Ms of the socialist realism style.

N
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5. Narrative Modes of goxodskajs wolodsia mala roza

S.1 In the pro?cdtn; section the main charnct*rl of gorodsksjia
molodajs melafs proza were analyzed int some d.ta1£¥ the aim of this
section is to analyze what ;ypal of nmarrators and tht asrrative modes
were selected, how these main characters were presented 1‘ the works,
and what the relationship between these characters an? the marrator

Vas, . : )

5.2 NcrrAtiQi Mode 1 (nlfrative by the narrator in the lst person)
wes never used im gorod 5;]. molodais mslais grgza the external,
internai, or lyrxcal narrators as dcfined in the lectxon 4.14 of Chapter
1 are entirely foreign to this style. »

‘Narrative Mode 2 (narrative by the narrstor in the 3rd person)
and Narrative Mode J (narrative by the lst person character) were

selected in gorodskaja molodajs maslaja proza as the main modes. Both

exhibit stylistic features quite unusual and innovative for that period

of Soviet literature. These modes J!ll be examined in detail here.

5.3 Although Narrative Mode 1 is conspicuously absent from the works

of gorodskaja molodaja malsja proza, there .are some very interesting

occasional intrusions,'or, more precisely, self-revelations, by the lst
person narrator in the works of Narrative Mode 2, Such self-revelations
are almest totally unknown in the works of socialist realism ltyle,1

and form one of the distinctive features of the style of gorodskaja

10ne of the very rare instances of such intrusion in a work of
the socialist realism style may be found in S. Babaevskij's Kavaler
Zolotoj Zvezdy (Moscow: Sovetskij pisatel', 1952), 54, 80, where the
narrator in the lst person twice overtly intrudes into the 3rd person
narrntive with some asides about the reader's expectations and the
narrator's intentions.
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molodajs malajs proza.

The basic characteristic of the Narrative Mode 2 is the deletion
of the lst person pronoun forms in the DN (narrator's discourse), so
that the narrative is 3rd person covert monologue. In some works,
hodiver, the narrator in the lst person may occasionally and briefly

"intrude' into this covert monologue, or in other words, briefly reveal

himself. In gorodskaja molodaja ma laja proza such intrusions take
several forms, ' a

.‘ .
5.4 Some self-revelations orf tine narrator in the lst person take

the form of a more or less brief address or several separate addresses
scattered throughout the work--some directed to the main character, some
to the readers, some to himself., This narrative device is, of course,
not new in litenture,l but after the monotonous and straightforward 3rd
person narratives, devoid of any experimentation, of the vast ma jority
of the works in socialist realism style, it was conspicuously novel,

For example, A. Gladilin's povest' '"Brigantina podnimaet parusa"
is a predominantly 3rd person nnfr.tive shifting between the poig;c/bf
view of the several main characters. Chapter III, however, is entitled
"Intimnyj razgovor avtora s geroem' and a iarge part of this chapter is
the narrator's address in the lst person to his main character Vovka
Anqrianov. Altnough entitled "razgovor," it is only the narrator's
commentary on Vovka's character, his way of thinking, and the reasons

for it; this commentary is directed at Vovka. It is really a dialogic

monologue whicn presupposes a partner's reactions and responses. In

~

1See, for example, the intrusions of the lst person narrator in
F. Dostoevskij's Beay or A. Cexov's "Dams s sobalkoj."
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Chapter XV the narrator again addresses Vovka, this time rather briefly;
at the end of Chapter XIII there is again a brief remark in the lst. '
person by the narrator, |

These intrusions are part of the general operational strategy
to convey the symbolic meaning of the povest'., The symbolic meaning of
"Brigantina podnimset parusa" is the portrait of a critical, slightly
cynical, romqntic; and basically good young man of the late 1950s. The
povest' is ordered on the principle of a contrast: the contrast between
the stereotyped things which journalists write about young people who
valunteer to work at faraway construction sites and what these young h
people really are. The most obvious examples of this strategy are the
contrast between the epigraph to tne povest' (a standard eulogistic
quotation from a newspaper) and the povest' itself; between the secondary
character of 8 journalist who arrives at a construction site looking
tar an ideal hero for the stereotyped oCerk he had to write and the
narrator's way of presenting the main character. In one of his minor
intrusions the narrator says about this journalist (and this particular
intrusion is typographically separated from the body of the text by a '
line of dots on one side and three altefisk- on the other and is bracketed--
quite an elaborate typographical marking):

(YepT 6u noSpas 3TOro RYpHaJMCTA. He MOr B38To

KOro-HUSyle M3 WLOEepOB, NJAOTHUKOB, 6eTOHWMKOE,

UTyKaTypoB. ke pasobpaJca, BHSpas AHAPMEHOBA,

HammMcas O HeM ouyepK. MW s, Aypak, MOBepUI 3ITOMY

OYepKy, CXB2TUJCH 3a BOBKY - M BOT AO CHX IOp

MalcCe. ¥ BCceXx Rce B NMopAgKe. Y BOBKM OJHM

HerNmpMsaTHOCTH, M HEeU3ImEeCTHO, KOorga OHUu KOH‘Z&TCH.)1

In this govelt' the narrator reveals himself and addresses the

15, Gladilin, Brigantina podnimaet parusa, 97.
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main character in order to explain to him (and thus to the roadoti)

the reasons for the main character's initial critical and negative

attitude to the life ltoun‘.hi-,l-or, on another occasion, to encourags

him vhcn'hc vérkl vith enthusiasm and joy.2 The narrator thus becomss

something of a mentor to his character and mediator for the readers,
This narrative device is in general typical for Gladilin's

style and may be found in a number of his vorkl.3 Gladilin, however,

tends to demarcate these intrusions clearly either by headings such as

“Pri-cganijl avtora' or "Ot avtors,'" or by various typographical devices

such as brackets, italics, asterisks. These demarcations in themselves

stress the novelty of this narrative device and draw attention to it.

-5.5 In other works these intrusions are not so clearly separated
trom thé Jrd person narrative. For example, the narrator in V, Aksenov's
short story ''Asfal'tovye dorogi' and the narrator in his povest' '"Kollegi"
both briefly reveal themselves in the lst person witnin a 3rd person
narrative either to address the main cnaracters with some advice or to
make some comment about them to the readers.
A very interesting and ratner innovative self-revelation of this

kind is found in A. Bitov's short story '"Penelopa." 1In this work the

1a, Gladilin, Brigantina podnimaet parusa, 25.

2Ibid., 115.

3see A, Gladilin, Iduiéij vperedi (Moscow: Molodaja gvardija,
1962)--particularly the povest' "Dym v glaza," 2-143; and A. Gladilin,
"Istorija odnoj kompanii," Junost', 9 (September 1965), 3-28, and 10
(October 1965), 8-41,

by, Aksenov, "Asfal'tovye dorogi," Junost', 7 (July 1959), 62, 63;
and V. Aksenov, "Kollegi," Zal, ¢to vas ne bylo s nami,.113,159.




’ ) 113
X
self-revelation is not only an aside tot he readers but also a revelatiom
of the consciousness of the narrator as narrator, The work is very
interesting in this respect and deserves & closer look. The symbolic
meaning of f?enelopc" is the beginnings of a spiritual odyssey of a
yabng man of the 1960s toward self-discovery, self-awareness, and
perhaps improvement.

. On several occasions, within the 3rd person narrative of the
work, the narrator reveals himself in the lst person to emphasize his
close scrutiny and investigation of his main character’'s thoughts and
feelings, and to reveal his own control of the narrative, One of the
main strategic ordering Aperntionu in this work is a fairly frequent
alternation of the followin;wthree strands of the narrative, usually in
the following order: |
1) 3rd person narrator's description o1l the main character's actions
or of events which are taking place;

2) 3rd person.narrltor's reproduction of the main character’s varying
reactions and Fhoughts in connect ion with these actions and events, as
well as the main character's reactions and thoughts about his reactions
and thoughts';

3) 3rd person narrator's commentary and analysis of this immediate flow

of impressions, feelings, and thougnts, which pass the character's iin&
and also of the main character's own introspective reflections upon this
immediate flow,

The narrative text is a complicated three-strand weave of thoughtl;

thoughts about thoughts, and of the analysis of the thoughts and of the

tnoughts about tnose thoughts. Here is a typical example;
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Ox mea no Hemckowy, X coBcemM OMAO XOpPOWO. BuaoO
coamne. M BOIAYX OMA DPOAXOCTNO NMPO3paueN. ITO
I {6ua Tor caunft JOOuMuR ocenuuRt Hemoxxf, xors » Tofh
YacTK, NO KOTOpok OH Nea, Aaxe LepeBueB Ne 6xa0, -
HO HeBcKNuft OMa oceMuuft./ Tak ON mNeA M HeKOTOpO®
BpeNA eme AYMAX O TOM, MNMOWOMY X KAX TaK IOAYYMAOCH,
QYTO OH AOXUA BOT K MCIMTMBAGT DRIMNO TAKMe WYyBCT-
B&, KAK B KODMAOPE, HA NECTHMIO® X B 3I8KOYAKe.
Ho noroaa OnAa He T&, YTOSM JOJATO AYM8Te O5 2TOM.
OH eme MOAYMAZ, YTO CTPALHO, UYTO Takof pae BO~-
IHMKAEET MOTOP ITUX OuyueHMf, UTO O HMX M He Aywaels,
YTO OHM Kak OH BO CHe ITPOXOAAT, HENPUATHHEe M CBMH-
CKM@, M NMOTOM 6YATO OH MX M Ne 6HAO. / OB 060 BCeM
3TOM NMOAYM&A, HO KAK O6M BCKOJm3®, TdK 4YTQ 6r'0
i { 3TO HMCKOJBLKO He 3alek0, M NOAYMBA-TO TaK RE: YTQ
- |NOTOM M He BCNOMHMUle, CAOFHO BO CHe, CJAOBHRO 3TO
KOr'A&-TO A&RHO-ABBKO. v

4 It is in the third strand of this alternate ordering that the
" occasional and rather unusual intrusions of the narrator in the lst
person occur, For example, there are several very brief revelations of

the following kind:

Bo BCAKOM cayvze, M 3Jecb A 6yLYy TOYEH, Me-
pefaAa JAuTeMHHR, JLOOHIEB yXe HK O UeM He nyua.a...2

4
COJAHIEe KAMHOM BXOAMJAO B MMOABOPOTH, M OH K&K p&3
YR6 NMepemaruBaA JAMHUD pa3feda, & TeJO ero yxe OHAO
B TeHM, KaK YCJIWWAJ - M 3a 3TO A MOT'Yy MOPYUMTubCH,
YTO YCJALWIAJ] MMEHHO 3TO, - OH YCJHWAaA, KakK 32 &ro
CTIMHO#, 3a ero JeBhM, TO €CTb MPaEHM [AEYOM, KTO-
TO CK238J, Yel-TO IoJOC CKA3AJ...

These self-revelations (i zdes' ja budu tolen' and '"i za eto
ja mogu porulit'sja’) are rare in the narrative text and draw attemtion

to themselves and thus to the narrator's presence. Even more strikinog

1A.Bitov, "Penelopa,'" Aptekarskij ostrov, (Leningrad: Sovetskij
pisatel', 1968), 102-103.

21bid., 104.

... “mm aaa
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is the narrator's self-revelation contained in '"sa ego levym, to est'
Jravym plelom.” A similar d;;tco may !orhnpo be found im photography,
wharq & photographer's shadow or reflection, or presence is deliberately
made moticeable, .

The significance of these self-revelations is clearly indicated
in one of them, which has a particular otructuro% significance ss wall.
The work itself consists of three easily distinguisned parts: imtro-
duction where the main character, Lobydev, gete am unexpected aftermoon-
off and decides to see a movie; complicatiom, where Lobyiev meets a
girl and they go to -the movie together; alh a cit-nx. vhere Loby‘cv
parts with the girl after the -;vxc and stumbles upon a discovery about
himself as a person. The story uhich.bcgins and ends on the Nevski]
prospekt has :ho circular structure of a traveller's story: departure
from & place--journey with its experiences--return to the same place
wiser for the experience. The movie which Lobyiev and the girl see,
"Odyssey,' suggests a parnl{el befvocn Odysseus' journey and Lebydev's
spiritual journey toward a self-discovery. The self-revelatiom of the
narrator, which has @& particular structural significance in this work,
divides the introduction (eleven fiirly lengthy paragraphs) from the
complication and reveals tne narrstor's auurceell of the structure of

the/mlrrt;ive and his concern with its symbolic meaning. Here is the

v
paragraph in question:

N™M A BOT OH NMPOXOJMUT B TEMHY) MOABOPOTHIO KMEBO-
— TeaTpa, M 3TO YyTs JAM He nepsas ¢pe&3a pacckasa,
/ KOTOpH# A co6UpaocChb NMUCE8Tb. M Tenepb HAKOHeN
. A HayuHap C Hee panM eme ONHON, ©AMECTBeHHOM,

KOTOPY©O § 3HAD M KOTOpaA AOJAXHA OHTb YYTe XM

He B CaMOM KOHIe. Tak BOT A NIPUCTYNaO K Ha-
Yady pecckala, M eCAM MHe O TOro yx He CTHAHO,
TO MEHA OXFaTHWBzeT ApOXb, NOTOMY YTO S8 INpPUCTYTIAD,
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OR NpoxoAMT X Ne AYMROT NN O YoM, NOTOMY WTO O
caje -OM Bpoge 6N N u' AYMRA, & O KAPTHHO YRO BO®
NOPeAYMAA RO 3TOrO,

This key sestence, for the sahe of which, as the marrater says,
the wivole work {s writtem (thus drawing strong sttemtion to it), eceurs
in the pemultimate ’:2“"” of the story, vhen loby‘ov discovere his

own imability to think clearly and be homest with himself. Ouly thenm

p)
he suddenly realizes: 'Ved' eto de ja delaju kaidy) do-'!"’ by I.lll'{?
of ‘No intrusions the marrator puts & stremg emphasis on the symbelic
meaning of his work, underliming it in & most unusual and striking way,

revealing his owm preoccupat.on with it.
¢

5.6 Of course, the marrator's self-revelations discussed ia previous
sections are not very unusual in literature in general, but, as has
already been said earlier, even they were quite new at that time, atter
the strictly uniform 3rd person narratives of socialist reslism style.

Much more unusual were intrusioms of tne kind present in V.,
Aksenov's short stories "I: polputi k lune' and "Tovaridé Krasivy)
Furaikin.” In the examples discussed in the preceding sectioms, the
basically 3rd person narrator with his occasional lst person self-
revelations remained outside the conceptual groupings and their semantic
relations; he always remsined an external observer and commentator.

Now in Aksenov's ''Na polput. k lune" and "Tovari$d Krasivyj

Furazkin," the narrator in the lst person briefly intrudes into his ewn

1A. Bitov, "Penelops," Aptekarskii ostrov, 107.
2

Ibid., p. 126,
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-

3rd person narrative as one of the characters. In these cases he ia
both an exterﬁnl marrator in the 3rd person and an internal character
in the lst person and thfl allows him to have several sudden and s;arp
.lhiftl from a position of full knowlédge of the main chnrnctgf'n mind
and feelings to a position of total ignorance of them, reest;blinhins
for himself the outside view of a complete stranger. In both works the
narrator in the lst person appears as an episodic character, a complete
stranger; a traveller whom the main character Kirpiéenko meets for a
few minutes at the airport in "Na polputi k lune'; a passenger in the
taxi driven by tﬁe main character Uncle Mitja in "Tovarisc Krasivy}
Fureikin."

1In ”N; polputi k lune" the incidents'and experiences of
Kir;iéenko's annual vacation are presented almost entirely as he himself
sees and experiences them, with occasional touches ot irony added by the
3rd person narrator as, for example, in the incident with the foreign
tourist on the plune.1 In contrast, the narrator in the lst person as
_ @ stranger at the airport allows the view of Kirpiéenko £;om outside,
thus giving an extra and unusual dimension to the character. This
intrusion of the narrator in the lst person as one of the episodic
characters comes toward the very end ot a consistent 3rd person narrative
mostly trom Kirpicenko's point of view. Here is the section of the

c

text in question:

B Mockre HauMHeJaCb RecHa. Ga LMBOPOT eMy Najadu
Karndnm ¢ TeX CaMHX BHCOKMX M UUCTHX BOAON&aZOB., OH
KymiMJa cepuft wapd E KPYIHYK UUCTYO KAETKY.

Ha cayualyt BCTpeuu OE INPUIOTOBMA ANA TakHu noAapokK

e

-

lV. Aksenov, "Na polputi k lune,'" Na polputi k lune, 160-161.

AL




118

- neppovepHuy HaGop "1 Masg" ¥ OTpe3 Ha NJA&Tbke.

fi BCTpeTHA ero B 34&HMM Xa6apo:CcKOro aaponopra.
OH cuAea B Kpecle, 3BKMHYE HOr'a HAa Hory u umreJa CTaHo-
KOEMuYa. Ha pynxg/xpecnn pUCesia aBOCbKa, MNOXEAR anelp-
cuHOB. He O6J0%Ke KHUI'M TNOJA MTYPMOBHMM riapycaMu aie-
TeA KJAKNEPD.

- BH He MOpAK, - CIIPOCHMX OH MeHd, oraaaep Moe KO-
X2HO® TMAaJbTO.

- Her. :

fl ycTaBuJCA HB €ro YAUBATENLHO® FHymmaolee Oorace-
Hue JAMIO, & OH ITpoyea eme HEeCKOJbKO CTPOK M CHOB&
CTTPOCHUA X '

- He =mzxeeTe, UTO HE MOpPAKY

- KoHeuHO, ZOCagHoO, - CKe3aJ f.

- i TOwe xaJjepo, - YCMeXEyiAcs OH. -~ Lpyr y Mens
KMOpSK. BOT mpucJaas MHE paaMorpaMuy € MOPps.

OH TOKa38J MHe pPaiuorpaumy.

- Ara, - cKs3aJa f, & OH CIpocid, cxony repefns
Ha "TH": ’

- CaM-TO g-xaxoro rone?

- C TpuaAODETb BTOpOro, - OTEETHUA A.

OH ReCb ITPOCHRAA!

- Caywaft, MH %Xe C OLHOrQ roga! .

Copriagesiue Je#cCTBUTEAbLHO 6ua0 e HOMeHalbHOe, M
a nowaa ero Ppyky.

- He6ocs B MOCKBe XuBellb, &7 = CIpOCKHA OH.

- Yrapak, - OTBeTWA A. -~ B MOCKRe.

- nheSocb kBapTupa, Aa? Kena, nanaH, na? [lpo-
yMe TeUKM-AE FOUKUT '

- yrapaa. bce Tak M eCTo. .

- Tlofinem, no3aBTpakeeM, 87 .

i yx 6HAO nomeJa C HuM, HO TYT OS5"ABUJM TIOCEBLKY
Ha MOP camoJjeT. H JeTes B [leTponaBJAOBCK. MH o5ue-
HAJAMCb &IpecaMmu, M s rnouex Ha nocaaky. f mex o
a3poOAPOMHOMY TOJO, cruSaacs rnoj reTpou M Ayualn:

"Karolff CTpa&HHHNA Mapehb, Kahue yAUBUTEAbHHE
coBragerua”.

A OH B 3TO EpeMs B3rasiyX Ha d4ach, E3A8 CPROD
aBOCbKY M Btimea., OH B3AJ TEKCH W noexax B I'Opol.
bmecTe ¢ wWogepoM OHM ese HalJjM 3Ty ropSeTyno nepe-
PEeHCKYD YJMIy, TNOTOMY YTO OH He TIOMHMJ €& H& 3BaHUA.
LOMMKM Ha 23TOH yJAKle 6uaM NOXOXM OJMH E& ApPYroR,

BO bBCeX AEOpax 6pexasu sAOPOBEHHHE MCH, W OH HEeMHOro
pacTepsics. HakOHell OH BCTIOMHMA TOT AOMMK. OH
BhlleAd M3 MallMhH, TOFecuJ Ha AUTAKETHUK 8BOCBKY C
arre/bCHHAMMU, 3aMacKupoBax ee rasetoft, 4ToOH cocCelM
WK ITpOXO=ue He criepau 3TO COKpOBMINE, M EEpHYJICH

K MalMHe. !

ly. Aksenov, '"Na polputi k lune," Na polputi k lune, 167-168.
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In "Tovarisc Krasivyj Furaikin' the narrator while lpel‘ing in
the lst person is simply one of the chance passengers in a taxi driven
by the main character. As a passenger, he is eﬁtircly oblivious to
the long chain of Uncle Mitja's thoughts and reminiscences wnich form
the main bulk of this 3rd person narrative. The sharp ;hjfts'betveen
a 3rd person narrative from Uncle Mitja's point of view to that of a
lst person narrative are brief and explicit. In "Na polputi k lune"

the narrator is not shown from Kirpicenko's point of view, while in

o

this work, on tne contrary, the narrator is seen from the point of view

of his own chyracter--a most unusual technique. For example, .

"ua, - Moaymaa cefuac AAAA MMTH, raAns Ha
NpOXORAMY® BA&JAM TemMy, —- NPAMO M CMeX, M Irpex,
¥ rpenkuy opex".

TYT OH yBMAEJA MAVIEIO K CTOAHKE TAaKCH YeJAOReKS
B 32'DAHMYHOM NnJalle M ¢ YeMO[2HOM B DpYke. JTO ’
OHJ A,

- YepHu# "3UA" EFac ycTpouT, TOoBZpMm? -
CITPOCHKJ] KEeHA AAL8 MuTs.

- BnoJsxe, - OTReTUA HA.

- B Cumdeponodn noekizf?

- L&,

- Torza 1no3poJoTe Ball YEeMOILAHYMK.

OH CXRaTHJACH 32 pPYUKY, H npugepxat, HO OH
HaCTOSJ M TIOHeC YeMOleH Enepeiu.

Sometimes the narrator only briefly reveals himself, as if reminding the

reader ,of his presence For example:
n 6H ONHOI'O 4YesoBeuka 6or nocnaaa", -
CTPE2CTHO MeuTea JALA MMTH.

A TYT, KeKk B CKa3ke, JNOOEFPMACA eme OAMH,
MODLE THI* AALbKE B LDAINOEOM M&JdbTO. Terepe
AALA MNTH Ouhn B TNOJHOM MOPSIKe, H2 BHCIEM
YDPOFRHe, )

- BH MHe nepfoe MeCcTOUKO He YCTymnuTe? -
O0pe TMLICH NMOCASAKUNA NM&acceXUp K MepEOMY, TO
€CTb KO &7~ - JcTynuTe, nowzayficra, no-
CKOJbrY A Tybepryae3HH! MEBaJKA. BH ke
CMOTpXTE, UYTO 8 TeKO¥ 3IAOPOERHF. £

ly, Aksenov, "Tovarisc Krasivyj Furazkin," iél; dto vas ne bylo s

nami, 296, .

21bid., 297.
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5.7 The above-described stylistic feature of intrusions/self-
revelations in the lst person by the narrator has several strategic
purposes. First of all, it allows the creation of an unusual and
effective combination of the internsl and external viewpoints of the
main characters, particularly in those cases where the narrator in the
lst person suddenly éurnn up as one of the minor cnaracters. Secondly,
it provides an interesting insight into the narrator as narrator. A.
Bitov's "Penelopa,” for example, not only presents the spiritual odyssey
of a young man of tne 1960s, but also expresses the preoccupation and
concern of the narrator with nis own narrative, particularly his pre-
occupation with exactness and explicitness in conveying the complicated
and intricate thought processes of his main character. This device also
establisnes a very clear-cut distinction between the nnr;ntor an& the
main characters.

These lst person narrative intrusions/self-revelations are the
result of operations whicn draw attention to the narrative itself,
Although the focus in a work is on the symbolic meaning and on the main
character, there is at the same time & double focus, for there is a

focus on the focusing itself.

5.8 First person narrative intrusions/self-revelations were only one

of the stylistic features typical of Narrative Mode 2 of gorodskaja

A}

molodaja malsja proza.
In this ﬁarrltive Mode 2, the omniscient 3rd person narrator of
socialist realism style, who in a monotonously uniform and monumental
manner described everything the characters saw, felt, and did, had disap-
peared. The main operational strategy of this Narrative Mode 2 was to

present everytning from the point of view of the main characters. The
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strategy was tg breacnt their inner worlds nnﬂ pcrcl‘tionc by means of -
their own monologues, dislogues, thoughts, and particularly their DIM
and IIM. This 3rd person narrative was strongly oriented toward the
self-expr;o-ion of characters.

The wide use of DIM and IM was another stylistic feature
typical of Narrative Mode 2 of gorodskajs molodaja malaja proza. In

»

many cases, DIM and IIM simply conveyed the main characters' feelings

and emotions, as if'reproducing what the characters might have said on
the occ.aioﬁ, had they been thinking aloud. These DIM and Ilﬁ ul;ally
ranged from a brief sentence to half a page. They usually occurred at
emotional moments and tended to be ip the form of exclamsations ¢n§
questions, In some cases DIM merged into 1IM and vice versa. Here is
an example:

OH ea, rasaa nepef cobofi B CTeHy, HO 3Hax,
YTO 3a CNMLOF y Hero ecTe ABeDb, KOTOp&S
PeleT B TaKyl xe OOUWMPHYW KOMHATY, 8 TaM
To®e AFepb M ONATor KOMHATA, Takad xe Myc-
Taf, K&K ¥ [Be NnepFHe. Hukorza oH He Ay-
Maa, 4YTO eMy OyAeT HEIIPMATHO M3 -3a M3ISHT-

/ Ka xpanaonagu. UYTO OH OyneT AOABTb 3heChHb
OAVMHT Hanexin Ha InpudaBaeHue ceMeflc TRa
Hukakoli: MHHE B MOockpe. Xa, npuegeT OHa
coja, kKak xme! K3 MOCKBH coaa? M3 MOCKEH,
rpe CTOJobKO MHTEpeCHWX peSAT, &pPTUCTH, Xy-
RO®HUKM, TIO3TH, rge C6yAylUMM JAeToM S5vieT
BCceM)pHu} QecTuransb, HeT, 6paT 3e*ennn,
MM -Ka TH cefe CeBepHYo KpacapuIry. -

This kind of DIM and IIM was no different in lexical items,

syntactic constructions, and, most significant, in its function in a

b
i

narrative text, from the direct speech and thoughts of tne same characters.

The only difference was often that of punctuation and some pronouns and

ly. Aksenov, "Kollegi," Zal', €to vas ne bylo s nami, 36.
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verbal forms, which is evident from the fact that in some cases the
punctuation in the first publication of a work was changed in lubﬁiqucnt

pdi(iiationn. For example, the following section of the text of A,

Bitov's "Takoe dolgoe detstvo" originally had the following punctuation:

direct .
speech - BopoHeKKo, 3apeuba, NMPUrOTOEUTHLCA.
1IM of the Ckopee OH BH3B2JAMX... O, uepr. Tpa-

cer, kak cofaxy. Kiu TyT. CJAOBHO Tebsn
B ATEBJINMK OTND:BASOT. PBuHas OH y Hero ¢a-
MUJMS Ha "A"...

- MpavoB A.A., HB2HOB A.B., mpuro-

main chnrqcter

1IM » Ckopee O6H... M cnaTe.

- WBzHOB ¢.¥., HrouuH, TPUIrOTOFMUTLCHA.

1M HekoHen-To uepe3 MERAHORHX MpoJe3an.

- [IpMroToBUTLCH. . .
- lipuroroenuTecH... \
- KarmToHoB, KsNyCTKH, NPUIrOTOEKUTLCH...

DIM Ke Kof Hanycwxi? Eme onuH Xany¢TuH?

TAynocTe Kakas. JT0 e 8 KamnycTHH, !
When the povest' came out in s book edition, the last two IIM and DIM

of the main character in the above quotation were placed in quotation

2
marks, which turned them into that character's thoughts.

5.9 Altnough this particular way of using DIM and 1IM'was not par-

ticularly different. from the one found in some works of socialist realism

1, Bitov,''Takoe dolgoe detstvo," Junost', 11 (November 1964),
39. :

2A. Bitov, Takoe dolgoe detstvo (Leningrad: Sovetskij pisatel',
1965), 156,
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style, its wide use was the distinguishing chtor. In some works, how-
3#.:, DIM and IIM were used a way that was new for thag period of

the development of Soviet prl DIM and IIM were used to convey feelings,
emotions, and the workings of the mind which lie deeper than thoughts

and cannot be simply equated with t§e-;,Axhcy are used to convey what a
charactet may not be able to express himself directly. For example,

here is the initial characterization of the truckdriver lirpigenko, the

main cnaracter of V., Aksenov's snort story '"'Na polputi k lune':

Mo=xeT, BEBM KOJe npnnegrn?
MoxKoO. :
[Io~-BOC TOUHOMY?

= A?

- Kogde Mo~BOCTOYHOMY, = TOpRmec TEyWile
nponesa OPUIMEBHTKAE M IONJAHJA IO MPOXOAY.

"EpyHna, 6aba kak 6aba", - ycrniokauBaax
cefa KuprmmueHko, r'Jans e BcJaeA.

"kLpyHaa, - AVM&J OH, MOpI&Cb OT IOJOB-
HOV. 60aM, = ocTaJocb SO MuMHYT. Celluac O6"ARAT
rnocagky M 3saTo Te6A He 3HaJM B 3TOM ropoje.
[opoxn Towxe MHe, ['Opoa-ropoAok. He MOCKma.
MoweT, KOMY OH M HpeBUTCS, MHE JMUHO He TO,
YTOSHW OYeHb. Hy ero Ha ®ur. Mower, B apyrof.
pa3 OH MHe TnoHpaBuTCA",

Buepa 5HJ0 CHJLHO BHIATO. He TO, UTO
6H yx npsamxo "B JAOCEKYTH", HO Kpenko. bueps,
o3z Buepa U TpeToel'o JHH. Bce - M3i-3a 3TOro
rega bzHMhe M ero gpaxalimef cecTpyxu. Hy
M packoJsoaum Oku TeGa He TROM TPYAOEBHe pySam!

1

>
In this opening dialogue with a waitress at the airport cafe,

Kirpicenko says only one word and one interrogative interjection,;but

. they are quite economical and effective clues to his character, To the

question of the waitress he does not answer with the customary 'Da," or

"Da, pozalujsta,” or '"Da, spasibo," etc., but with a rather colloquial,

ly, Aksenov, ''Na polputi k lune,”" Na polputi k lune, 150,

13



slightly rudl, and pretentious "Moino." Her next question, however, .
throws him off'balance, he gives up all pretense and simply lets out:

"A"?.  She easily wins in this brief exchange: the narrator confirms

her victory with the remark "torfestvujusde propeil." Her easy victory
over the provincial show-off bothers Kirpicenko and he thinks: "Erunda,
babs kak baba . .»'' and again the narrator confirms: "u.pok11Vf1 sebja
Kirpidenko."

The next paragraphs of the above quotation continue Kirpidenko's
éhnracterization and expand on the‘letting and situation, The first
paragraph is the expression of Kirpilenko's thodghtl; the second--his
IIM, whicnh in the last lénteﬁce merges into DIM in the form of an address
to himself. This IIM gontinues the chain of thoughts expressed in the
firsf paragraph, and there is no change in the lexical items or manner
of expression. Such colloquial expressions as ''me to &eoby," "mu,'" etc, .
and constructions with the 2nd person singular, which occur in both his
thougnts and in his IIM, indicate that both are Kitpiéenko'l inner
reactions to the situation,

However, in this case the division of his inner renctionnlinto
two different formal expressions--his thoughts and 1IM--significantly
adds to Kirpifenko's cnaracterization, Hexe IIM is not simply a slightly
difierent way of expreséing a character's thoughts. Kirpicenko's
thoughts in the above example ‘re a brgvado, a kind of cheer-up speech
to himself after the unpleasant inci&;ﬁk in Xabarovsk., His thoughts
express tne sort of things he might have said aloud if anyone had been
listening. His IIM, on the other hand, reveals the-relson for this

bravado, a reason of which ne is aware, but which he could neither face

openly nor admit to himself, This type of IIM cannot be simply taken as
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the character's thoughts: it deals with a8 much deeper level of human
emotions. . p

Although by no means a new device in literature, the appearance
_of this kind of IIM in the works of gorodskajs molodais malais prosza
stands in direct contrast to the descriptive marratives of the works of
socialist realism, which dealt exclusively with the fully conscious

levels of the minds of the characters.

5.10 Another stylistic feature of gorodskaja molodaja malasja proza,

which, too, sets it in sharp contrast to socialist reslism style, is

the presence of another'type of DIM and IIM, particularly of the latter.
In this type, a character's flow of thoughts and emotions is presented
in a way that is 6bviously beyond the verbal capacity of that cnaracter,
In this case the narrator presents the deeper feelings and emotions

of his churfcters by means of DIM gnd IIM, which difter considerably in
lexical items and syntactic constructions from the speech of those |
characters. In other words, the narrator uses DIM and IIM to express
what a character feels but cannot possibly express or consciously think.
The point of view is that of the character, but the linguistic expression
is that.of the\narrator.

For example, the ;;me Kirpiéenko‘in Aksenov's ''Na polputi k lune"
is as limi;ed in his power of expression as any average young truckdriver
from the Far North would be, especially the one that was brought up in
an orphanage, left school after the seventh grade, and spenf three years

in one of the Saxalin prisons., All the instances of his direct speech

and some of his IIM reveal both inarticulateness and limited expression,
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His typical responses are: "5;307", "Nu, Ce ty, Ce LYy « . . "

v v
"Koncaj," "A nu-ka valis' otsjuda,” 'Spokojno," and so on.

However, his complex emot ions after making love to Lariska in

Xabarovsk or falling in love with Tinjl are expressed in the work through

.

his DIM and IIM where the narrator expresses what Kirpiéenko cannot

possibly verbalize himself. For example:

OHa 3aKpYTUJALCb NO KOMHaTe. KOYOHKE ee
NAECKEAHECL FOKPYI HOI', KMpPIMYEeLKO CHRAJ MNiac-
PUREY M [IOCTaBUA "Pro-puTy". I[IOTOM OH marsyJ
K 4-DACK® M CXRATHUJA €6 32 NJAeYM.

BoT Tak bcerga, kKorja nadelld CKOAL3IRT
no TeBoef mWee B TeMHOTe, KELmeTCHA, HTO 3TO Najo-
I AYHH, Keékafd OH JelleBKa Le JeXaJ& pPANOM,

BCe paBKO IocJAe 3TOro, KOrga mnaJolu TPOrapT
TrOl mepr, = KHaJO O6H AaTe el MO pyKaM, - KaxeT-
Cf, UYTQ 3TO M&JbIW JYHH, & CaMa OHa BHCOKO K
CKFO3b 3Jamep3llee CTeKJO [OXoma Ha p&a&CNANBIMME-
CH %eJiTOK, HO 3TOro He OHFEPET HMKOIJ2 M He
o6maHHBaY ceb6R, 6yneT JuM 3TOo, Tele yme k£l, M
BCA TBOS HeJajhaf M JeJHARS, BCA TROA paclpe-
KpaCHafg, RapKes, XOJAOJH2A X# 3IHb, KAKARA OHA

HM LA eCTb, KOIQa NaJbuUMKM Ha8 llee B TeMHOTe,
K&®meTCH, UTO 3TO...

v

The long sentence wnicnh takes up the entire second paragraph of
the above quote is Kirpicenko's IIM, expressed by the narrator. Its
broken, somewhat irregular, repetititous syntax conveys Kirpicenko's
state ot mind and introduces tne symbolism of the moon into the story,

In anotnef example, the emotions of young Dimka Denisov, when

he falls in love for the first time in his life, are expressed as follows:

J¥uNuKa cuzea HAE NnJadgxe M cmoTped B mope. OH
BHUNE TeJbED cJaenunad 38 ogho¥ Toukoll, ese BUIAHOP B
pachiJdeniehhoM OJaecke RoAW. OH& LBUraJeCe B Xao0-
ce ApPyI'MX TOYeK, HO OH HU pa3y He MOTepsa ee U3
BUAY, TIOKE OHA He Mcue3sa cOBceM. OH NOAYMeA:

ly, Aksenov, ""Na polputi k lune," Na polputi k lune, 153-154,
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HNPHYJAa ['alK&, MHTOPECHO, CKOABKO MpPOASPRMTCSH,
rgpe 3TO OHA TAK XOPOUWO HBYUMARCH NAKBATE? OM
yBuiea: B 6AeNHO-3@AE@HOM, NepejiMBACHAMCA CBOTO
CKOALIUT ruOxoe Telo., OH NovyBCTBOBAA: Maasg!
Maas! Taaa! OH nouypcTBOBaa cypax, koraza laas
BHlWJ8 M3 BOAW M HENpaBMJABCE K HEMY C COAHOYHONM
KOpoHO#i Ha roayfofi rorope, CO CBepPKAOWMAMM NI -
YzMU M TeMHHM AMUQM. Ha naame BADPYT BCEOX TOYHO
BeTpOM CAYAO. MHcYe3aAu BCO CEMbM M OTANXROUMS
OAMHOUYKK, W KLYXKM BOAEPOGOAUCTOB, U MBAKOO RYAbO,
M COAVIHAA WMeHR, M QuTamulMe, M KypFmMe, TTOAO3PU-
TeJibHHEe KBOMHKM M cnacfTeloh8s CTARIMA, CAOHH M
=ypadH C AeTCKOf naAQuagKK, M CAMM ZeTH, Kacca,
AupeKImMAa, OydeT M MMKET MAJIMIIMM, BCO® OKYDPKM, SAMY-
Hafg ckopayna M OyMeXEWEe CTBKEHUMKM, JAeXaKu, Mayra,
CKYJAbIITYDH&A I'pynma, BeJOGUNeAN M KYUKK OAQRAN.
bce. WaeT Faaa. C KOpoHOR Ha roay6off roaose.
C TerHHM JumoM,

AtpoauTz poamMaach M3 TNeHW MOPCKOY? y OCTpORa
Kpur.,

A Taas?

Hev=esu B poanoue ['payapuaHa BOAM3IU ApSarTa?

B cymkocTn, AdpoaguTa - JOBOJBHO TOACTAS XEeH-
liMH&, A FUpeJ E My3ee,

A Taaa? _
Nass cTpoVHA, K&K KepTMHKA 06mecow3HOro LO-
ME nOfened, ’

YTo Au A cpenan cefyac, eciau O OHA I'DeKOM? .

APEFHUM, KOHEWHO, HO IOHHM M MOWHHM, TOYHO
TCepakJa?

O Paaa!l

1 6W CcXmreTHJ ee 34eCb, Ha ITyCcTywleM MNAAxe.

Ha MOToOuwKJe npomuzJcs OW ¢ Hel yepe3d ‘l'ax-
JiAH U laprTy.

CHEJA OH rJavauTeds, 4YTOS6 OHJAO 1TOXOxXe H& I'poM
KOJieCHU .

i 6u yHec ee B I'OpH, E XpaM AYDPOAMTH.

H§nry JWOBEM MH NpouJu OH Tam OT KODKM 1O
KODKHA .

In such cases the narrator conveys the feelings, -emotions, and
the stream of consciousness of the main character by means of DIM and
I1IM, the languaxe and expressiveness of which are beyond that character.

These DIM and IIM do not necessarily take the form of lengthy,

complicated sentences or use extended imagery. They may take the form
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of one word, or even the repetition of a word; in the following example,
tﬁc repetition of a word "devufka" suggests llrpt&cnko'l feelings

toward her:

dapeBeau MOTODM. bBalKa OOMMpaAE M BTHXO-
MOJKY KDOCTHAACL. MODAYOK yCHAehHO eff Moa-
P#Rad M KOCUJ IJa3s: CMEeTCHA JM KUPNUMYeOHKO?

A TOT BHBOpPAuUMEEA WOD, TAAAA KaK ZOBYWKeE,
AeBPyuKa, [NO6BYWKA HOCUT KYA&-TO NaAJbTO M WHMHEAM.
A NMOTOM OH&| MOABMABCHL C NMOLHOCOM M YIOCTHAR
1cex xou¢e'rhuu, & MOXeT, He KoHpeTAMM, &
3o.no'rou1 CEMOPONKEMU, MMIOAIMM AASR

cephua.

s
5.11 The narracor in Narrltiv? Mode 2 was, 80 to speak, doing his
best to let his characters speak for themselves and taking over only
when the characters could not. This narrator was, especially in the
earlier works, sympatnetic and approving of his young characters., In
his ifntrusions he often encouraged, supported, and helped them. As

[ 4 [
Borodskaja molodaja malaja proza developed, however, the attitude of

this narrator gradually began to change from the complete support Qf
his main characters to a wore analytical and questioning attitude.
Sone‘of the -best examples of this analytical attitude of the
narrator may be found in A. Bitov's works. Bitov's narrator is par-
ticull;ly interesting because this nlrrltOt‘directl his analytical
attention not so much toward what his main characﬁers think, th more

toward the ways in whicn they think, or rather fail to think. His

povest' "Sad," for example, is 8 close examination of several days in a

;"t

ly, Aksenov, "Na polputi k lune,” Novyi mir, 7 (July 1962), 91.
In the text of '""Na polputi k lune'" in the collection Na polputi k lune
this repetition of "devuska' is absent, unfortunately, as its absence
impoverisnes the work.
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young'man's life. This young charscter, Aloinoj. is in love with &
separated woman who 1|\luch older than he is and who seems to be using
him, . Becauss of his emotional involvement with her, he fails to do wall
in his examination and even steals oo-'l-y certificates for her. The
povest' consists almost entirely of Aleksej's IIM and thoughts. However,
the nnrrntor‘utopa in from ;1-n to time and incisively analyzes Aleksej's -

\4
inability to be honest with himself. For example:

sk AYMATo OH HM B KOOM @Ayuae He wMOr,

OH OpPOCMA MHCJs H& TIOAZOpPOre - AaAslie KM,

nponacTe, WAraTe TYA8 He XOTeAOChn, Tak ywe

NpHBHUYEH OLJA_ MeXaHW3M 3ITON MHCAM MOXAHAIM

ee M36eraHud, UTO M Helbak 6HAO YRe I'OBOPMTb,
YTO OH TaK AYyMEN.

5.12 ihis kind of Narrative Mode 2--mostly ?tou the point of view
of the main characters, v{th their DIM and IIM, with the Occasional
intrusions of the narrator in the lst person--points to one of the main
. stylistic characteristics of tnhe entire gorodskaja molodsjs malajs proza:
its whole narrative structure is oriented toward all forms of characters'’
discourse--direct, DIM, and 1IN,

The above conclusion is extensively supported by the f‘ct that
Narrative Mode 3 (lst person narrative by one of toae chaflctetn) vas
just as widely used'as Narrative Mode 2.

Some of these works were in tne form of a diary, as, for example,
A. Aleksin's '"Moj brat igraet na klarnete,” or V. Banykin's '"Andrej
Sneikov ulitsja fit'"; or in the form of a cycle of letters, as, for

example, in V. Krakovskij's "Pis'ma Sa$i Bunia"; or in the form of the

1. Bitov, ""Sad," Dainajs mestnost', 141-142,
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main character's notes, as, for example, in A. Kuznecov's "Prodoldentie
legandy."

{n other vorkq the main character was simply marrvsting the
cto'f in the lst person, l* all these works, no matter what the form,
one of the initial operations wew to doicto linguistically, though not

..cnnntxcully, the 1st person narrator and to assign the lst person
narration to one of the main characters,

In the works of Marrative Mode ) of gorodsksjs molodaje ®alsjs

Pproza the lst person character was always one of the msin characters,
nNever a passive vitn::l or & minor character. This lst person char.cto;
directly revealed his own ideas, views, sttitudes, actions, feelings,
etc,, as distinct from those of the msrrator. .

The deleted narrator's sttitude to the lst person character was
usually the same as tnat of the narrator in tne Narrative Mode 2,
discussed in section 5.11 of this Chapter. In both modes the marrstor's
attitude and position are the same: slightly above that of the main
character, i.e. the narrator is more knowledgeable, wiser, more insight-
’iul, and quite sympathetic and often .nllytical.‘

To detect tne deleted narrator's semantic presence and attitude
" 1s not alweys easy in the works of this Narfative Mode. He is usually
clearx( noticeable in-those 1gctions #% the narrative, where the vision
and judgements of tne main character Etc limited by that character's
position in a certain situation and wneyd the deleted narrator reveals
his wider vision and knowledge by means of the very structure of the
narrative.

For example, the symbolic meaning of V. Aksenov's short story

"S utra do temnoty' is the young man's progress toward maturity, In
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this work the young man who is tne lst person main character begins to
tum from a bored post-graduite student into a devoted medical research
schélar who understands the significance ofvhard and sometimes dull
laboratory research. The first indications of .this change are not
immediately noticed by the lst person character himself, but the deleted
narrator draws attention to them. For example, when the lst person
cnaracter first learns that nis girl-friend's father has inoperable
cancer, he comes out into the corridor, wnere the unfuspecting Lena and

ner father are waiting:

Tosne epayefl ¢ I'POXOTOM MpPUNOLhUMEETCH CO
CTyJbeB. f NeprFuM BHCKAKMBAD B KOpPUAOpP. YTo-
TO B HeM M 3MBHAJNOCb. '~ BEpOSTHO, 3TO JMOA& 60Jb-
HHX, YVCT:zBMENKXCSH HA MEHS. ’

A oTen AeHH CIIOKOI'HO YUT:eT emeHeledbHHD}
VJJUOC TP POB2HKHI Xyphada "Orokek". TopumT ero
cvXoe KOJeHO, O5TAKYyTOe xopoweh cepoff TKEHbLD,
M TIOK&uMBaeTCH BeJUKOJeINHH} YepHHP} GOTHHOK.

46Ha GecelveT € KcKOW-TO XeHIMHON.

bce 3TO B BHCWEef CTelNeHMU CTpPaHHO.

$ MoAYOR®y M CJUHWY TOSOC A€HH:

- ¥ BH cOBeplerHO BH3ILODOBEAU? - CHPEUMB=eT
OHa wWeHIMHY.

- Jds, cobepuwerHo, - OTBEYzeT Ta. |

Later, on tne street, as he parts with Lena and her tather, the tollowing

4
paragraph occurs right in the middle of the parting scene:

Ha Vvanue npojos=xe-eTcs coskeukHfi BeTpeHu
Lebkbe. Ha yray TOPryoT MO OveHHM. [lySAMKa Toa-
TIMTCS EO3Je 2FTOMEZTOR C ra3upoBaHHOP Bopof.
Taxesnnl I'DY3O0BUMK C NMPUUIEINOM Fe3eT S@TOHHHEe TIJAM-
TH. MiJaMIDMOHep B roay6of pySamke Serouw nepece-
K&aeT ysnaye. [pOXOLST TYLMCTH C HENOMEDPHO Or'poM-
HHMU DpIOK3aramM. BClOAy Ha JOTKAX MBCCE2 KAYOHUKM.
1eMhO-Kp&aCHHe rOpH KJAYSHUKM. POCKOLHHe 50M50Y-
KM C 3€JielhNMM XFEOCTUKEMM M METHE SIOLu. LVwy-
Il KPECHOTO COKeé. YepHue naJbdH NPOLSBIOMO,
A'yi? JeTHEero MO3MK-xoJasa. [lzapekb npored B no-

ly. Aksenov, "S utra do temnoty," Katapul'ta, 11,
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' pp@Fammeﬁ pybalre /BMKe=-A3MEL - MMajawT vOHeT-
K. H'ro—'ro,ne.njve;\ . Pecrpuruf* B xoxoTe port
,+ 82 CTekJOV TesedoHs' ! .

L2 . ‘

wnat he sees\and feels, not yet fully realizing the significance of this
new vision a awvareness, of this sudden feeling of estrangement from
ordinary everyday reality, of this keen perceptibm of the fullness and
appreciation of numan life, when confronted with the-vision of imminent
death. The above examples show how the nnrrltor‘bringl this out without
the 1lst person character's nvarehe:; and reveal his own organizing
force and semantic presence,
~ N

Another example of the semantic presence of the linguistically
deleted narrdtor in Narrative Mode 3 is the device of sharp juxtapositions
of the world of adults &nd the world of children and of the games adults
play and the games children play in Aksenov's short story "Ryzij s togo
dvora.'" In th{q work, the lst person character is only partially aware
of the superficiality, emptiness, hypocracy, and artificiality of the
adult world of whicn he nas now become a part. The contrast between the

‘

adult world and the world of children is strongly suggest:d by the
deleted narrator tnrough the operation of the constant shifts between
the scene in a restaurant and the memories of cnildnood. Sowme of these

shifts take the torm of alternating sections, while others occur within

one paragraph, or even within one sentence. Here are some examples:

OH oToupaX OT EHVTpeHreli CTEeHFM LBe LOCKHM
M OKYHYJA MX B OUKO.

- OTKpuBz{ LBepb. - 320pad OK. - OTKPHESF
LbePb, ¥ MVCTb VBIULET, UYTO OTCOAZ ELLILVT
MYXUMHH, 8 HEe M&MelbKMHH CHHKM!

1V. Aksenov, 'S utra do temnoty," Katapul'ts, 12-13,
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A pucrieXHyJ AFepb, M MH BHUJAM, Jep%a ITe-
pell cofofl, CJOBHO JOMNaTH, HAOCKH.,

MH ©powmJAy¥ HAMCKOCOK 4Yepe3 Becb ZEOp, A&-
X@ He T'AALS He CBOMX MPOTHBHAKOB, IAANA Kyaa-
TO B JAa3ypHHe Hefeca, F MaJaXMTOBHe HeSeca, B
MODCKi1e JAydyelaphHe Hefeca, ofemapume 6O0JeIYD
R¥3Hb M [lOJKHe3uMw, ¥’ FAAAS ele MHOraa vyepea
rnaeyo, HA OKLEO TpeTbero 3Temx:, B HOTOpOEe BHCTS -
BiJaCb I'oJiybas M ‘HELYTAA ACbLKA,

(CTETOK LES MH ITPOXOXOTaJK 3a neyrkol, kKak
LOMOEH®@ . . «

ri) (' aHTpecoael 3&J HENOMMESBL 3aKMNaDLYI:

CY¥Ti, MHOr'd& IOpPOXOEHM, MHOI4a JAely. JITO
C Nerporo E3raAla, & MNOTOML yme pPISAKUALUCH
pacCnJaac TeHHHE UMKeH-Tal&K&, ONNETKM MKDH,
3hBKOMEE JHCHKHH, 3&JhCHULH, [POAKRCHHH, BMIe-
JHCHMELE, KOHTLJWCMEN, Npo6OopH JAepHe, NpoSo-
pH NpegkHe, INPOPeKTODH ¥ PEKTOPH, CIIOpTCMe-
Hbk, JeBWIk, &¢HIAOCEKCOHCK&A cemefika 38 MOMM
CTOJOM M CJLexeHCTERYWLM) NepeBOZUMK.

i nocToAL HeMEOrO Ha O&JKOHUMKe, C KO-
TOPOTIO MHe EBCeNnA&8 XOTeJOCb CHPWIrEyTo, K
CTe, CIIVCKaTbCH.

) ««+JJOK8 HEe BepHVJaCb C EBeYepHel CMEeHEn Te-
TA, & NocJe, CH56xX&E FO ABOD, KDPYRLJIK P TeM- °
EOTe MeRmLY JMMEMK, K&K J€Tyuue MHUY., Rep-

Eee, KeK POPLHEe &/ib6aTpOCH ATJAZHTUKM, 8
rnocsae, F300paBUMCeL IO rFoAotToump! TpyGe K
rpoas INno Kaphu3dy, Io 6ombpaupee, 6PpoCHIM
Acohe B QOPTOUKY 3armcky. K f, raynen,
YVBCTEOK&J, YTO 3TO HKOUb KeameF 1o6eLH M
Taf'Hh, K, IepernoJHeHEHW) EOCTOPIOM, yxXe He
OTLeAsd ceba OoT Pumxero, na m cefyac §,ray-
riel, FECIIOMMH& 3Ty HOYb C NpOXJalHHM LeJe -
CTFLKM E€TpOM, C IsCHYLMMM M DPE3TOPAIKMMMCSA
3pe3LeMK, Kabk CEHOK COSCTEGHHYD HOYb.

He creryoum# ferb 5 HUKEK K6 MO AOMC-

,KaTecs Pumero, IoOk& He MOKFJ, YTO OH B OE-
pare He [[oLayxroli,

The sections numbered here I and bare one continmious stream

lv, Aksenov, "Ryiij s togo dvora," Zal', {to vas ne bylo s nami,

330-331.
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of childhood memories by the lst person msin character. His sudden and
brief return to the reality of the restaurant in which he is sitting
occurs in the middle of the sentence which further emphasizes the

nbruptneil and suddenness of the shift, This shift, as all other shifts

in this work, puts the two worlds in sharp contrast and reveals the

controlling and organizing force of the narrator., .

In the following example the war cry of the childhood fight is

>

inserted in the middle of the polite conversat ion of the adults in the
restaurant. Again, tne deleted narrator underlines the main wessage

and controls the narrative of his lst person main character.

Puxu/ rMonHAA K&EY©0-TO NMalKy, 8 MHe CYHYJX
KYCOK Kuprmya.

- MH CITMHE K CIIMH® y M8YTH, [POTKME THCH-
Uk BAFROen! - GeleHO KDMKHYd OH MHe B JUIO.

Hec okpywriu, u M O60pPOESJAMCHL, KDYTH
H&ll, TOJOBEMMK. ..

- «..A.., METpaa#oc Ty DO Mma} 6ecT ¢ peHL...
npucsiex, roxaJyy, 3aecb. JYOT AY © YOHT?

- ilau3, nawus, nau3, nNIus, 0AM3, CRib BY
nae., .

=~ «..HMpIMY M naJskKy, KUPIIMUY M NaJKy, KuUp-
%Y ¥ N&JdKy, 4YepT ECRbMmu!

- ...HKaBuap 3epHuCTHIl, nalocHul M npo
Yy KkeK-TabeKa, PROLKAT?

liocaenoBasa cepus KOHTAKTOB [OL OSImMM
Hé 3pzHMeM "BCeMUDHO M3IBECTHesS p#lleH C TPOHTr
ROLKA"; EBE3&KMONOHKMAOWME YJAHSKM, TOIMKIKBE -
E}S, alopK3MH, TOKE& C KOPOTKMM XJAOI&HbBM TNpen-
MeT O6CyrAeHUR He OHJ NponyweE BEYTpb, O lie
6ecrT.

- CkewyTe, Ipapa® JAM, UTO B O3epe Lox-
Hecc »MEeT HeSe3H3IBeCTHHP NnJie3no3aBp?

- I'yp-p-p, urvren-tabz2k&, — HO R TO Xe
bpeMss BHXM2TeJibHhe YU¥e - K IepPeEOAYMKY.

- Hec, MT AMB3...

LyT yx neperopumk, M&a#¥ 66ecT ¢peHL - BH-

TAaFUB VUWKK - BeCob BHIMEZKKE, MpPOLEACH IO KO-

CTOYKEM, XpP-p-pP-pP-p-pP, KX-KX-TI¢V...

- OKCKbI03 V¥, Neperesy, nox-Javicra: §



AOJI¥€H TOKULYTb BEC K& HECKOJABKO ITYCTAKOBKX
LUEYT.
b TyaneTe Bo3xe, 6auxa 6nna HsOapanase
DyTK&: “bapeHKUH, MOAUK. 68 OTAEAEHMO MHUIM- .
. mmMu". § 3HaA aBTOpa mMYTKM, HO He CcTex Ay-
MaTe O HeM. § TNAOTHO NPUKPHA pPe ¥ InIpN-
CAOHKJACH K CTeHe.
= esoKMDIMU K Naaky. - BOpbka, CaABBKa,
Cepexka ¥ O0paTbs fKOBJEBH, Yueao. HO OCTOpPOXHO
¢exTyda, OpeJM HEC B KOJAbBHO.

3. 13fo Another stylistic feature of gorodsksja molodajs malaja proza

is the orderlng of some works by weans of an 1nc1usion of large blocks
of one Narrative Mode within another, particularlx, large blocks of
Narrative Mode 3 within Narrative Mode 2, sometimes to the extent of
Q}nost overshadowing the latter. Sometimes, within Narrstive Mode 2
there were several lst person main characters. Some typical examples

of this ordering operation are V. Aksenov's Zvezdnyj bilet and "Apel'siny

iz Marokko," A, Gladilin's Istorija odnoj kowpanii and "Pervyj den' novogo

goda," S, lLaskin's "Bol' drugix,'" and many others. .

The narrative text of Aksenov's Zvezdnyj bilet, for example, is
ordered in the follo;ing way: part 1 is the lst person narrative of the
elder brother Viktor Denisov; part II is a 3rd person narrative mainly
from the point of Qieu of the younger brother Dimka Denisov and occasionally
from the points of view of his friends; part I1]l is again Viktor's ist
person narrative; and part IV is Dimka's lst person narrative. A similar
ordering occurs in Aksenov's 'Apel'siny iz Marokko," which consists of
18 numbered sections, only one of which--the 17th--is a 3rd person
/\_‘/—/

ly, Aksenov, "Ry¥ij s togo dvora," Yal' &to vas ne bylo s nami,
328-329,
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narrative. All the rest alternate between the 1st person marratives of

5 main characters: chapters 1, 7, 15, 18 are lst person narratives by

Viktor Koltygs; chapters 2, 6, 10, 16 are lst Person narratives by
Nikolaj loléinov; chapters 3, 9, 12--by German Kovalev; chapters 4, 8,

l4-<by Ljudmila Kxnvéenko; and chapters S, 11, 13-=by Wren' Kost jukovski j
® $

5.14 In the decade or so of its existence and development, forodskafa

molgggig:gglaja proza began by Presenting, figuratively speaking, colour-

ful snapshots of rather self-conscious, daring; eagefbnnd somewvhat
confused young men in the Process of searching and growing-up. It
ended with very detailed close-ups which strove to expose not only the
thoughts and feelings of these characters, but also to suggest, in

varying deygrees of explicitnéss, the presence of the camera and a

13

consciousness of that presence.



CHAPTER IV

THE STYLE OF DEREVENSKAJA MOLODAJA MALAJA PROZA

.

1. Introduction

1.1 Derevenskaja molodaja malaja proza appeared in the early and

mid-1960s, much later than gorodskajs molodaja malajs proza, and
continued approximately until 1970 or the early 19703.l Gorodska js

molodaja malaja proza was a literary phenomenon which sprang up

immediately after the heyday ot socialist realism (the first works of

gorodska js molodajas malaja proza date from 1956) and was a significant

part ot tne general break away from the riéid tenets of socialist

realism. Unlike it, derevenskaja molodaja malaja proza was preceded

by several post-Stslin literary developments in the treatment of the
theme ol Russian peasant life. A brief discussion of these developments

will help in an understanding of some aspects of derevenskaja molodaijs
.

malaija proza.

1.2 The so-called kolxoznye romany of 1946-1953 were the typical

representatives of socialist realism style, the only distinction being
.that the action took place not in a factory or at a construction site,

but in a kolxoz and the main character dealt with kolxoz problems. In

lror a list or the main works of the derevenska ja molodaja
malaja proza see bibliography for the Chapter IV,

® 137
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other words, the c;nceptuul elements dealing gitb tne locality and
shlckgrouna were different, but all the major features of socialist
realism style, as discussed in Chapter 11, were the same. Russian
peasant life was only a backdrop to the expression of the symbolic
mesning of tne triumphant march toward Communism,

From 1952 to tne early 1960s, howvever, the theme of Russian

peasant life was treated -iinly in the so-called derevenskie oferki and

olerkovye povesti. Typical examples are V. Ovelkin's "Rajonnye budni,”

"V odnom kolxoze," "V tom fe rajone,' 'Trudnajs velm,"1 G. Troepol'skij's
"1z zapisok agronoma,'" '"Odin den',"2 V. Tendrjakov's ''Nenast'e,' "Padenie
Ivana éuprova,“'3 E. Doros's '"Dva dnja v angorode,"“ and many others.

One of the immediately observable features of these works is

their genre. The same phenomenon took place in this early derevenskaija

proza as in its contegmporary, Rorodskaja moloda ja malaja proza: a genre
shift.
1 3
These works were not strictly olerki; they can perhaps be best

described as a hybrid between ocderki and malaja proza, that is, short

N

IVv{;:xg:i“» "Rajonnye budni,” Novyj mir, 9 (September 1952),
204-221; "V odnom kolxoze,'" Novyj mir, 12 (December 1952), 187-209;

"V tom fe rajone," Novy} mir, 3 (March 1954), 8-49; "Trudnaja vesna,"
Novyj mir, 3 (March 1956), 30-78, and S (May 1956), 37-68,-and 9
(September 1956), 121-178.

\
2G. Troepol'skij, "1z zapisok agronoma," Novyj mir, 3 (March
1953), 78-112, and 8 (August 1953), 52-99; "Odin den'," Novyj mir, 1
(January 1954), 99-122.

3. Tendr jakov, "Nenast'e," Novyj mir, 2 (February 1954) 66-85;
""padenie lvana Cuprova," Novyj mir, 11 (November 1953), 104-134,

4, Doros, "Dva dnja v Rajgorode,' Novyj mir, 7 (July 1958),
3'270 )
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stories and éoveuti.. Like ogerki, these works gave s factually truthful
account of some social situation or event; like short stories and
povesti, these works presented these situations and events through
fictionalized account., This hybrid nature made them too topical, too
closely tied to specific events and problems in‘the Russian kolxoz
economy of that time to have an enduring human interest and meaning,

At the same time, their partial freedom from so-called lakirovka

dejstvitel 'nosti in the treatment of the Russian peasant theme prepared,

to a considerable extent, the ground for the derevenska ja prozs of the

1960s in general and derevenskaja molodaja malaja proza in particular,

Another literary development, which, together with derevenski j

oéerk, was one of the predecessors of derevenskaia moloda ja malaija

-

proza, was the emergence, in the late 19508, of what Soviet critics

called liriEeskgjagproza. Many works of this 1iri{eakgjg4ptoza dealt

with the Russian peasant countryside and peasant life;, some typical
examples are V. Solouxin's "Viadimirskie proselki" and "Kaplja rosy,"
) t l.2 .
Ju. Kuranov's 'Leto na Severe, and others. These works, too, display
& certain hybrid nature, as a combination of travel notes, lyrical diary, J

and socio-econdmic observations and ideas,

ly, Solouxin, '"Vla irskie proselki,'" Novyj mir, 9 (September
1957), 82-141, and 10 (Ocgbber 1957), 75-134; "Kaplja rosy," Znamja,
1 (January 1960), 54-1064”and 2 (February 1960), 3-76.

2Ju. Kuranov, '"Leto na Severe," Novyj mir, 7 (July 1959), 137-150.
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2, Gge;es of derevenskaia molodsis malaja proza

2.1 Derevenska ja molodajas proza of the 1960s, like gorodskajs, wes
nnlnju: short stories and povesti. This orientation towards short
forms was also combined with some genre experimentation.

This experimentation was in several directions. dne was oriented

. .
towards the so-called liriCeskaja prozs mentioned in the preceding

sect ion, where some works were written in tne form of an intensely
lyrical monologue, overt or covert, without any plot or action, but
closely following the narrator's movements, thoughts, impressions,
deliberations, and descriptions--largely about the Russian countryside
and life., Typical examples are V, Belov's '"Na rodine,“1 V. Lixonosov's
"Kogda-nibud','" "Ljublju tebjs svetlo" and "Osen' v Tannni,"z V. Cybin's

3 v v
"Kapeli," M. Roscin's '"Dvadcat' cCetyre dnja v raju,““ and others. In

contrast, the early lirieskaja proza of Solouxin, Doros and others

combined the lyrical narrative with some socio-economic examinations of
L 2

the problems ot the Russian peasantry. Later the derevenskaja molodaja

malaja proza which leaned toward lirigeskjjn proza focused entirely on

the expression of feelings towards the Russian countryside.

ly, Belov, ''Na rodine,” Plotnickie rasskazy (Arxangel'sk: Severo-
zapadnoe kniZnoe izdstel'stvo, 1968), 125-127. '

2y, Lixonosov, '"Kogda-nibud'," Golosa v tisine (Moscow: Molodaja
gvardija, 1967), 307-324; "Ljublju tebja svetlo," Osen'v Tamani (Moscow:
Sovremennik, 1972), 21-70; "Osen'v Tamani," Osen' v Tamani, 71-100.

v, Cybin, "Kapeli," Kapeli (Moscow: Molodaja gvardija, 1972).

by, Roscin, "Dvadcat' Cetyre dnja v raju,'" Moscow, 10 (October
1966), 116-139.
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/ .
2,2 Another direction in genre experimentation was towards frag-

mentation and cyclization, This direction had some precedent in

derevenskie oéerki, which often formed cycles, as, for example, V,
2

v 1 v
Oveckin's Rajonnye budni or E. Doros's Derevenskij dnevnik. It was

also noticeable in some examinations of the peasant socio-economic
problems of the 1960s written by older writers such as, for example,
P. Rebrin's '"Golovyrino, Golovyrino . . . ," subtitled social'nye

et judy, V. Fedorov's ''Sumka, polnaja serdec'" and M, Alekseev's "Xleb -

v 3,
imja ousgéstvitel'noe,“ both subtitled povest' v novellax. These

‘works were usually ordered as series of stories, all about the in-
habitants, problems and socio-economic history of one village or one

region. The subtitles themselves--social'nye etjudy, povest' v novellax,

rom-rogérk--emphalize the experimentation and the specificity of a
genre.

In derevenskaja molodaja maldja proza there is a similar

orientation toward tragmentation and cyclization, though the fragments
and the cycles are much shorter than the above-mentioed works by the

s
older writers, Here, too, in many cases the orientation toward experi-

mentation was explicitly indicated in the subtitles. For example, many

ot V. Belov's works--'"Na rodine," "V doroge," "Dialog," "Pis'mo," "Scaryj

lv. Oveckin's olerki "Rajonnye budni' "V odnom kolxoze," "V tom ie
rajone," "Svoimi rukami" (first in Pravda, 27 August and 30 September 1954),
and "Trudnaja vesna' tormed the cycle Rajonnye budni.

2E, Doros's works written in the 1960s, such as ''Dva dnja v
Rajgorode," '"Dozd' popolam s 8clncem" (Novyj mir, 6, June 1964), 11-83,
""Suxoe leto, 1960" (Novyj mir, 7 July 1961, 3-51), "Rajgorod v fevrale"
(Novyj mir, 10, October 1962, 9-46), and several others from the cycle
Derevenskij dnevnik,

3P. Rebrin, "Golovyrino, Golovyrino . . ." Nas sovremennik, 3
(March 1963), 25-90. V. Fedorov, "Sumka, polnaja serdec,” Oktjabr', 10
(October 1961), M. Alekseev, "Xleb - imja sugéestvitel'noe," Zvezda, 1
(Januarv 19A4Y Q2177
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de malyj'" and others--are subtitled -1u£.1n!. gt]udz.l The word etjud
in itself suggests a preliminary drawing, a sketch to be used later for

a E:rge canvas, and slulajnye etjudy reinforce the sasualness, the

occasional nature of the works. These etjudy are usually 2-3 pages long,
and describe a brief incident, a conversation, a scene, an 1-proilion,
glimpsed in the Russian countryside. Ju. Galkin's short work "Dlja

vesti'" is subtitled derevenskaja mozaika and {s divided into small

entitled sections.> M. Rosin's "Dvadcat' detyre dnja v raju” is sub-

titled lirideski] dnevnik.>

One of the iffferesting and illuminating examples of this tendency
is V. Astaf'ev's Zatesi. Astaf'ev uses the word zates' as a genre

designation and explains it as follows:

..."38T6Cb" He BCer'l&8 DACCK23 B [TPMBHYHOM
XaHpe, & XaHp OcoOuji, 3aMmeTa.

[loxoL H&EYKHEETCHA C INnechK. LOopora - c 3aTeceft.
Tak rorOpAT B Hepoje. MHOI'o JeT IKIUY A 3TK
3aTecK, TO, YUTO A EMJIEJ KOrne-To, 4YTO 3I&I&JA0
E Aywy, ocTaBuJo B He#t 3apy6ky. He aapac-
TalT 3T 3apy6ku, He 3albuBEOTCA., HK pec-
CKa3aMM, HK OYepK&aMM, HM ITOJ&MM MX He Ha-
3HEZ0., JTO CBOSONHHE, He CKOKBZHHHE® BpPOMeHeM
pef'CTFUSE, JAMTepeTYPhHMU YCJAOBHOCTAMM, PaMKaMK

AN

1V. Belov, Plotnickie rasskazy (Arxangel'sk: Severozapadnoe
kniZnoe izdatel'stvo, 1968), 125-158.

2Ju.VGalkin, "Dlja vesti," Kto tam stulit? (Arxangel'sk: Severo-
zapadnoe kniznoe izdatel'stvo, 1967), 166-176.

M. Roiéin, “Dvadcat' Cetyre dnja v raju," Moskva, 10 (October
1966), 116-139,

4y, Astaf'ev, Zatesi (Moscow: Sovetskij pisatel', 1972),

SAs quoted in N, Strelkova, 'Ot kornja xudoiﬁika," Literaturnoe
obozrenie, Il (November 1974), 9-12,
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REMDS 3AMOTKM DAMAT.'

In other works there was no such explicit indication of‘tho
experimental nature of the genre, but the works themselves exhibited
a nev orientstion. For example, V. Astaf'ev's povest' "Posledani}] poklon"
is not a povest' in the traditional sense, but & ;yclc of short stories
united by the lst person narrator who recalls various separate incidents
and events of his Siberian childhood. The stories in this povest' are
placed in chronological order--from early childhood in the late 1930s,
throughout and sfter the war. Some of these short stories have been
published on their own as independent vorkl.z

These cycles were or;ented towards loose village chronicles,
village histories which would include life stories of individual
villagers, descriptions of various incidents in a village, the narrator's
own impressions or statements, poetic descriptions of Russian c0un£ry-
side, and so on,

These genre experimentations allowed greater freedom apd flex-

ibility in tne expression of the symbolic meaning of derevenskaja wmolodaja

malaja proza.

*

Y
ly. Astaf'ev, "Zatesi,” Literatuénajs Rossija, 11 (146 March 1969),

8.

2y, Astaf'ev, Poslednii poklon (Perm': Permskoe kniZnoe izdatel'stvo
1968). Short stories 'Zor'kina pesnja," "Kon's rozovoj grivoj," "Angel-
xranitel'," "Fotografija, ns kotoroj menja net' appeared in Kon' s rozovoi
grivoj (Moscow: Detgiz, 1970). ‘''Monax v movyx stanax" appeared in

Molodaja gvardija, 3 (March 1966), 118-146.
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3. e ic Yeaning of the derevenskajs wolodais melajs prosg

3.1 The sywmbolic meaning of the works of !11!!!2!!!1!.!!1!!!1!

!!llil.l!!!! is that Ruseian villages are the precious and vitally
important roots of Russia, and that their gradual disappearance is an
irreversible and tragic phenomenon; that p,noont-ptowtnctol Russia

should be treasured, remembered and deeply loved, especially at the

t ime, when an entire generation of the Russiam pessant snd provimcial
people is gradually disa#pc.ring, giving way to a nev and differeat -&’#

generation, taking with them their unique and very Russian way of life,

their attitudes and truﬁ}tions. Russ villages and Russish peasants
are seen as the essence id the hea ssia. This symbolic meaning
is basicglly the expression of a no> ove for the Russian village,
which is seen as the sum total of the Russian rural nature, Russian
peasants, the §e§sant vay of life and peasant values., These villages
and their inhabitants are seen as ''istoki vsego' in Russia, as "malaja
N g

rodina.'

This conceptual grouping of '"malaja rodina'--of one's mative

village--is & typical stylistic feature of derevenskaja molodaia malajs

proza and is most significant in relation to its symbolic -cnnin;.z

3.2 In some works of derevenskajs molodajs malajs proga--particularly

those of Narrative Mode 1 (see section 5 of this Chapter)--this symbolic

ly, Belov, "Bobrisnyj ugor," Za tremja volokami (Moscow: Sovetski}
pisatel’', 1968), 339,

2The expression and the concept of "malajs rodina" caused a mumber
of discussions in Soviet criticism, particularly on the pages of Molodaja
gvardija. See, for example, V. Semenov, 'O rodine 'maloj' i bol'soj,"
Molodaja gvardija, 10 (October 1966), 288-300. :

-
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meaning is expressed directly in s mumber of key statements. In V,
]
Belov's "Bobri‘nyj ugor' this concept of malaja rodina is presented as

follows:

-
v

Ha Hammx rza3ex GHCTpPO, OLME 3& APYTUM nTOTYXE -
OT Oueru Hamel nepeBeHCKOfl DOAMHH - MCTOKM BCe-
ro, ¥ MHOrLM JIOASM TIDMATHO MOYKTWCH HA CBANeHHHE
yraM. Bpems BRMODBXMBZET HEC K3 DOLHWX MeCT, A
'MH CHOB& M CHOBE BO3BpP&NEBEMCA K TOM MCTOKEM, KAK
OH He rpelMJdK¥ IHRKOMCTEOM C ADYTMMM Kpesuu. [lo-
TOMY 4UTO XMTb 663 3TOf! M&JOF POAMHE BCe pPABHO
YTO YAMTb PHOY YAOUKO) 663 KpIOuks JAUGO NaiMTh MO
YTKAM XOJOCTHMM NMETPOHEMM. Bello YeJOFeK cyacT-
'JiMB, NOK& Yy Hero ecTo poAuH&. YTO X, NOKamecT

Y H&C ecTo BbolpumHnft, €CTe pPOAMHA...

Haym Heuero CTHLUTLCH IMKC&Tb 3TO CJAORO C Ma-
JesbKOV, OYKER: Belb 3/€Cb, Ha BoOprmEoN, M Hauum-
HaeTCA JAs Hac Qosiemas Poauba, O KOTOpo¥ rOBOpPAT
yRe BCce TNOLPAR. )

-

In Belov's "Za tremja volokami' the feelings of the main character,

the major on leave, are very much the same:

Panolle maVop He LyMeJs O YyBCTBe POILKHN.
38 TMOCTOAKKO) CyeTol 3860T M Aed ONMYU2A0CH TOAb-
KO POEHQ ¥ L[OCTOAHHO TO, YTO €CTb I'Le-TO MEBAOHbL- .
Kag Kaparaf’ka, M 3TOro G6HJAO LOCT&TOYKO. Teneps
X6 MEFOP OCTPO ¥ NMO-HACTOALEMY OmMYM&8A T2K Hec BOY -
CTE@HEOe KEApDOFHM BOEHHHM UYYBCTPO Aoxa, OH AVMEJ,
4YTO, MO npesné roeops, 3a60TH, ¥ TPYA, M BCe, YTO
OF dekalk, MMeJO CMHCJ TMOCTOJAbKY NMOCKOJBKY I'fe-T0
ChiJe 3Tz pOLMMas uaﬂeubﬁan AepeBHs , ©

On the whole, detevenskaja molodaja malaja proza was a lament for the
gradual disappearance of peasant Russia.
In some works this symbolic meaning is expressed not explicitly,

but througn close examination of peasant life and peasant character. In
]

\

ly. Belov, ”Bobri:nyj ugor,"” Za tremja volokami, 339,

_2V. Belov, ''Za tremja volokami,'" Sel'skie povesti (Moscow:
Moloda ja gvaydija, 1971), 81.
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other works, this symbolic meaning is expressed through the nostalgic
presentation of the Russian countryside and pe.l;htl. Somet imes this
idealization and love of the Russian village is even combined with a
negative attitude to city life.
This nostalgis and concern for/the fate of Russian villages as

villages and peasants as peasants snarply distinguishes derevenskaja

molodaja malaja proza from the derevenskajas proza of the older generation,

i.e., of such writers as F. Abramov, M, zestev, V. Fedorov, M, Alekseev,
and others, who largely dealt with the socio-economic problems of the
Russian peasantry.

One of the most typical stylistic features of derevenskaija

molodaja malaja proza, as will be shown in this Chapter, is its strong

lyrical and poetic quality, which is very closely interrelated with its

symbolic meaning of nostalgic love and longing for one's malaja rodina.

It manifests itself, most immediately, even in the titles of the works:

for example,--V. Astaf'ev's "Poslednij poklon,"” V, Rasputin's "Poglednij
srok’” and V. Lixonosov's '"Na dolguju pamjat','" sugxest the mood of parting.
The title of one of V. Lixonosov's povesti--'"Ljublju tebja Fyetlo“--is s
confession-in itself.z Many of the titles of E. Nosov's works have a
flirﬁ-tlle or song-like quality, tnus establishing the mood of the work--

"Za dolami, za lesami," "V C(istom pole za proselkom," 'Vo pubbotu den'

y

&

ly, Astaf'ev, Poslednij poklon (Perm': Permskoe kniznoe
izdatel'stvo, 1968). Vi Rasputin, "Poslednij srok," Nas sovremennik, 7
(July 1970), 3-53, and g (August 1970), 8-54. V., Lixonosov, 'Na dolguju
g at',Y Cistye glaza (Moscow: Sovetskij pisatel', 1973), 316-422.

2y, Lixonosov, "Ljublju tebja svetlo," Cistye glaza, 440-485.
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nenastnyj” and "I uplyvajut paroxody, i ostajutsja ber\eu."l

: &
o 1!!. Noxov,’%:olamg za lesawi (Moscow: Sovetskaja Rossija,
1967); grasnoe vino pbdedy (Moscew: Sovetskaja Rossija, 1971).

J
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4. The Main Characters of derevenskaia molodsis malais proza {

4.1 Gorodskajs molodajs mslsjs proza had dnly one type ot main

character: a yound city man. In the works of derevenskaja molodaja

malsjs proza there are two types of main characters: 1) Russian peasants
and provincial people of various ages; 2) young city men, ‘aually in
their 20s or 30s, of peasant and provincial background, who from time !
to time visit their native villages or provlnct;i poselki,

The distribution of these characters in the works was not rigid:

‘e st

in some works there was only ome

ile in others both types
appeared together, For exampl =t pé‘}cnts were the main characters

in Ju..Gllkin's "Pivo na dorogu," g. Nosov's "V {istom pole za proselkom,'
V. Belov's "Gudjat provoda'" and ''Preznie gody," and othcn.1 City

visitors were the only main characters in V, lukasevid's "Zimnjaja dala,"

V. Belov's "Xolmy" and "Beskul'tur'e," V. Lixonosov's "Mareja'" and

. 2
nskie slezy," and others. Both peasants and visitors were the main

“ R
characters, for example, in V, Belov's "Plotnickie rasskazy," V, Lixonosov's

3
"1Caldonki" and "Na dolguju pamjat'," and others,

g, Galkin, "Pivo na dorogu,"” Kto tam ltucit? 5-108. E. Nosov,
"v {tstom pole za proselkom " Krasnoe vino pobedy, 88-102 V. Belov,
"Gudjat provoda," Reinye izluki (Moscow: Molodaja gvardija, 1964),
127-133. V. Belov, "PreZnie gody," Znojnoe leto (Vologda: Vologodskoe
kniZnoe izdatel' stvo 1963), 55-63.

Zy. Lukasevi&, "Zimnjaja daca," Nai sovremennik, 6 (Jume 1964),
53-55. V. Belov "XOlny," Plotnickie rasskazy (Arxangel'sk: Severo-
zapadnoe kniznoe izdatel'’ stvo, 1968), 151-154 and "Beskul'tur'e," 1bid.
144-148. vV, Lixonosov, "Harejn " Velera (Moscow: Sovestskaja Roslija
1966), 53-64, and "Zenlkie slezy," 1bid., 30-52,

v, Belov, ""Plotnickie rasskazy," Plotnickie rasskazy, 3-83.
V. Lixonosov, ”Ealdonki " éin(yq;&lcza 274-315. V. Lixonosov, 'Na
dolguju plmjlt' . 51:t17*;1aza, 316-422.
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.2 The Russian peasant and prévincial people in the works of

derevenskaja wolodaja malaja proza are of v,i(!up age ;roup.; but the
majority of these main characters are old or -iddlc-igod. The focus

is on the older generntfoﬁ 6{_;he Russian peasantry, on the parents and

P

A7
grandparents, who are s€en as the personifications of peasant values

L 4

and tradition, of fhe precious Russian heritage. These old peasant
characters are presented as the guardians of the Russian peasant past.
Their l{Ehifibnnce is accentuated by the fact that this peasant past is
rapidly disappearing and the new generntion~doe| not follow in its foot-
steps. This idea is, for example, clearly expressed in the thoughts of
the city-based grandson of an old peasant woman Arsen'evaa in V,
Lixonosov's povest' '"Rodnye':

He OHJO yXe Ha cEeTe HM MAaTepH, HM OTHA, He
6yLeT CrOpo ¥ 6alymK¥, K EpPeMs [10C TEeTIeHHQ,
chenaeT ero XpeHuTeJem ¥ OHFUErO M HuHeMHero.
"A Bellb YXOLMT I€JOe NOoKOAeHMe, - AYMEJ OK,
NIPUCTaJbHO OJRIHBARACHL HA € VIroJKM CcTaH-
MK, BOOOpaxas MOJOAOCTL M&TEPM ¥ OTHE M B
BOOOPBREHMM CTPEMACHL OTREAMTLCA B 3aMOAK-
oy® X¥3He HEe 3aTeM, YTO OH& NOBTOpMUJECH
HEFEeYHO M HEARY, UTOOH G8MOMY TNPOXMTH €€
TPYAHOCTAMM M OO6MjaMu (MX He MUEYeT HM Of-
EO BpeMsi), - UTo6H B Mu§yTW 3TOro Bemero
CHE MOHATb M 3ANOMHMTbL YTO-TO OYeHb, oyakd
Aoporoe. - YXOLKT LeAOe IIOKOJeHKHe, - TOBTO-
pua OH. - [[OKOJeHMe pPYCCKHUX KPECTbAH. A 8
YX He TaKoMh... A8, He TaKoM, K&K OHK..."

In many works these peasant characters are rather flat and
stereatyped. There is an idyllic simplicity in tneir character structure:

they are simple; kind, good and hard-rorking people, the salt of the

®arth, For example, the conceptual model of the main charscter in V.

v
ly, Lixonosov, "Rodnye," Cistye glaza (Moscow: Molodaja gvardija,
1973), 272,
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Belov's short story "Koni,'" the iiddlc-lﬂ nl;cphcrd Labutja, consists
of only a few conceptusl elements: his all-embracing kindness and
meekness and hin‘;ove for peo;le and horle,.l Or, the old grandfather
and jrandmother in V. Lixomosov's "Brjanskie" are a simple, kind, hard-
working, almost fairy-tale like old couple.2

This idyllic simplicity is often combined with an idealization
of the peasants. For example, in Ro;Egn'u "Dvadcat’' Cetyre dnja v raju"
the countrysid; and the simple life of a peasant bee-keeper and his
family are compared by the lst person narrator, a visitor from the city,

to a paradise, and his wife says about them: 'Ja ponjala, oni kak
3

svjatye . . .

4.3 Some of the works of derevenskaija molodaja malaja proza are

simple eulogies to peasant and provincial women--mostly mothers and
grandmothers in relation to other characters. The conceptual elements
of this conceptual grouping of a peasant-provincial woman are simple
and uniform: a middle-aged, or more frequently, old woman, usually a
war widow, whose entire life is one continuous act of love, devotion,
patience, sacrifice, worry, hard work and sutfering for the ;ake of her
family, her children and other people.

Such is, for example, tne grandmother in V. Astaf'ev's povest'
""Poslednij poklon'" who brings up her orphaned grandson, She says to
him:

B

ly, Belov, "Koni," Nas sovermennik, 6 (June 1964), 74-82,

2y, Lixonosov, '"Brjanskie," Eistxg glaza (Moscow: Molodaja
gvardija, 1973), 423-428.

3M, Roscin, "Dvadcat' letyre dnja v raju,'" Moskva, 10 (October
1966), 139,
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- HaacazeHHam s, GATOWKA, M3PaSOTaALHAN.
Bca HeaceaxebrHaR. C MBANX JeT B pgdore, B
TPyAe BCe. J TATK M y MaMu A COMRR OuAR
A8 CBOKX JECATHUHY MNOAHAAR... JITO JAEIrKO CKa-
3aTe. A BHpacTuTe?!

Ho 0 Z&a0CTHOM OH& roBOpPMAR JKDbL CH® -
YaJa, Kem OM IAA 3&reBa, & [NOTOM DPACCKA3NBE~ .
Ji8 O pe3HNX CJAYYaAX M3 cpoef 6oavDOf EMINM.
Buxoauao no ee peccka3laM Tak, YTO pafnocTeh
B €€ RM3HM OHIO KyAR Goablle, YeM HeB3IrOx.

OHa He 3a0WERJAA O HUX M YMEJR 3BMEYETL KX B
npocTol cBoef u HeJerkofi TM3HM. LETH pOAM-
JMCb ~ pRaIOCTb. DBoJeax zeTH, HO OH& MX Tpas-,
KEMM N8 KOPDOHbAMM CIIECERAR M He ITOMEeD HM OXLMH
- TO®eé pajocTe. O6GHOBKA cefe MaM [JeTAM - pa-

, AOCTb. JYpoxef Ha xael xopomuf - pafOCTL.
PuSaska Ouas ynauaupofl -~ pelnocTe. Pyxy on-
Hex QW EFHCTaBMA® Cce0e H& IallHe, CAME X6 M
BripaBuaa. CTpage kak pa3 Onaa, xie6 ySupaJx,
O4HOft pyko#f maxa, ¥ KOCODYUKO# He CAeJAXaCHL -
3TO AM He pamocTh?!

The same 1s true of the old Arsen‘evna in Lixonosov's "Rodnye'':

McTonTaluce @€ HOr'M, COCTEPUNOCHL TeJdO, BHCOX-
JU DPYKK, ¥ XOUETCHA YXe JA&X8Tb ¥ AeXaTb. K
ofely elLe PacCXOLUTCHA KOe-K&K, & BeYepoM
TPYAHO, AaRe BUJIKY DYKM He LepXaT M YTPOM He
P&30THYyTbCA., OTXOLMJA CEOE.,..

«++il0 TIYOCOKMX 46T He nNepecTaBala OHA Jy-
MaTb O JeTHAX CBOMX. MaJeLbkMe OHJK - OMacalach
6ose3Helt, NMOAPOCIM - SBUJ&CH 32860TA& BHBOAMTbL MX
B Jioau, O63&EPeJMCb CEMbAMK - TOI'O THXeAee: JAef-
HO J#u RMBYT, He nepeipaJiucb 6H, He pa3OMJMChb.

These women accept their hard lives stoically and patiently:

[lepef GVAHMYHNMM 3a60Ta&MK Yy HUX BCerga CEATHe
06A38HHOCTKM. TAmen0? HeBWHOCHMMO? HO kakas
6H Gena HM Haneaa, HAZO P&HO BCTARETL, TOMMTH
Nnedys, OTIPEBAATLCA B NOJA6 MJKM H& Oropoi, BHC&-
XMBATb M OKYUMBETb KAPTOWKY, OGCZHPHEATL CBMLD,
6epeub AeHuI'M ¥ PHOMBaTbCA M3 TpyaHocTelt Ges
CTOHOB. HMYyero He gaerca A8pOM, HMYEro He BH-=-
njayells CAOX& DYKM.

ly, Astaf'ev, "Poslednij poklon," Poa'] poklon, 67-68.

2y, Lixonosov, 'Rodnye," éistze glaza, 242.

3v. Lixonosov, "Toska-krudina," Cistye glaza, 220,
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The selfless work and sacrifice of these women is described,
gor example, in V., Belov's povest' "Privydnoe delo," where Katerina,
8 fev days after giving birth to her ninth child, has to work on a
farm; at the end of the povest' she dies from overvork.l. Fiza Antonovna
in Vv, Li*onosov'n ""Na dolguju pamjat'" has only one son, but all her
thougnts and efforts are directed toward bringing him up and she never
thinks of hcrlelf.z The same lpplie; to such characters as old Lebedixa
in Ju., Galkin's "Pivo na dorogu,' old Anna in V., Rasputin's “Pollednij
lrok,"3 and others. The title of one of V. Lixonosov's short stories-~

"ienlkie slezy''--may equally apply to many of these 'orko.a

4.4 Peasant men were not as homogeneous a group of characters as
peasant women, As ﬁns been said in section 4.2 of this Chapter, most
of these characters consisted of a few stock conceptual elements, A
_few, however, exnibited a considerable degree of complexity, which

’

escapes stereotyping, and shows that dérevenskglg molodaja mslaja proza

began to move from an idealization o pcalanti to a more analytical
presentation of a Russian peasant‘éhnractet.
L

Such characters are, for example, Sen'ka Gruzdev in V., Belov's

5

“Pod izvoz"> and Ivan Afrikanovi¢ Drynov in his povest' "Privycnoe delo."

ly, Belov, "Privyénoe delo," Sel'skie povesti (Moscow: Molodaja
gvardija, 1971), 97-248. » '

2y, Lixonosov, ''Na dolguju pamjat’', " 5is;ye‘3llzn, 3l6-422,

3Ju. Gallin, "Pivo na dorogu," Kto tam stuiit?, 5-108. V.
Rasputin, "Poslednij srok,' Nas sovremennik, 7 (July 1970), 3-53, and 8
(August 1970), 8-54.

“V. Lixonosov, "Zenskie slezy," 5istyegglazn, 19-28.

5y, ‘Belov, "Pod izvoz," Za tremja volokami (Hoscov:&ovetlkij
pisatel', 1968), 240-241., This short story first appeared in Novyj mir,
2 (February 1968), 123-132, under the title "Mazurik."

6y, Belov, "Privycnoe delo," Sel'skie povesti (Moscow: Molodaja
gvardija, 1971), 97-248,
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Both fought in the Second World War and came back crippled, both have
large families (Sen'ka has 5 children, and Ivan Afrikanovid 9), both

work ‘at the low-paying job of a kolxos cart-driver because of their

war injuries and both find it extremely difficult to support their
families. Both are simple, kind, careless, submissively pnticnt.and

meek.

To support his large family, Sen'ka steals everything he can,
he even steals occasional pieces of equipment to help his kolxoz.
Sen'ka's daring and cheerful character earned him his nickname of
Mazurik.

The main trait of Ivan Afrikanovil's character is passive
submission. He accepts everything in the hard, poor and inefficient
life in his kolxoz and in his family g¢s the usual thing, as "ptivyénoe
delo" of the title. He cannot look atter his own material iﬂtereuts;
his overworked wite earns three times more than oes and supports
the family., He loves his wife and children,‘buth::iz;:gle to take good
care of them. On tne contrary, his carelessness and his drinking often
bring extra troubles to his long-suffering family. In the end of the
povest' his wife dies from overwork, and some of his children have to be
sent avay to a state boarding scnool. Ivan Afrikanovic seems to be a
born "loser, and he meeklyllcéepts his fate, |

All tne hardship, however, does not harden or embitter Ivan
Afrikanovid¢. Throughout the Eovest' he remains kind, sensitive to
nature, and tender. He has the time and sensitivity to pick up a frozen
sparrow and warm it under his jacket. After Katerina's deatn, he gets

lost in the forest, and while wandering there, he begins to think about
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1life and death and the meaning of his exiatence.l

This concern with the eternal 4uestions of life and death, the

meaning of life and the fate of a man's soul after death is typicg{\of

N

these peasant characters. Olesa Smolin from Belov's "Plotnickie

rasskazy,'" for example, asks:

BoT ®MBeT 4YeAOPOK, EMBET, & [IOTOM HACTL + K
Yuep. Kak aTo crpalMHaeTcHA, MNOHUMATL? bels
exesu BHMKHYTe, T&K BpPOAE@ Yero-To M HeXOpowmo
BHXOZMT: OHJ 4YeAOBeK - & BAPDYr HeTy. Kyza ge-
BaAcsA? Hy JaHO, 3TO CaMOe TeJAO MCTPYXHeT B
3eMJ6e: SOewWAR POLMIAA, 3eMAR M OOP8THO B3AJA&.

C Teaom fneno scHoe. Hy, a ayma-To? Ym-TO
3TOT, HY, TO €CTb KOTODHE A-TO C&M M €CTh,
3TO-TO KYA8 LeBaeTCA? BHJA y MeHf 3TOT caMuft
yM, Ayul&, UTO JM, HY TO €CTb A CaM. He T?JO,
& BOT A C&M, YM-TO. bBHA M HeT. Kak Tak?

These peasant cnaracters are neither positive, nor negative,

The fact that they do not easily fit any stereotype makes them an
~

interesting stylistic development of derevenskaja molodaja malaja proza,
Negative peasant characters are extremely rare; although one example is

Olesa Smolin's neighbour, Kozonkov, a greedy and selfish man.

4.5 These peasant characters mark a complete departure from the main
characters of the works of socialist realism style and tne immediate

post-1953 derevenskie oferki and oEeer!ye povesti. There, the main

characters usually were people important in the socio-economic admin-
istration of a kolxoz: a kolxoz chairman, party leaders, brigadirs,

agronomists, etc. In derevenskaja molodaja malaja proza such characters

appeared very rarely and only as minor characters. The focus was on

ly, Belov, "Privycnoe delo," Sel'skie povesti, 240-241,

2y, Belov, "Plotnickie rasskazy," Sel'skie povesti, 319.
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ordinary peasants, and their presentation ranged from nostalgic ideal-
ization and simplification to attempts at sanalytical presentation of a

Russian peasant in all his complexity.

4.6 Russian peasants were one type of the main charscters in

derevenskaja molodajs malaja proza; young city visitors were another

type. The model of the conceptusl grouping of the latter is as follows:

AGE: - middle 20s or 30s

SEX: ~ usually male

BA CKGROUND: - peasant or provincial origins, childhood
and adolescence

EDUCATION: - institute or university in a city

EXPERIENCE: - some experience in a chosen profession in
a city

PARTY: - none

PERSONALITY TRAITS: - love, affinity, and nostalgia for one's
native place and peasant relatives and

b peasants in general,

- sensitive, emotional
Only in a few cases were the main characters of this type not
born in a village, but on the far outskirts of a big provincial town,
where life--as described in V. Lixonosov's "Na dolguju pamjat''--is

quite similar to that of a village.

4.7 One of the basic conceptual elements in this main character was
l’* departure and subsequent severance from village life. Some, as for
example, Zorin in Belov's "Plotnickie rasskazy," left their villages

2
gladly, vowing never to return to its hardships.

ly, Lixonosov, ''Na dolguju pamjat’'," éistxggglaza, 316-422.

,4v. Belov, '"Plotnickie rasskazy,'" Sel'skie povesti.
&
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As they grow oldet, their native Qilla;o and their peasant
relatives become dearer and closer to them and their feelings nhout‘
their own peasant roots and peasant Russia form the dominant concoptual:
element of these characters.

For example, 25-year old Mitja in Lixonosov's "Rodnye" has no
intention of leaving Moscow and settling back home in a small Siberian
poselok, Howevaer,

Tax e He3aMETHO CTeA AOPORMT s MMTA BceM, ‘
yeMy OB oGa3aH Onx CBOefl XM3HwD, CBOMMM ycnexa-
MM ¥ BECOSOR MOJOZOCTWD. CTad AOPOXMTE OH pOA-
HhMM, 3elIOOT JAK NO DPAAMO BOPOHEXCKM® JAeByarTa -
OH BCITOMHMT 6alyWKy 4 KPeCTHY®, M I'PYCTHO cTe- .
HeT, YTO HeJNo3A FHATH M3 KOMHBTH M TIIPUATH K HMM.
HeT MXx psanou, He poejlemb EM 38 JeHb, HM 38 XBa.
YnapeT AM rycToff cHer - OH BCIIOMHMT cubupckue
6ypaHH, HEpPOBEHYD®, B BHCOKMX CYrpo6&X AOPOry K
6a6ymKe, M MpPpeACTABMT MX B NO3fHM# Qac BO3JAe
NeyYku, M ONATb IATOCKYyeT... Ha cepane HaBaawpa-
JaCcb TOCKA, XOTeJOCb KMHYTBCA B JAJEeKYD JepeB-
HO cefiyac %6, OOGHATLCA ¥ TNORATL BMECTE C HUMK. |

He even visits the village near VoroneZ, from which his grandparents
moved to Siberia, where he was born and grew up:

[Io3fHO, NMO3AHO OKE 3aSBUICH B JepeBHO. [Eme Ou
KeKUX-HUOYZLb NSATL AeT Ha3al IOBOAKJM ero Io
AepeBHe CcTapukiu., MX yme HeT. A NATL AT Ha-
388 OH OHJA He T&KMM YYTKMM, OH He McCKaJ O
cJepnoB, He cuies OH I'DYCTHHM Yy KOJAORE3RA, He
nomea OWH pa3 u ADYyro#i B rnoxae, KOrja nomesa OH
yxe paau BocrnioMuMHaHuM}t Ha Oyaymee. I'ne, rae
OHM, Te AOPO¥KK, I'll@ OKH&, rIrje MOASHH, Ir'je Ja-
BOYKK? ['le nelOBCKOe, MaTepMHCKOe, OTIOBCKOE€?

These young characters with their city-oriented professions and

lives realize that they cannot and really do not want to settle in a

lV. Lixonosov, '"Rodnye," éistzg glaza, 270-271.

21bid., 271.

-
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village and yet they feel strongly drawn to it. GCema iuv“w. like many
of them, feels torn between the desire to stay and the realisation that
it would be impossible: | 4

Mo®EO ocTeTeCH 3z6Ce Na KOUm, HA neNs, NA Hejfe-
A0, H& MeCHAn nexe, NHO EMTepriea OM A 3zece rogu?
haBepHo, Her. HapepHo, PRCTPOBORKX 6N MeNA ro-
POA... Tak 4WTO ®me # uyTs i niavy, ycaymap, xax
CEDUIIMT KOAOAe3RuR BOpPOT, uyTO iRe A nazed ua Tpa-
BY M JHUY Yy 3eMANM NPOXAA L HHM BO3AYXOM, NpUEMM& -~

BCh PCOM TeAOM?

Their love and nostalgis for peasant Russia is, taerefore, mixed
with pity, regret and the sad recognition of their acquired inability
to live in native villages permanently. The gradual diiappearuncc of
the peasant lise in Russia intensifies tneir feelings of love and

nostalgia.

These characters are presented only in their relation to ﬁcnlant

Y

Russia; tneir city lives, their professions, their views on other sub-

Jects are usually not presented as they are irtelevant to the ay-bolic{

&=
meaning. A
~.4 i L ._’3’
€
e

ly, Lixonosov, ”Toska-kruginn,” Eistxg;glaza,
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S. Narrative Modes of dciovog!!.]! wolodais malgie 111 )

5.} In contrast to gorod a8 1 » Rarrative Mode
1l (a .nnruttvo by the marrator in the lst _nnon) has besn extemsively
used in derevenskaia -oloéijn malajs prozsa. Typical examples are such
works as V. Belov's "Ma rodine,'" "Ne garyvalfi , . \. " and "Bobridmyj ugor,"
Ju. Galkin's "Dljas vesti," A, Makarov's "Nakamune pro‘éintjc." v.
Lixonosov's "Brjanskie," "Kogda-nibud'," "Ljublju tedjs svetle" and
"Osen' v Tamani,"” K. Nosov's "Za dolemi, 3s lesami” and "Vo subbetu den'
nenastnyj," M. Roélin's ""Dvadcat' Cetyre dnja v raju,"” and othcrl.l

These works usually have no dcflaite plot of action and thc lst
person narrator is a doﬁ;nnﬁ?'conccptual grouping. As a grouping, he
is very similar to tne young city-educated main characters of peasant-
provinciai background, examimed in sections 4.6-4.7 of this Chapter,
This l:t person narrator relates his own experiences, feelings and th?u;htl
caused by a visit to a Russian countryside, sometimes compining them .

R}

witn a few memories of a peasant childhood.‘ iﬁ emphasizes the signifi~

g ,cance of peasant Russia on his identity and his life, and laments the

" gradual disappearance of peasant Russia., He, too, vacillates between

' c{ty and village:

lv, Belov, "Na rodine,"” Relnye fzluki, 156-157; "Ne saryvali., . "

Plotnickie rasskazy, 155-158; "Bobridnyj ugor," Za tremja volokami

(Moscow: Sovetskij pisatel’, 19%8), 334-350. Ju, Galkin, "Dlja vesti,"

Kto tem stucit? 166-176. A, anarov, "Nakanune proscanija,’
mir, 10 (October 1966), 121-124. “V. Lixonosow, "Brjanskie," Cistye
glaza, 429-439; "Kogd-nibud'," Ibid., 429-439; "Ljublju tebja svetlo,"
1bid., 440-485;''0Osen’ v Temani," Ibid., 486-521, M. Roscin, "Dvadcat'
fetyre dnja v raju,” Moskva, 10 (October 1966), 116-139; E. Nosov, "Za
dolami, za lesami," Novyj mir, 2 (February 1966), 84-96; "Vo subbotu den'.
nenastnyj,'" Krasnoe vino pobedy, 103-130.
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AN

Je3%aTb MHE BCO XM3Hb B RODEBHD, YOJIReTh X
BOSBPALATLCHA, YO3XATb M RO3IBPDANATLCA! U

Y€ HUKTO L€ MEepPeMeHUT BO MHE JITOr'O meka- .
HMS, HUKTO He OCTAHOBMT. B

3-ax! He BepPHYTLCHE MHe JOMOf HaBcerpa.
Taxkas Mof poas. Kak M3 Yymoft cTpaHM 3afpe -
Ay ke MBTEeDMHCKUi nopor, OCMOTPO YT'AW M NO-
AMEJOOCL CBO6# yxacHOft 3a6HBYMBOCTN B CTOpO-
He. CuGupe, CuSupe. Pozuka, cTyneHas qaa -
AOHCKaA 3eMJAs MOA, 3ayeM fi NMOKMHYa Tebs?7<

N

~
This introspective lst person narrator of Narrative Mode 1 of

v

dereyensks ja molodaja malajs proza is structurally very similar to the

so-called lirigeski] geroj in poetry or lyrical prose.

In VvV, Lixononov's lyrical cycle (the short stories "Brjanskie'

and '"Kogda-nibud'" and povesti "Ljublju tebja svetlo" and "Osen' v Tamani')
the lst person narrator not only ldm?ges the peasant poet Sergej Esenin,
wvhose n;tive village Konstantinovo he visits on several occasions, but

he even partially identifies with him. When he approaches, for the first
time, at night, the street and the house where Esenin lived, he experiences
a feeling of recognition and affinity.a This narrator speaks of verbal

artistic expression as pesnja and wants to express himself in this poetic

manner:

-

Yero MHe XQTeJOCb K EOouM? XO0TenoCo CAORUTL
XOPOLY NECHKID ¥ XOTeJOCb H8CTOSMKMX CJOR. c
YTOoO6H EBCE BI3APOIiyJKM M OrJAAHVJAMCb H& 3FYK,*

He grieves over Esenin's and his own departure from their native villages

lV. Lixonosov, '"Brjanskie," Eistye;glnza, 426,

oy, Lixonosov, "Ljublju tebja svetlo," Cistye plaza, 446,

L1, Timofeev, S. V. Turaev, Slovar' literaturoveddeskix terminov
(Moscow: Protve;éenie, 1974), 175-1712,
/

“V. L.xonosov, "Kogda-nibud'," é}s;ye glaza, 438-439,
Sv. Lixonosov, "Ljublju tebja sveglo," Eis;ye:gllzl, 482,
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to the heartless superficiality of a city.1 Esenin to him is att example

of & writer: -

A yoveTcA, OUEHb XOUETCA OHTb OTKPOBEHHHM,
OTOALKO HBKOMMJAOCHL BCEro 3a 3TH roAn. IloyTx

Y Kexaoro AexUT F HeApax 3apeTHOe CJOBO - pa-
AOCTHO® MJM TNeyadbFoe. Pycckowy xapeKTepy Ounliu
He K JMIy HeAOMOJABKM. Korpza s ropsopo f
QYYBCTEYL Ce0A WeAOBeKOM. § mOoTOMy M

EceHura, 4To O He YmMeJ NPUTBOPATHC A

\

[

5.2 The symbolic -c;ning of derevenskais -oloAajn malajs proza, a

dgep love and nostalgia for peasant Russia, is expressed in the works

of Narrative Mode 1 explicitly and directly by the narrator himself, as

well as by means of a number of narratfve strategies. These works in

Narrative Mode 1 may be arranged on a scale between the following two

poles:

1) a simple and comparatively short description of a visit to a village,
combined with only a8 few paragraphs of lyrical and emotional
digressions and thoughts, as, for example, Ju. Galkin's "Dlja vesti,"
V. Belov's "Ne garyvali . . ." and A. Makarov's "Nakanune proscanija";

2) a highly lyrical and usually rather lengthy description of such a
visit, combined with quite extended expressions of feelings, thoughts,
personal views, bel{etn on a varieiy of subjects, as, for example,

V. Belov's "Bobri‘h;j ugor,"” V., Lixonosov's '"Ljublju tebja svetlo,"
"Osen' v Tamani,'" and others.

For example, throughout V. Belov's "Bobrisnyj ugor' the lst

person narrator's description of his and Ais friend's restful week at his

ly, Lixonosov, "Ljublju tebja svetlo," Cistye glaza, 469, 477-478,
479 and 446-447.

2Ibid., 445.
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friend's place at Bobrisnyj hill alternates with his e.itionnl-cddrelael
to this much admired older ,friend and his pnilonoppi.inﬁ on i number of
subjects dear to his heart. He dilcugoel, for 05!!5;1, the meaning of
such concepts as ''rodins" and "malaja rodina", the be‘ply and curative
peace of the Russian codntrylide and the gradual lnd‘fgdvitable disap-
pearance of Russian villages and the peasant way of life.

V. Lixonosov's lyrical cycle of shory stories and povesti is
one of the most introspective and emotional works in tnis Narrative Mode.

[}

The works are ordered as tﬁe lst person narrator's recollections of his -
feelings and thoughts experienced during vcrioul.tripl to Eh#\coun:g;-
side, interqperesed with expressions of his present feelings and thougnts.
In "Brjanskie,'" for example, the narrator's recollections of his friend-
ship with an old peasant couple are framed in the beginming by the
description of a walk through tne Russian countryside to bidkflkeuell to
them and in tne end by the description of a farewell drink éi their
place. Both "Ljublju tebja svetlo'" and "Osen' v Th;lni“ are sutumnal
recollecs;ons'of summer tAavels in the Ruos&an countryside.

What m,kes this.cycle-intensely lyrical is the narrator's
obsession with memories am“.l his desire to be*ble to remember-everything.

The cycle is dominated by his insistence on remembering, "kazdoe slovo

2 .
stanovilos' vospominaniem.'' “One of tne typical exnﬁgl is: '

L]

]

ly, Belov, "Bobri:nyj ugor,” Za tremja volokami, 33&-351._

- v
2y, Lixonosov, "Ljublju tebja svetlo," Cistye glaza, 0602
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Bcoly Hac MpoBOXeJKM, OT cepana I'OBODMJAM ITpO-
ueJbHHe CJAOBA, M {1 H& BCeX PASAel, BCQX CAY-
D2/ C. P&CTPOT'8EHHM WYBCTBOM:™orashuce! aamoum-
un'! uepes uuHyTy He Gyger.!

/
Since the narrator in Narrative Mode 1 recalls the travels,
places, people, incidents and feelings that are most ;1gn1f1cant and
precious to him, the narrative has a strong emotional and lyrical
quality, For example, Lixomosov's '"Kogda-nibud'" ends with a sentence

»
which mid-way transforms into the words of a well-known Russian folk-

song:
: -
K nNoBTOLKTCHA JM LAS MEeHS HOUb paHHel' MOJO-
LOCTH - TakeS YLNEKTeJbHes, GABIOCTEHAS,
ITO4YTH II€CeHHE&R: HOUKE TeMHeafA, HOYKE TeMh&sn
A% HOUYb OJCeEHAR? <:
5.7 Narrative Mode 2 (narrative by tne narrator 'in the 3rd person)

in the works of derevenskaja molodaja malaja proza was less uniform than

was the case with the same mode in gorodskaja molodaja muian proza.
In the latter there was only one type of main character and in
the works of Narrative Mode 2 the narrative was predominantly from the

‘main character's point of view. In derevenskaja molodaja malaja proza

the main characters were of two significantly different types: young
city men of peasant-provincial background, and peasants.

One of the main operations connected witn tnese two types of
main character was the allocation of a viewpoint. Ome stylistic feature

of derevenskaja molodaja malaja proza in Narrative Mode 2 was that when-

ever a young man of peasant-provincial backgroond was present in a work,

E

ly, Lixonosov, "Osen' v Tamani," !!size Rlaza, 488.

2V. Lixonosov, "Kogda-nibud'," Eistze glaza, 439.
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the q{éx‘ut‘ive point of view was either fully or partially allocat% to
him, “In these works of Narrative Mode 2,‘uhenever this type of main
character was one of the conceﬁfu.l groupings, the presentation of the
Russian cbuntryaide, village life, and the peasants was coloured either
totally or partially by his emotions and feelings, as, for example, in
V. Belov's "Z2a tremja volokami," "Xolmy" and "Exo" and V., Lixonosov's
”éildani" and "Na dolguju panjnt'."l

Thus, the perception of the Russian village and its pessants

through the loving and no-inlgic<eyes of a visitor is one of the.-.in
ngrrat;ve strategies of Narrative Mode 2. This visitor, as has been
pointed out in section 5.3 of this Chapter, is very close, as a con&eptual
grouping, to the narrator of Narrative Mode 1, 1In the works of some

-~
2
writers, for example ﬁdxonooov, they are almost identical,
v

v
5.8 In derevenskaia molodaja malaja proza Narrative Mode 2 may be

broken down into three basic cetegories.

In some works of this type the point of view is entirely that of
a visitor from a city. For example, V. Belov's povest' "Za tiemja
volokami" {s narrated eniirely from the point of view of an army major
on his way to visit his native village after a long absence.. It is a
detailed chronological account of Ris long journey towards his native

village. The closer he‘sets to the'village, the sharper and closer the

1V. Belov, "Za tremjs volokami," Sel'skie povesti, 69-94, V.
Belov, "Xolmy,' Plotnickie rasskazy; 151-154,, V. Belov, "Exo," Rednye
izluki, 139-147. V. Lixonesov, "Caldonki," Cistye glaza, 274-315. v.
Lixonosov, ''Na dolguju pamjat," 6gétxe Klaza, 316-422,

2Se¢, for example, the narrator of V. Lixonosov's "Ljublju tebja
svetlo" and,fenj. Byval'cev in "Na dolguju pamjat'"; v, Lixonosov,
"Ljudlju tebja svetlo," Eistyeﬁsl!;l, 440-485; and "Na dolguju pamjat',"
Cistye glaza, 316-422,
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focus is on his feelings of joy, expectation and rnostalgia. The end
of the povest', where the major sheds tears over the ruins of his cng}y
and sbandoned village, is similar to the ending of such lyrical works
in Narrative Mode 1 as V. Belov's "Na rodine."l

In other works this visitor's point of view {s not exclusive, '
but is used alternately with those of some pcloanta; as for example,

.in V., Lixonosov's ""Rodnye.," However, and this is another stylistic
feature typical of Narrative Mode 2 ok derexenskaja Qol;daln -al.]; proza,
while the visitor's viewpoint includes, in fact focuses, on the peasants,
the pelllnt'; viewpoint always excludes visitors and is directed on
purely peasant concerns and problems.

In Lixonosov's '""Rodnye" the first three sections are narrated

”;jrom the point ot view of the old peasant woman Arsen' evna, her daughter
Katja, her granddaughter and sque other peasants in a small Siberian
poselok. They are presented through their nctiéns, thoughts, cOncerns,
cares and worries and tprougn their own perceptiﬁnl of the life around
them. The last section iis narrated entirely from the viewpoint of their
city-based grandson Mitja, who is on his way to visit them. This shift
in viewpoint puts an emphasis on Mitja's thoughts and feelings sbout his

peasant relatives and on their significance to him. Nothing is said

about wnat and how they feel about him and about what the significance

of his existence is to them.

5.9 K\l: those works of derevenskaja mMolodaja malaja proza which have

—
v

lv. Belov, '"Za tremja volokami," Sel'skie povesti, 69-94,

2y, Lixonosov, ''Rodnye," Eiggyg;glnza, 240-273,
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t
no nostalgic visitor as one of the dominant conceptual groupings but

only peasants, Narrative Mode 2 is usually ordered as ap alternation
of the narrative from the points of view of the main characters and

that of the narrator in tye 3rd person, This is the third of the

A
three categories 1r@ltive Mode 2 of derevenskaja molodaja malaija

roza,.

‘Jf ' KT}hough narrating in the 3rd per;on, the narrator in these
works is a kind of modern village-chropicler, who knows everything and
everyone in the village and in fact knows as much as any villager about
the village and its inhabitants., He seems to be a part of the village
lite he is narrating,

In some cases, the works themselves form a chronicle. For
example, V. Belov's povest' 'Derevnja Berdjajka'" is the chronicle ot
one year in the life of a small village; his povest' “Privygnoe'dclo"
is the chronicle of a year in thg lite of one peasant family.1 In both .
works the awareness of time is expressed through the change of seasons
and concern with peasant work during specific seasons,

The na;rltor as a'village chronicler uses many typically peasant
words and expressions in his narrative; the direct speech and thoughts
of the peasant characters are differentiated from the ndrrator's by
partial reproduction of tne peculiatities ot peasant speecz. The thoughts
and feelin@s of the main peasant characters are conveyed by the traditional

rendergng of thoughts (i.e.,by inverted comas) or occasionally by IIM,

In many cases the narrator's account of a8 peasant character's
y P

)

t

1V. Belov, "Derevnja Berdjaj’b" Regnze 1zlulgi, 3-69,

2y, Belov, "Privy&noe delo," Sel'skie povesti, 97-248.




feelings merges into IIM to such an extent that it is often difficult.

to delineate the :U. For example: ’

WBaH APPDUKRHOBMU BCOI'i8 OCTAHEBAMBEA C&M

ceba, Korze Aysed 06 3Tofl raySuHe; OCTREOBUA
M ceftuac, B3rAfAHYA HB TOHATHYO 36MAD. B KNAO-
MeTpe- MOJYTOp& CTOAX HENOAEMRHO AECOK, MpoCPBe-
YeHHH! coaHmeM. CuHMR HBCT, CHMHME TeEHM. A ayume
CK&a3aTb, M HeTy TeHeff, HMB KYCTMKEX, HM H& CHery.
Hrose4aTH# NMUCK CHHMYKM CKBO3HAYKOM B yUM, - rpe
CUAMT, UTUONPHI'YHbSA, He BHAHO. A, BOH OXOpamMBaAeTCH,
Ha BeTke, Tome Tenao wyer. Y peuku, HecTapu#, ray-
60oko no~peSAYbM CIMT OCHMHHMK. KM, CAOBHO pyMaHenm Ha
A6TCKHUX MEeKax, MPOCTYNAG™ CKBO3b COH NMpOo3payHas,
eJe 3aMeTHas 3JeJeHb KOpM. Hecmesas eme 3eseHo,
3u0Kam, OYATO ZMMOK. Kpynuwe, uucrwe Iagushu
I'oj OUMHHE Ha& YMCTOM xe 6eJ0M CHery, K 3aaxouWellv
nofpe3rosaTe, A& He BufigeT. Huyero HeuucTOro HeT
M B 38AYbMX KATHNIKAEX, KAK K B KOPDMYHEOBHX CTpPyd-
Kax HOYeBaBIMX [10[ CHeI'OM TeTepeBOB.

DopoHa KepKHyJa HA BHCOKOM cToxape. MBal
AdpuUKaHOBUY norasne* HeBepx: "Yero, aypa, opemb?
OpaTo, Hedero 3pa", \

£

.

5.10 Narrative Mode 3 (a narrative by a lst person character) was

not often used in derevenskajs molodsaja malaja proza, a stylistic

feature different from that of gorodskaja molodaja malaja proza, where

the cnoice of this mode was frequent,

In the few cases where it is used there are two basically
different types of Narrative Mode 3, depending, of course, on whether
the educated visitor from the city or a peasant is the lst person
character. In such works as V, Belov's "Plotnickie rasskazy'" or
V. Lixonosov's ”Toskn-krugina," this lst person character, as a
conceptual grouping, is again very close to the lst person narrator in

the works of derevenskaja molodsja malaja proza of Narrative Mode 1.

166

The narrative in such cases, as in Narrative Mode 1, has a strong lyrical

ly. Belov. "Privvghoe delo.'" Sel'skie povesti. 134.
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and introspective quality.

When a peasant is the lst person character, as, for example,
in V. Belov's "Prosvetlenie" and "Buxtiny volo;odok%f:“ the narrative
is then strongly oriented towards an imitation of peasant speech. Inm
Belov's works 1n“p¢rt1cu1ar the peculiarities of a Vologda dialect are

partially reproduced both in Narrative Mode 3 and in various monologues

i;d dialogues of peasant characters in those works in Narrative Mode 2.

5.11 The typical stylistic feature of the derevenks ja molodaja lliljl
proza was the dominant narrator. The main focus was not only on the .
portrayal of city visitors and Russian peasants, but also on the

o
narrator's attitude towards them. He fully identified with the city
visitors, and the latter were often the vehicles for the expression of
his feelings.' His closeness to the peasant characters led to the
portrayal of the peasants both from outside and inside. The narrator's

attitude to other conceptual groupings was well‘Fxprelned by the title

or one of V. Lixonosov's povesti-- "'Ljublju tebja svetlo,"
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CONCHUS ION
1.1 In the last decade or so a large number of articles have been
published (some in tne West and many in the Soviet Union) about molodaja

malajs proza. Some of these articles and studies are listed in the

bibliography. Most of them usually contain either an impressionistic
evaluation, or an ideological and sociological analysis, or an exam-
ination of the authors of this prose, or a general survey of this
literary phenomenon., Though often perceptive and informative, these
articles remain outside the field of literary scholarship,

A>fev studies, however, aim at a literary analysis of some

aspects of molodaja malaja proza. For example, N.A., KoZevnikova examined

narrative types and narrative speech in Soviet literature in terms of

the dominance or balance of literaturnost' and xarakternost' and isolated

three distinct periods: 1) 1920s, 2) 1930s-1940s, and 3) 1950s-1960s.

She examined the dominant narrative types and narrative speech in each
: 1

of these periods. Another scholar, M, éudakova focused only on the

last of the above three periods and distinguished gorodskaja proza, which

she labelled ironiéeskajl, from derevenskaja, which she labelled

2
ser'eznaja.

lN.A. Koievnikova, "O tipax povestvovanija v sovetskoj proze,"
Voprosy jazyka sovremennoj russkoj literatury (Moscow: Nauka, 1971),
97-163,

v
ZH. Cudakova, ''Zametki o jazyke sovremennoj prozy,' Novyj mir,
1 (January 1972), 212-245.
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These and a small number of.aimilar studies are informative
and thought-provoking. It is most unfortunate that their findings
cannot be considered or used fruitfully, The problem is that Soviet
scholars, working in such a complex field as the study of narrative,

usually use & large number of key terms (avtor, avtorskaja linost ',

obraz avtora, golos avtora, avtorskaia reE', vestvovatel, los geroja,
Bolc Po £olos geroja

pernonai, Beroj, ranskaz!ik, etc.) without any sttempt to specify their

meanings explicitly and distinguish between them clearly, Avtor is a

particularly hazardous term. For example, Koiivnikova writes:

b AuTepatype 50-60-Xx 'OAOB paclpOCcTpaHeH TaKOR
TMII NOBECTBOBEHUA, B KOTOPOM ITOBECTBOBATEAb &AM -
30K aBTOpy. OCHOBHAS @ [84Y& = [ICHXOJOI'MYECKOe
CAMOD&CKDHTM® TIOBECTBOBATOAA, KOTODHYH npeacrap-
JAeTCA A0 HeKOTOpO# cTernexu AROFHUKOM aBTOpa X
MO CPOeMy MMPDOBO33DEHKMIO, M IO peuy, - onpeleaseT
M OCO6EeHHOCTU [TOBEeC TBOB&HMSA . | :

It is impossible to assess such a4 statement without knowing what exactly

is meant by avtor and povestvovatel'.. .

Another example of this problem is a finding of some Soviet

scholars that for molodaja malaja proza "Erezvyéijno xarakterno slijanie

2
sub'ektivnyx sfer avtora i personai;." It was found that in the 1930s-
1940s these two spheres were clearly delineated, while in the 19608 the
boundaries between them began to disappear. This phenomenon was labelled

3
syb'ektivizaciia povestvovani ja, Again, the notion of sub'ektivizacija

IN.A, Koievnikova, "0 tipax. povestvovanija v sovetskoj proze,"
Voprosy jazyka sovremennoj russkoj literatury, 146-147, :

2y.v, Odincov, "Nabljudenija nad dialogom v 'molode znoj povesti',"
Voprosy jazyka sovremennoj russkoj literatury, 172.

3see V.V, Odincov, "Nabljudenija nad dialogom v ‘molodeZnoj
povestiﬁ"'!gprosy Jazyka sovremennoj russkoj literatury, 164-221; 1,
Kudrova, '"VozmoZnosti formy," Zvezda, 2 (February 1966), 208-216.
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is based upon the notion of avtor and hti position in relation to
characters in a work,

It seems reasonably clear that in these studies avtor often
refers to the rea] biographical author, which unfortunately invalidates
these studies and makes {t impossible to a.nc.‘ them in terms of a\!“-‘

theory which has no place for an author.

1.2 Molodajs malaja proza was not a large literary phenomenon, nor

s laag lasting one, spanning some ten years (1955-1965) for gorodskajas
and some ten years (1960~1970) for derevenskaja with some 40 or 50
definitive works for each,

The size o the span of the phenomenon is, however, not of
primary importance. As has slready been said in the Introduction,
literature is not merely a chain of great masterpieces written by
"literary generals," Quite often the works of secondary writers, not
obscured by the peculiarities of the individual style of a great writer,

show clearly the general stylistic trends and developments of the tiwme,

Both gorodskaja and derevenskaja molodaja malaja proza are, as
this study shows, very definite stylistic phenomena, with distinct
features of their own, some of which were examined i{n the two preceding
Chapters, There are, at the same time, enough similarities to justify

a discussion ot molodaja malaja proza as a whole,

1.3 The general direction of tne development of the style of molodaja

malaja proza was away from the crystallizel rigidity of socialist realism

style, which still had a sttong hold after 1953, This reaction can be
Y
observed in a number of interconnected stylistic features: in genre,

in symbolic meaning, in the main characters, and in narrative modes.



LA}

This fouction against the preceding period was sharply pro-
nounced in gorodskaias molodaja malaja proza as thc'!trot developed oﬂ
the two. This reaction was oVar.cteri:cd, on the one hand, by polemits, \
chnllgn;e end revolt against socialist reslism style, and on the other
hand, by a certain dependence on f{t, yhich was expressed, for ;xa-plc,
in realist forms of expression, basicuily positive main characters,
etc. This earlier styfiltic trend of the gorodskajs ®molodsja malajs
PEOES was connected with the style it was rejecting and mey fully be
appreciated only in relation to it, It tended to produce its own
patterns and uniformity,

Only later did gorodskajs molodaja malaja groza,-evolvtng from
the earlier stage, become more independent, more introspective and more

QPncerned with self-expression rather than revolt,®

1.4 As far as genres are concerned, there was a pronounced shift
toward short narratives and toward some loosening of gehre conventions
and boundaries. Styles, it seems, tend to find their fullest expression

in a definite genre. Socialist realism gravitated towards the novel;

molodaja proza towards povesti and short stories,

1.5 The symbolic meaning of molodaja malaja proza developed in two

directg’.., Gorodskaja molodaja malaja proza had its own symbolic

meanipg, and @gcevenskaja had its own, There is, however, an important
point of affinity between tne two. The symbolic meaning of both

Borodskaja and derevenskaja molodaia qflgja proza is essentially a search

Or a quest: a quest for identity and values by the young main characters.

As the lst person narrator in V, Lixonosov's "Osen' v Tamani®

-

says:
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Q
The symbolic meaning of molodgis melgje pross was the 1”0“-_ ’

gation and the portrait of this new generation, these drygie liu“' of

the 1%50- and ll960.. and their quest for identity and values.

: ’ .
1.6 In 4o skaja a a4 proag this guest for idemtity amd

values was expressed through a presentation of the growth and develop-

ment of the young\-_nin characters in the big cities. The questions they

Ed

faced were: who u 1! what do 1 want? They were rejectding ready-made
SR

solutions and embarkingwpon independent quests. In some works they
L ! .

eventually find tne am;nn in tne continuation, but in their own way,
. AR . ’
ot the wlbrk of their fathers and grandfathers, while in others they are

lefe surchtn'g..and developing. "

'

i‘wcipreso_ing‘tl\is quest, gorodsksia molodaja malsja proza touched
: . . J 3 >

upon such mvefﬂ;ly ‘human™issues as the growing-up pains of young
- rd ' .

'pe0p1e,.t‘t'n’1r copflict with the 'gldcr generation, their striving for

independente aﬁd their quest fok‘identity and values. At the same time

it remin‘dil'i portrait of a npeclff‘c generation in a specific place and

time. v

.

1.7 * In derevenskajs molodaja mslaja proza this quest for identity was

expressed as the return to peasant roots, as the rediscovery and sub-
Sequent identification with the Russian peasant world. There was no

conflict of generations here;, on the contrary, the young main characters

L]
-

1V. Lixonosov, "Osen' v Tamani,' Eistze Rlaza, 519,
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turned towards the older generation and its values.

While ‘otodaka]c molodajs malsja proza focused exclusively an

the young men in tne cities and construction sises, derevenskaja o
gglod.]a ;nlnja proza also presented Russian peasants, pnfticalnrly old
ones, side by side with the young main characters. It was a portrait
of two generations, of peasant parents and grandparents and théir city-
educated children and grnndchild;en. ‘

Derevenskaja molodaja malajs proza touched upon such universally
human issues a; the gradual disappearance of the rural way of life and
rural values, the return to one's roots, the contrasts between city and
rural life, and an appreciation of nature. But it too xe-ningd ; portrait
of a specific place and gile.

1.8 'The reaction against the rigid pctiern of socialist realiem
style found its expression no; oply in genre shift, new symbolic meanings,

and new types of the main characters, but also in changes in the narrative

¢

4

structure of the works. .
- As B, Ejxenbaum pointed out, in some works the plot is the
. . 1
dominant element, while in others the narrative mode is predominant.

In molodajs malaja proza the plots were usually rather simple and 1n§ig-

nificant, The dowminant operations denlt\ptinnrily vtth.the narrative
wodes and strategies. The main ctraracters were presented pdt so much
through their actions and the development of plot, but p imarily through

the narratives,

1B, Rixenbaun, "Kak sdelana 'Sinel Gogolja," Texte der Russischen
Formalisten, nd 1,,{22.
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The symbolic meaning of gorodskaja molodajs prozs concerned

j goblems and the inner development of the young urban generat ion
[ sc 1950s nnd. 1960i, and so the narrative strategies were focused
on the presentation of how that generation felt, thought and saw itself
and the world aygund it. Jt was aaportrait through a self-portrait,
The n{m{(ntive strategy was to create a character through
the expression of that character's point of view in that chnracter';
id{iolect, The characters' discourse whether direct or in the iof- of
thoughts or writing, DIM or IIM, was the main means of characterization
in gorodskaja -olodn a malaja proza. This can be seen in the absence

< o V
k2
of works written in Narrative Mode 1 and particularly in t\le pre?o:’imn’;

of those types of Narrative Modes 2 and 3 where various forms of the *

main chafucters Jdiscourses form a large part or the entire length of

8 narrative text. The main characters were often made to narrate them-

selves,

.

The narrative strategies of gorodskaja molodaja malaja proza may

be described as oriented towards character discourse, i.e, character-

oriented, as they vere'directed at the.fullest possible expression of_a

. N i .

character's dispourse dge Wi§ u;r\to{ ptesenting that cheracter, v
. X ,

1.10 One of the operations in tnese character-oriented narrative modes

was the either complete or partial linguistic deletion of the narrator
in favour of the main character,

This partially or fully deleted nlr;atér was usually quite close
to the main characters and quite synpntﬁitic, sometimes romanticiging

them a little, but more oftcn‘regnrding them with an analytical attitude,

The narrator in gorodskajs molodaja malaja prozg is not fully identifiable

with the main characters and in some works the distance between them is
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considerably large and explicitly exprelled.‘

»
l1.11 In the works of derevenskaja molodaija malaja proza the narrative

untégiea were focused on the preuntq;ion of peasant Russia and, most
importantly, on the expression of the atiitude and the feelings of the
narrator and the young city characters towards peasant Russia. This
,can W seen in the predominance of works in Narrative Mode 1, and the
prevnleﬂce of works 1? Narrntigg,ﬂodes.z and 3 expressing the point of

A’
view of a city visitor to a village.

Derevenskaja iolodn]l malaje proza was narrator-oriented and

_the narrator in the narrative modes of derevenskaja molodajs malaja

prozs usually identified himself with his ui.n char’cters. He was so

closs‘ to the main characters of young city men as to be almost identical;
the narrator and these charactets expressed the same feelings and apy/
in the same way. As for ;he peasants, the narrator identified with them

too and slipped into the role of a knowledgeable vﬁhge chronicler,
V\..

1.12 The following diagram summarizes the msin conclusions of this

study:

B
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1,13 The disgram in thc'prcccd(l. 'uéuon shows, among other things,
the narrative modes of the three styles undc(”_oxn!mtion.

Narrative Mode 2 was obviously the dominant choice in all three
styles, although the narrative strategies in each v:rc vastly different.

Narrative Mode 1 was a dominant choice i derevemh]a lolodqa melaja

proza only and Narrative Mode 3 was a dominant choice for gorodskais

molodajs malais prio tl only,

The following conclusions el;erge from this study in relation to

the narrative wodes:
A. For all the texts of the socialist realism style of 1945-1953 it is
the case that Narx:.ti\;e Mode 2 was the dominant .r.tive strategy.
The narrat “uu onnilc‘ientr descriptive and explicit; the characters
" were preo:ﬁ, delt:ribéd‘.nd ex;plniped by him,
B ! ¢ ) ‘5‘

B. For all the texts of ‘orodclujq #odqa !!lqa proza it is the case e

-
that Narrative Modes 2 and 3 were the doninnt m*tive strategies,
The mrutor was partially or fully deleted lingu#ticanl and hi*
linguistic functions were delegated to tne main characters, Ortentqt‘ion -

towards the main characters' discourse in all possible forms was prevalent,

'l'he'narrator, however, kept some distance from his mefn characters.

L .
L. For all the texts of derevenskajs molodajs malajs proza it is the

case that Narrative Mode 1 and 2 were the dominant narrative strategies,
N\
The narrator was daninlnt in this style and was very close to the main
L4

\ V.
characters; he expressed his views and feelings througn them and through ~

his presentation of them.

1.14 Soviet literature is a difficult field to study for a scholar

3u1ded by purely liternry crlte@l as the develop-ont of Soviet liter-

.
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ature has been strongly controlled by extra-literary forces. This,
however, does not preclude posgibility of producing nn.'tntriuic
: i
literary study, as has been done in this dissertation.

'rhh.d.uurtattop had several purposes. One was the development ’
of a sound and vorkab}e literary theory and metnodology as a: basic .
n’eceuity in the study of litersture. Text Stylistics, though still in
its initial stages, has been develop.id here to answer this need. Another -

purpose was the study of molodaja malsfa groia. The application of

Text St§liltics analysis led to thg"'dincovory ard formulat

main stylistic features of molodays mslaja proza.
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