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PREFACE

The writings of M. M. Prishvin are almost unknown to the western
reader, although they enjoy wide popularity with the Russian public,
primarily for their extraoxrdinary vividnesé and inmediacy of expression.
The early works in particular demonstrate some remarkable results of
Prishvin's bold experimentation with the Russian language. This unusual
use of language attracts lovers of the Russian language to his books,
while on the other hand, it makes the translation of his works almost
impossible.

The aim of this thesis is to point out the peculiarities of
Prishvin's artistic expression and to evaluate the degree of success he
achieves. As regards the works by . M, Prishvin, I refer to the
Sobraniye Sochineniy published in 1956-1957, unless it is otherwise
indicated.
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CHAPTER 1

INTRODUCTION

M. M. Prishvin is very popular among Russian readers for his
numerous ''ocherki' that convey his inexhaustible admiration for Russian
nature. Ile has been nuch admired and praised {for his mastery of expression

in a language of Russian which is vivid and rich. For Prishvin, language
is not only an integral part of a work of art, but a piece of art in
itself and as such he considers it a peculiar manifestation of the beauty
of human nature.

a06N0 g He YeJOBEKa, & A3HK,

Repiych OJAM30CTH peuH, a XTo

6J1H30K K peuyd, TOT OBJIUIOK H
Ayne UeIOBEKA.

Already in his early literary works it is quite evident that
the spoken language and Russian folk literature are his prime models and
the strongest influence on his work. Throughout his writings the desire
to imitate {olklore is apparent -- either implicitly in his manner of
writing, or explicitly, as in the preface to his cycle of stories

"Lisichkin khleb':

lM. M. Prishvin, Glaza Zemli, (Soch.), Vol. V, p. 279,



MHE XOTeJOoCh OB PAHO HMJU IO3LHO

JOCTHI'HYThL B CBOHX pacckasax
npenectu QoJabpxIopa, 3anauva He

OYeHh CKPOMHasi, HO Bepo,
BO3MOXHAfA B CBOEM pemeHNH,

2

What is it in the aesthetics of folklore that attracts Prishvin?
How does he attempt to achieve the charm of folklore in his writing?

Does he succeed in achieving his aim?

These are the main questions, which will suide us through the
analysis of Prishvin's style. His fascination by folklore is predominant
in his early works (1909-1912). With respect to stylistic experimentation,
this period of Prishvin's writing is the richest. An analysis of his
works from this period is also essential for understanding his development
as a writer.

Out of the relatively many works that have been written about
Prishvin, surprisingly few deal with the style of his early writings.

L. Borovoy in the essay dealing with Prishvin in his book Yazyk Pisatelya
gives a very superficial image of Prishvin's use of language in general.
He has chosen at random a few words from Prishvin's books and from those
he deduces 5ome general statements about Prishvin's value for society.
Despite the attractive title of her article ("Iz Istoriyi Izucheniya
Yazyka i Stilya M. M. Prishvina') T. Stepanova offers a subjective

survey of all kinds of works about the writer, emphasizing the ideologically

2H. M. Prishvin, ?ﬂ;gﬂg&ﬂig,(ﬂoskvn, Izdatel'stvo Khudozhestvennoy
Literatury, 1969), p. 114.



more concerned critics and dismissing others, without making the least
attempt at critical analysis of their work (e.g. the work of S. B.

Zarkhin). Her criticism of T. Khmelnitskaya's list of Prishvin's

neologisms may perhaps be correct, but it remains pointless, since she

does not identify either the vocabulary, nor the sources of her information.
A. 1. Khaylov, G. Yershov, I. Motyashov and a number of other works

discuss Prishvin's approach to writing in general; much attention is

paid in them to autobiography. In a similar way the work of ', Pakhomova,

Prishvin i Kareliya is concerned mainly with the ideological aspect of

Prishvin's early works, although she makes some valuable observations
about Prishvin's imagery, in her statements about style she is very vague.

G. A. Shabel'skaya in her essay about the sketch Za Volshehnym Kolobkom

aptly points to similarities and differences between Remizov's and
Prishvin's style and the influence of folklore on Prishvin's imagery. ller

later article in Vestnik Leningradskogo Universiteta is much less

analytical and limited to an explanation of Prishvin's interest in the
world of illusions as an escape from the contradictions of life into
fairy-land.

0f the works with reievant treatment of style we should like
to mention Lozovoy's accurate study of Prishvin's animating metaphors.
T. Yu. Khmelnitskaya in her Tvorchestvo 'l. Prishvina notes the influences
of folklore and of the symbolist writings on his style and makes many

interesting observations about the language of his works. llowever, she

concentrates on the language of Prishvin's later works and deals with



the early writings only marginally. IH. Lampl in his book Das Frithwerk

and mentions some linguistic features wherc relevant to the suibject of
his study. Although significant, his comments in this respect are far
from exhaustive.3

Prishvin's linguistic experimentation as well as other structural
aspects of his works deserve much more scholarly attention than they have
received so far. Although the scope of our study does ﬁot allow an
exhaustive treatment of Prishvin's early works, we would like to provide
at least a selective analysis of this important period in Prishvin's
literary career.

In the following study, we intend to analyse seven representative
works of this period. They show Prishvin's experiments in structure as
well as language. They present the two main genres "ocherk' and ''rasskaz"
and are also chronologically representative: the "ocherki' V Krayu

Nepuganykh Ptits and Za Volshebnyn Kolobkon introduce his first works
(1907-1908), the story "U Gorelogo Pnya' marks the transition to the
"rasskazy' (1910), "Krutoyarskiy Zver'' and 'Ptich'ye Kladbishche" are
two different, mature stories (1911). "Ivan Oslyanichek" with "Bab'ya

Luzha' (1912) document the artistic crisis of this ecarly period of

Prishvin's literary develonment.

3 o ;

Unfortunately we were unable to obtain in time the work of
S. Zarkhin, who, accordine to H. Lampl,has some important comments to
make about the role of the free indirect discourse in Prishvin's works.
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Our analysis deals with four aesthetic effects that appear to
be predominant for the style of his early works. Theoretically and
methodologically we have followed the functional approach to stylistic
analysis as it has been formulated by the Russian and Pfague School of
functional stylistics and in the West worked out by e.g. Stephen Ullmann
and M. A. K. llalliday. The functionalist definition of a stylistic fact
is a "linguistic element considered in its utilization for literary
purposes in a given work.“l1 This definition refers to the basic
functionalist concern with the aesthetic function of a language as
professed by R. Jakobson, J. Muka¥ovsk§ and their followers.

We study the linguistic techniques employed for these effects
within the structure and content of the seven selected works. We do not
attempt an exhaustive analysis of the above named works, either regard-
ing their structure or language.

In an introduction to our own analysis we would like to make a
few biographical comments essential for Prishvin's growth.as a writer and
to survey briefly the contents of the chosen works.

Born into the upheavals of the seventies, !l. M. Prishvin was
to live through more siormy fimcs still. llis imaginative and adventurous
mind manifested itself already in his childhood ; he was ready to realize
any beautiful idea regardless of pfactical difficulties. 'Thus as a
"gimnazist' he set off to rediscover Asia, but the disappointment of

this unsuccessful escape from school was followed by further disillusioning

4/\ definition of P. Delbouille as quoted by Stephen Uilmann,
Language and Style,(Oxford, Basil Blackwell, 1964), p. 126.
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encounters with raw reality. Thus he was <faced with the conflicting
relationship between dream and reality in life. His fascination with
fairy tales, however, is exchanged during his school days for an excited
interest in science. Ille finally graduates as an agronomist but does not
feel entirely satisfied in his profession. Therefore in 1905 he gladly
accepts Shakhmatov's invitation to collect folklore for the new
dictionaries about the North of Russia which were to bLe pubiished by
Onchukov.

On his trips to Karelia and to the extreme north of the Russian
territory he collects rich material not only for Onchukov but also for
his early sketches and spends a lot of time hunting. Thus, as an
ethnographer, he finds an opportunity for a suitable combination of his
adventurous and scientific inclinations.

In 1907, after publishing V Krayu Nepuganvkh Ptits and having

written Za Volshebnym Kolobkom which establishes his name as a writer,
he becomes acquainted with Remizov who is to have the stréngest'influence
on him in the near future, with Herezhkovsky and [lippius, who introduce
him to other modernists.

As a result of his subsequent journies he writes in 1903-1910 some

new sketches -- U Sten Grada Nevidimogo (Svetloye Ozero) about the 0ld

Asian tour. In 1910 he visits his native Khrushchevo and the wilderness
of Bryn' (near Kaluga). Illis material from this region is more or less

implicit in his next stories: '"U Gorelogo Pnya", first published in

1910 in Apollon, "Krutoyarskiy Zver'' published in 1911 in the almanac



Shipovnik, "Ptich'ye Kladbishche™ published in 1911 in Russkaya !lysl',
"Ivan Oslyanichek' published in Zavety of 1912 and "Bab'ya Luzha' also
in 1912 in Znaniye. The stories 'Nikor Starcokolennyy' and "Samorok' of
1912 close the period of Prishvin's liveliest stylistic experimentation
and of the influence of the modernism on him.

After a few stories dealing with the contemporary class struggle
he suffers an artistic crisis. Horrified by the attrocities of the
Revolution he pauses for a while and in the twenties resumes writing in
the fornm of larger autobiographical works (Kashcheyeva Tsep') and new
sketches of a much more descriptive nature. lle belongs to the gruup of
the "fellow travellers' and becomes a good friend of Gorky. Of the
realistic sketches of the twenties and thirties perhaps best known are
Rodniki Berendeya (Kalendar Prirody, 1926) and Koven' Zhizni (Zhen'-
Shen', 1933.7.

Reconciled with the contradictions which the Revolution has
brought out, he then inclines towards socialist realism, but continues
writing apolitically. His main theme remains nature, not industry or
the Revolution.

The phaenological sketches as well as numerous stories for
children have made him most popular with Soviet readers. Ilis works have
been published in several collections and especially his works for
children are published over and over almost every year. lis death in
1954 was followed by the publication of his Collected Works in six

volumes (in 1956-1957), which we use in our analysis.



Our analysis required an examination ©0f the original texts
published in journals in the case of '"U Gorelogo Pnya" and 'Ptich'ye
Kladbishche', since the author has made some changes for his further
publications. The story '"'Ivan Oslyanichek" has been studied from its
publication in Zavety,. because this sory as Well as "Samorok' have

been omitted from the Collected Works.

* % % % * k% *x *x %

The sketch V Krayu Nepuganykh Ptits (1907) depicts Prishvin's
journey from Petersburg to Karelia. Ille is excited about his crossing
the Vyg-ozero in a small boat and offers a description of the landscape
around. Then he depicts the life of people of the Karelian island: the
work, art, beliefs and customs of the "voplenitsy', the fishermen, the
"burlaki'', the hunters, the folk magicians, narrates the history and
legends about the Danilovskiy monastery and describes one of the hermits

"skrytnik' Mukha. lle closes the sketch with his return to Petersburg.

Za Volshebnym Kolobkon (1908) opens with the motif of "kolobok"

as Prishvin's magic guide on his journey from the Dvina estuary on the
""Svyatyye ostrova' -- to the Solovetskiy monastery. lle draws an image
of the pilgrims' journey over the White Sea. Then he continues on to
neet the Lapps on lake Imandra and draws his impressions of the northern
"white nights'. In the second part of the sketch he deals with his
passage from Arkhangel on the open White Sea on a fishing trawler and
pictures the harsh, even inhuman conditions of life of the Pomors — fron

whom he crosses to the contrasting civilization of Norway. lle closes



with an image of a night full of stars back in Central Russia.

The story U Gorelogo Pnya' (1910) introduces the figure of a
peasant-hunter Gusyok, who, as Kashcheyeva Tsep' shows, was his friend
during childhood. The story depicts a hunt after a fictitious white
quail. The quail is for Gusyok a symbol of happier life, since after
selling the bird to a wealthy merchant he could buy a samovar and
entertain the whole village. The attenpt fails and Gusyok, accompanied
by the author, catches a grey quail as usual. In its transition into
Kashcheyeva Tsep' the sequence of narration had been rearranged and the
image of the anonymous narrator changed into one of Prishvin as a child.
There are minor changes in punctuation and the general remarks about
nerchants have been ascribed with some changes to Gusyok as direct speech.

The hero of "Krutoyarskiy Zver'" (1911), Pavlik Krutoyarskiy, is
a peculiar specimen of a degenerated aristocrat who lives in the neighbor-
hood of the lake Krutoyaroye and the town Bezversk. lle is fond of hunting,
pursues the town girls and spends his entire life in leisure. Once he
loses the excellent hunting dog that he liked beyond measure and in his
desperate search for it he begins to be surrounded by hallucinatory
images of animals that finally hunt him down. The people of the town
see in it a fulfilment of the local legend about the downfall of anyone
who happens to hear the voice of a mysterious animal supposedly living
on the lake Krutoyaroye.

The story '"Ptich'ye Kladbishche' (1911) is almost plotless.

Amidst the magic night of the wild geese flight many strange things happen.
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An upstart named Prints sets off to shoot the wild geese on the
Krutoyaroye lake. At the same time the village people sing and dance
at the wedding of his former mistress. Besides Prints, there are
scveral other episodic characters: a vagrant youth Aleksey and an orphan
girl Pronya, the hunter Stepan and others, whose role is episodic
and who are in some way affected by the magic of the night -- e.g.
Pronya seems to become all blue and Aleksey has a heavenly vision.
The kernel of the story lies in the escape of a domestic goose belonging
to a local priest, which follows the wild geese in their flight. The
priest is seen to pursue the geese and begins to fly too. On the
following morning, however, the magic bonds disappear and everything is
returned to normal life. The vision of Aleksey was omitted from the
publication of the Collected Works.

""Ivan Oslyanichek" (1912) is based on a legend Prishvin heard
in Bryn'. Ivan Oslyanichek is a name for an icon of a saint who, re-
signing himself to the Lord, begged him to give him an animal head.
The people pray to him to take the wrong from them. The story follows
the degeneration of the aristocratic family Yur'vevy, as the rule over the
estate is transferred from the hands of the feecble-minded princes to
their wives. The story is full of individual grotesque episodes. The
last prince of the clan marries a simple girl and is saved from the downfall

which threatens if he is the last off-svring of the clan, by a secret

adoption of her chamber-maid's child.



11

"Bab'ya Luzha' (1912) is the story of a priest's downfall
through alcoholism. Father Peter was "advised" to cure himself from
alcoholism by picking mushrooms. Once he is attracted out of the house
by a strange dog into the forest where the deg seems to detect an
enormous amount of mushrooms. Father Peter feverishly runs after them,

until he drowns in the treacherous moorland.



CHAPTER II

THE VERNACULAR NARRATOR

BuBajJo He pas3, ycTaHemb Ha 0OXOTe

4 3aHouyyemb B Jecy, ¥ BQT K TBOEMYy
OTOHBKY HNPHALET KaAKOU-~HUOYILb MeCTHHHU
YeJOBEK, M TYyT, Yy KOCTpa, 9TOT
MecTHHHE YeJOBEK UYTO-HUOYIL PaACCKaXeT.
ToabkO uepe3 3THU CJHOBE B JieCYy KaXeTCcH,
6ynro B5TO cama npupoma o cebe UTO-TO
cKasaJya mocsoeMy. A nociie BCIOMHHUTCHA
¥ TO JlepeBO, IOJ, KOTODHM pa3Belt
TENJWHKY, U TOT pydel, KOTODPHYU IeJ
Tebe BCIHO HOUb,

This comment from '"Moi Tetradki' shows what immense evocative
powers Prishvin perceived in the Russian vernacular. As is clear
already from the introductory chapter of V Krayu Nepuganykh ptits, the
author was very impressed and moved by the severe beauty of the northern
landscape and the traditional, simple and essentially hapﬁy life of
its people. That, on one hand, tempts him to give the reader his subjective
evaluation of what he has seen, on the other hand, there are indications

in the structure of the sketch that he would like the inage of the whole

so colourful and figurative to him, to appeal to the reader directly.

1,
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Among the many manifestations of the natural creativity of the
people, which he admired ever since his career as an agriculturist,
Prishvin was struck by the becauty of their language. lle started record-
ing folk conversations and fragments of speech, even if he had to write
on a box of ma'cches."Z

In his search for an appropriate stylistic approach which would
give the reader a maximum immediacy of the country setting and events
which are the focus of Prishvin's attention, he decides already in
V Krayu Nepuganykh Ptits to use the colloquial-popular language as his
chief medium of communication.

This decision, however, confronted him with the problem of finding
a suitable way of bringing the narrator's plane with his use of the
complex literary style closer to simple, but emotionally rich popular
speech, which would be used by his characters. lle does not want the
narrator to be perceived as a foreign element in the popular setting

Thus the early works of the writer acknowledge his search for a
type of narrator who would be able, by his attitude and manner of speech,
to evoke the atmosphere of the country setting and the natural environment.

After his first story for children, '"Sashok', Prishvin starts
writing a more extensive prose in the form of "ocherki', a form familiar
to Russian readers from the writings of S. T. Aksakov, Leskov, Korolenko
and other writers. The genre of "ocherk'" with its semi-fictional and
semi-informative character attracts Prishvin, together with the possibility
of using the '"skaz' technique in his narrative to report his nersonal ex-

periences.

%EEBL, 523,
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But in spite of the seemingly ideal characteristics of the

"ocherk'" genre, already V Krayu Nepusanykh Ptits poses some problems

essential to Prishvin's stylistic development and displays a wide variety
of styles. The subject of this sketch is a representation of the life of
the Karelians and the face of their landscape.

While the narrator's "I'" is genuinely personal, the subjective
report takes turns with journalistic and entirecly objective scientific
reporting, where the person of the narrator is suppressed. But the
Russian vernacular and some aspects of the northern dialects are also a

"

significant feature of the style of this "ocherk".

In the northern dialects Prishvin finds numerous local words
with peculiar figurative quality, which are suggestive of the northerners'
attitude towards nature.

But the figurative, specific words are not easily decipherable for
a central Russian and Prishvin feels it necessary to explain them to the
reader. The result is a rather dry, informative report of various
activities of the Karelians, interwoven with several peculiar northern
words, which are either explained or merely strike the reader with their
exotic sound or form (e.g. "On okruzhon podvodnymi kamnyami - LUDA‘II).3

Dialogues using popular colloquial speech with a few dialectal
terms are more cvocative, but they also have to be somehow interrelated
with the author's plane -- and the sharp dividing line between the two

stylistically contrasting planes weakens the immediate appeal of the

dialogue. The narrative with its high literary flavour distances the

3'M. M. Prishvin, "V Krayu Nepuganykh Ptits”,(Soch.XVol. 17 p. 32
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author from the local situations, inspite of his subjective "I',
Prishvin feels that, in order to use the evocative power of the popular
language effectively, he has to bring the author's and the dialectal
plane closer by some compromise. lle can choose between two methods:
either to lend part of his narrative to his characters to participate in
i;, or to absorb the typical features of their speech, i.e. to stylize
himself into a folk type of narrator.

In V Krayu Nepuganykh Ptits, he experiments in both. In the

: . . .4
chapter entitled ''Voplenitsa' there is a passage about folk gossips’,
: i e

where he lends the report for a while to 'vedlejsi vypravec'" (an

N a5 . . L
accessory narrator')” (or rather narrators), i.e. the situation is ex-
pressed as the people from the village see it. The commentators are
not identified, neither separated from the plane of the narrator. But
they can be recognized by their manner of speech using the typically
colloquial-popular, colourful but comprehensible vocabulary, syntax and
intonation, unveiling folk speakers. There are colloquial verbs
(""zagulival', '"posluzhila', 'peredalas'') or nouns (''baby', "kumushki'),
particles (''vot', '"i'") a tendency for asyndetic connections, the
emotional imperative to substitute for the past tense (''Lodochnik i
skazhi pri narode™ i 'Otkuda ni voz'mis' u baby kol"), ellipses of pro-
nouns (""Stali rugat'sya krepche") and of verbs (''kolom ona yego po 1lbu'),

etc. Characteristic are references to the common acceptance of the ex-

Mbia., 5, 42,

5 v v 5 v e & T '
L. Dolezel, Knizka o jazvce a stylu soudobe ceske literatury,
(Prague, Orbis, 1962), p. 30. ' ' o
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pressed opinion (''vse znayut', '"u vsekh na pamyati'’). Prishvin success-
fully joins this subjectivized passage to his own narrative by using

the generalizing second person for the verb (i mnogo vsego uvidish' i
wnayosh'').

In contrast with dialogues and with the words that are specially
marked out, this is the first time that Prishvin uses a passage of
colloquial-popular language without specific dialectal features and fully
comprehensible. At the same time the popular-colloquial form seens as
though intrinsic of the gossips -- the border line between the theme and
the expression is erased and the whole becomes one renresentative image.

In the same vein, he creates a relief of the magic fisherman
Timoshka.6 The frequent use of the generalizing second person together
with an imperative substitution for subjunctive (i kak ni beysva, a
bol'she polozhennogo ne poymyosh'') provides a lively contact with the
reader and crcates a mood of a distant conversation between the reader
and the villagers who give out their opinion about Timoshka.

Also the "koldun™ M&ksimka joins the author's narrative as an
accessory narrator.

Stepanida !aksimovna, the ''vonlenitsa'" and Filipp, the hunter, have
a special place in this experiment in stylization. By means of a '"free

J

o g 48 ¢t vl 4 v v 9 - ’ " .
indirect discourse”” ('mevlastnl prima 7rec') , Prishvin gives Stepanida's

GM. M. Prishvin, "V Krayu Nepuganykh Ptits', Soch. Vol. II, n. 63.

"Ibid., p. 119.

SS. Ullmann, anggg;gkgpgnﬁpxlgj(Oxford, Jasil Blackwell, 196@, D.

7Y 7/ :
gL. Doleiel, KniZka o igaggz_q,stylu soudobe ceske llteratgry,

(Prague, Orbis, 1962), p. 42.
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""autobiography''.

Paz Oun Taxofi cayuait, pacckasnsaeT
MaxcumosHa., TeTKVHH JeBOUKM yexXalu
Ha MenBexuii OCTPOB 3a ATOLAMH...
Bor Terxa m ckaxu: -- UepT Bac
YHeceT, ATOIHUIH!

' 10

; / Yrs sV oV . . . . : -
From "nevlastni prima rec" Prishvin shifts the implied first person of

Stepanida into the third person, her voice joins the voice of the author,

which creates again an "accessory narrator'':

MHoro cayuaen .moMHMT MakcHMOBHa,
Korza u ee nyraua llumxo, HO Bcero
He IIepecKaxelb.,
B merckom xpyry Crenxky

C LecCATH JeT CTaJXd BCe Ha3HBATh
"kpacHonesko#", .. BuBaJjo,kak
cobepyTcsa K NPA3LHUKY HA IIOTOCT...
[lTapouka noxbupasach B Beauualimeit
TallHe oT BceX., Ho rje tyrT

YKPHTH CA!

11

In "Stepanida's' utterance, the common colloquial-popular features which
link her with the other villagers are used, together with some poetic
conventions taken over from the poetry she sings -- such as etymological
figures (''vol'nu volyushku'), constant epithets ('stolam belodubovyn'),

frequent dactylic ending of syntagmata or at the end of sentences

10
M. M. Prishvin, 'V Krayu Nepuganykh Ptits",(Soch.)Vol.II, p. 49.

Y1bid., p, s0.
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('s etogo Vyg-ozera Strakhevitogo'') etc. to depict her as a folk artist.
The occasional nature of her 'prichitaniya’ helps the author maintain

the chronological progress of her 'autobiography'. Daily life, traditional
art and manner of speaking are fused together in the person of Stepanida
Maksimovna to form a harmonious whole and Prishvin found an appropriate
means to express it, giving it out in the frame of his own personal ex-
perience,

In his account of Filipp, the hunter,12 the objective distance
of the author is again partially erased. Lively popular expressions and
idioms enter Prishvin's narrative (the hunters eat 'po dve vyti" -- two
meals each, before going hunting; they hunt ''na zvir'ya'"), then he main-
tains the tone by using rather concise sentences and characteristic
hunting expressions for the whole account of the hunting expeditions;
but he does not give to Filipp as much freedom in participation in the
narrative as he gave to Stepanida !Maksimovna, so that we can speak here of
the use of a 'co-narrator', (”spoluvypravgé')ls.

From the preceding discussion, we see that Prishvin attempted to
introduce the colloquial popular language into the plane of the narrator
by letting some characters and a popular community participate in the
narrative. This brings a new subjectivizing element into his narrative,
for it conveys the situation from the point of view of the chéracters.
This device of '"subjectivized narrution”,l4 is a typical feature of modern

prose, where it is often used to allow a deeper look into the heroecs'

12 . .
Ibid., pp, 96-109,

/v
Z

13, pote¥e1, xnf:

(Prague, Orbis, 1962), p. 28.

14
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ka o jazyce a stylu soudobe ceske literatury,

Ibid., p. 27.
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thoughts and feelings.

Za Volshebnym Kolobkom demonstrates Prishvin's attempt to
absorb certain features of the colloquial-popular language into his
narrative rather than to give a word to subjective narrators. le
decides for the fairy tale 'skaz'" technique of narrative as a form,
which permits him to use general folk stylization, but keeps the genre
of "ocherk'. 1In the folk tale, individual features of the narrator come
to be smoothed out by traditional demands of style and genre. But,
Prishvin in Za Volshebnym Kolobkom continues to be the personal hero of
his narrative, although the narrator's-author's plane picks up many
common colloquialisms and shifts the author's plane closer to the
language of dialogues. The main stylistic experimentation in Za

Volshebnym Kolobkom takes place in the first of the two sections of the
work, because Prishvin runs into fresh difficulties, which prevent him
from continuing in the folklore-like vein till the end of the "ocherk'.
Prishvin opens the sketch with conventional fairy taie formulae
“("'V nekotorom tsarstve, v nekotorom gosudarstve'') and many other features
of tales (e.g. ''realized metaphors”ls, i. e.
application of the names of fairy tale personages to real characters --
e.g. '"Mar'ya Morevna', '"Ivanushka Durachok', 'Kashchey Bessmertnyy'),
which evoke an expectation of a fantastic tale, while interfering with
the realistic nature of a travel sketch. The genre of a travel sketch

demands a concrete geographical location and a notion of passing time.

e 4 10 . : ;
The tale, on the other hand, uses '"closed time',”~ which is typically a

15”

realisierte ‘letapher', Lampl, p. 158.

16D. S Lixagev, "Time in Russian Folklore', International Journal

of Slavic Linguistics and Poetics, (1962) No. 5, p. 87.
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distant non-historic time. The tale can not bear a static landscape
description, common in "ocherk'.

Prishvin manages to maintain the artificial atmosphere only for
one chapter. Especially in the passage called '"More' his expression is
figurative and concise in the extreme; with the use of repeated state-
ments, representative word order17 and tendency for regular rhythm of
the sentences he creates almost a timeless atmosphere for the episode.
Because of the representative nature of this chapter, the personal
narrator somewhat retreats and is caught in the general atmosphere.

But as the journey to the Solovetskiy monastery and to the Lapp
region begins to progress, the conventions of the fairy tale unwind.
However, the miraculous scenery of the White Sea, which overwhelms both
the sinmple pilgrims and Prishvin, allows an atmosphere similar to that’
of fairy tales to reign through effective imagery. The narrator-
author's view of the unusual natural phenomena here is close to the
naivety of the pilgrims, so that although he is not linguistically
identical with them, he is psychologically close to them. His manner of
expression is less complex here than in the second section of Za

Volshebnym Kolobkom and the imagery is close to the popular view of nature.

The simple and peaceful life of the Lapps together with the
unspoiled beauty of the nature lets the mysterious atnosphere continue

for some time. But the harsh reality of life of the and the

omors

contrasting civilization of Norway in the sccond section of Za Volshebnym

Kolobkom definitely end the fairy-tale, and Prishvin's style is strict and
factual here, with ironical overtones. lle has again resumed an objective

distance from the reality reported about.

17, . " 3
o be discussed in the following chanter.



lHowever, the orientation towards folklore and colloquial-
popular language has been set and in his later works we find Prishvin
looking for such a genre and style as would allow his narrator to in-
tegrate with his material much more effectively than before.

The most significant change with respect to genre and the
narrator occurs in the years 1910-1911. In 1910 Prishvin writes a short
story entitled "U Gorelogo Pnya’, an evocative picture of the search for
human happiness.

Once more we mect here the "I" of a personal narrator. However,
he is no longer identified specifically -- as a journalist -- ethnographer,

as was the case in V Krayu Nepqggnykh__gpits and Za Volshebnym Kolobkom,

which equated the planes of the author and the narrator. Here, in "'U
Gorelopo Pnya'", there is only a vague reference to the narrator's superior
social position in contrast to the "muzhik" -- hunter Gusyok; only on the
special occasion of the exciting hunt after a white quail does Gusyok
3 1 £ 3 3 1 " 33 1" 3 1t 18
address him with the familiar singular 'molchi'" instead of '"molchite'’.
Nor is the narrator identified as one of the merchants (Prishvin's
actual class origin), because we hear the narrator using a slightly
ironical, condescending tone about them: 'Nashi kuptsy -- bol'shiye
19

lyubiteli perepelinogo krika"; ™ "i dvinutsya pochtyonnyye lyudi v

20 s : " A .
polya'. This tone is very much in line with the astute tone Gusvok

18”. 1. Prishvin, "U Gorelogo Pnya'', Apollql,(lﬂloz No. 7, n. 34.

191bid., ps 32

2
Dpid., p. 33.
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is using in his approach to an imaginary merchant: '"Vashe stepenstvo,
izvol'te slushat''; ''neizvol'te bespokoit'sya".21 The affectedly

polite use of archaic expressions 'stepenstvo', ''izvol'te' was tvpical

of fhe muzhiks' ponular addressing of anyone whom they considered 'barin'.
These, as well as many other linguistic features of the narrator's sneech
link the narrator with the plane of the character. In the narrative
there are frequent popular particles -- '"vot', 'to', "i'; sentences are
short in the extreme and often abruptly divided by colons and dashes.
These and many other features linguistically identify the narrator as a
folk narrator, and this identification interferes with the demand for the
"molchite'" form, the distancing reference to Gusyok as ''odin okhotnik“'r

and other signs of making Gusyok an object of observation.

Typical aspects of Gusyok's speech are ellipses of modified nouns,

leaving the attribute isolated: 'Vot to-to i gore, moy milyy, chto seryy,
" . . 2

nastoyashchiy-to kupecheskiy -- belyy". . As he always speaks about

the object of his passionate hunt -- the quail -- it is plain what the

attributes refer to and he can thus exercise some polite, suggestive
distance from the magic ''perepyol'. Similar isolation of adjectives we
find in the narrator's plane: ''slushayet kupets svoyego golosistogo' ;

- : s y ., 24
moy perekrichit sosedskogo! A glyadish', sosedskiy-to... perekrichal’.

2lrpid., p. 36.

22+,
““Ibid., p. 32.

Ibid., p. 33.
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It is evident that in "U Gorelogo Pnya' Prishvin wants to sub-
jectivize the narration into Gusyok's point of view and at the same time
give an objective view of him. The image of the narrator is linguistically
identical with Gusyok. The implicit generalizations of the author about
the merchants along with the folk type of comment by the use of a proverb

25
("Khotel vyryt' yamu blizhnemy, a i sam v neyo popal'') " or the description
of Gusyok's appearance through parallel with a 'perepyol" fits in
line with Gusyok's way of thinking. If it were not for the above mentioned
interfering references to the personal narrator, this story would be a
masterpiece of subjectivization.

Not only is Gusyok's language basically identical with the
narrator's, sometimes his utterances (e.g. the abbreviated expression of
bewilderment 'vo-na' for ''vot te na') follow animal sounds
with the same ephemeral shortness. Therefore it is quite with the tone
of the story that near the climactic capturing of the quail the narrator

joins the ''thoughts' of the ''perepyol' through the 'semi-direct speech' of

: v s v v, 206
the latter (‘'poloprima Tec').

A oHa B oTBeT THUXO:

~- TPOK == TDOK !

Ho emy au orTeevaeTr oHa® Benn
Tellepb II0 BCeMy IHO0JI KpuuarT
nepelea.

OHa oTBeuvaeT emy. KoHeuHo, eMmy.
On erosur Ha pybexe. [lonHWMaeTcs
Ha IHIIOYKM, HET == HEe BHJIHO, OH

251bid., p. 32.

. s v / 5
°L. Dolezel, KniZka o jazyce a stylu soudobe ceske literatury,

2

(Prague, Orbis, 1962) p. 43.



MeueTcsa U JIOTOWNHT... lIpobyer
B300paThCA Ha COYX0Y TATAPHUK ==
koxxo ! Ha mpomnoronmon HONHHDL =
ruercs ! gpqu KPUKHYTEL == TOJIOC
NDONEN. s o™’

The expressi 1 i isti <
expression here is distinctly folk, @8 & vasule

of the popular expressive words 'yegozit" and 'lotoshit! as well as the
characteristic paratactic sentences with a marked pause between the
clauses. They juxtapose the action of the bird with the resulting
adversative perception ("kolko', "gnyotsya''), so that the action observed
and the action felt -- the plane of the object and that of the narrator --
mingle in then.

The mutual penetration of voices of various originators is
continued by the words of the winter crop (in the original story not
marked out graphically as direct speech), as though sympathising with the
female quail (n.b. the word "temnitsu''): '"Gustyye ozimi pakhnut,
prizyvayut: razbey, golosistyy belyy perepyol lubyanuyu temnitsu, dumat'
tut nechego.'"28

Thus, by using the colloquial-popular language through several
structural planes of the story, Prishvin for the first time achieves unity
both in the structure and in.the atmosphere of the work,

When the story appeared in 1923 as one episodé of Kurymushka's

childhood in the autobiographical novel Kashcheyeva Tsep', under the title

of "Gusyok' the most prominent change it displayed was the change of the

personal 'co-narrator' into Kurymushka, who coincides with the author's

27
pp. 35-36.

M. M. Prishvin, "U Gorelogo Pnya', 52911923(191Qh No. 7,

*Ihid., p. 37.



person only implicitly. The child's figure is more suited to the sub-
ordinate position with respect to Gusyok and psyvchologically erases the
"co-narrator's' distance from the main narrator (the 'molchite' type).

While "U Gorelogo Pnya' is linked with the '"ocherki' by its
realistic subject, it joins the following works by its genre and at the
samc time stands on the borderline between them by its experimentation
with the type of narrator.

In "Krutoyarskiy Zver'"', a story about a degenerate off-spring
of an aristocratic family, the personal ''skaz' narrator disappears
entirely. While the person of the narrator is distant and formally ob-
jective, the language of the narrator is uncomplicated and maintains an
easy colloquial tone, which in several places inconspicuously picks up
more features of the popular language and his voice is for a while joined
with the characters' voices.

Although the stylistic plane of the narrator is not colloquial-
popular as it was in '"U Gorelogo Pnya', the writer basically adheres to
syntactic simplicity, prefering conciseness and parataxis over complexity
and hypotaxis. This vocabulary is basically concrete and simple, also
common colloquial particles ''to', ''da", "i' contribute to the easy flow
of his narrative. There is a tendency to use diminutives which have
condescending (''domik", 'telezhka', 'den'ki'') or pejorative overtones.
Colloquial words often convey a slightly ironical or condescending
attitude towards the figures of the story: the district police officer

"lezyot naverkh'; "plyukhnyotsya v kreslo'; he is a '"tolstyak', he
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”zagogochet"29 etc. Also idiomatic and proverbial phrases are ironically
used: the merchants ''dostavali so dna dushi', they know about the hero
Pavlik that he ''me seyet, ne zhnyot, a tsel”so, the whole legend of the
"zver'", which is the leitmotif of the story, is remembered only ''pod
p'yanuyu ruku”31 etc. . Especially the attitude towards the hero is full
of pejorative tones: he loves to usc his ''derevyanuyu lopatochku', there
is a reference to his "bryushko'" and "slyunki'', he jumps ''kak ogurchik
svezhen'kiy' and ' podvypivshiy.. raschuvstvu[etsya]."

This shows that Prishvin's use of colloquial and occasionally
popular vocabulary in "Krutoyarskiy Zver'" is fuﬁction3132 and moderate,
and that it reveals the subjective attitude of the narrator towards his
essentially objectively presented material. Prishvin leaves the
distinctly popular speech for the dialogues, which, as Lampl points out,33
in this story carry the action.

As has alrcady been mentioned, Prishvin sometimes introduces the
characteristic features of popular speech into his narrative as a point

of view of the personages: e.g. in the case of Timofey -- the hunter,

29M. M. Prishvin, "Krutoyarskiy Zver''(Soch.), Vol. IV, p. 72,

O1vid., p. 67.

Slipid., p. 63.
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3“/\nother type of use, for the purposes of imagery, is going to be
dealt with in the following chapter.
55“. Lampl, Das Fruhwerk !, Pri§yip§3(w1en, Verlag Notring, 1967),
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the accumulation of verbs with emotionally charged prefixes ''raz'" and
"mri' which express intensified attention, comically contrasts with the
final unveiling of Timofey's real intentions (''spit 1i''), which is
successfully brought as a surprise by a marked pause and colon. The
emotional imperative,reasoning presented in a coordinative sentence
(instead of a causal clause)with the generalizing second person of the
verb and the dynamic use of verbal interjection ''shark' serve to reveal

the folk cunning of Timofey:

A crapyxa Bce, 6HBalo, BODPUUT Ha
NnoJecoBNUKa, ¥ XOTH B Jec He XOlHu
rnocire sroro, babers xypnrbGa BpelHas:
Hu4Yero He yb6remb, OTTOrOo~TO mepen
OXOTON ¥ JOXuica crnaTh Tumopeit
no6NKXe K CBOEHW crapyxe, DasyBaxurT,
PasyTemuT, NpUJIACKaeT ¥ O PHUCIYIAET CH:
CHUT JiUesos OUATH NPUCIYMACTCH,
OIATH OTONBHHETCH, JAa NOTUXOHBKY
mapKk BOH,

34

Similarily the narrator picks up features of Pavlik's expression
(4, 72; 4, 74 etc.) which is not as distinctly popular as Timofey's, but
also simple and colloquial (é.g. using verbal interjections, particles,
imperative for subjective), moreover with words characteristic of popular
hunters' speech ('legavoy sobaki', "ublyudki', -polukrovkir, vzovyotsya

petukh').

M. M. Prishvin, "Krutoyarskiy Zver'",(Soch.), Vol, IV, p. 70.
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As in "U Gorelogo Pnya', Prishvin refrains from descriptive
characteristics of his personages -- the main presentation of them is
through dialogue; the subjectivized narrative brings a new angle of
viewing them by mixing their personal view with the narrator's and thus
getting the narrator involved in the fates of his personages. Gusyok
and Timofey with Pavlik are quite individual characters in their own
right,largely due to their manner of speech, which approximately reveals
their way of thinking. Therefore the insertion of their speech into the
narrative, helps their portrait (which in "Krutoyarskiy Zver'' is the
main subject) come through tangibly by giving a new dimension to their
picture.

In contrast with "U Gorelogo Pnya' as well as "Krutoyarskiy Zver'",
"Ptich'ye Kladbishche', although full of small figures, does not present
any distinctive character. Although there is some attempt to bring
Aleksey'sview into the narrative (4,100), his outlook is not the main
concern of the narrator who is in this story experimenting with qualities
of narrative other than confrontation of the narrator with the characters
-- with the representative and evocative possibilities for imagery in
language.35 He is foregrounding the setting and atmosphere rather than
the narrator.

Similarly a tendency for strengthening the representative aspect
of the narrative is characteristic of the story entitled "Ivan Oslyanichek"

where Prishvin is struggling to repeat his successful experiment with

35'1‘0 be discussed in the following chapter.



"Ptich'ye Kladbishche'" and to give an evocative representation of the
setting of the Semibratskiy monastery and the atmosphere of legends.

At the same time, though, he strives to bring a dramatic element to the
story as in "Krutoyarskiy Zver'', but in vain, because he becomes
imprisoned within the artificial frame of his folkloristic models, which
he refers to as ”skazaniya”.36 While in "Krutoyarskiy Zver'' he has
enough realistic resources to draw from -- because of his own passion for
hunting, in "Ivan Oslyanichek' he does not seem to be able to fill in

the contour lines offered by the legends of the "Semibratskiy kurgan."

As a narrator Prishvin maintains the distance of a folk narrator in

"Ivan Oslyanichek'. He explores many different linguistic and poetic
elements in his narrative, ranging from archaic and folk-poetic expressions
to popular words and syntax. The work displays a tendency to use all
possible devices of folk-poetic speech (cf. constant epithets not pre-
viously used, extensive use of repetition, parallelic syntax and the
instrumental of comparison) rather than conscious and functional
utilization of the available devices. The representative narrative in
"Ivan Oslyanichek' is again more extensive than the dialogue and no
figure receives the face of a live character.

"Bab'ya Luzha', a story about the disintegration of personality
through alcoholism is an echo of "Krutoyarskiy Zver'' in its concentration
on the chief character, in its progress through hallucinations to the
tragic ending, in its narrator's ironical attitude to the main figure

and its social environment. The author is here using the same

36H. M. Prishvin, '"Ivan Oslyanichek", Zavch,(lQlZL No. 2, p« 5.
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linguistic means of irony as in "Krutoyarskiy Zver''", drawing from the
sources of disapproval as expressed in the popular language ("'skvernyy
popishka', "shlyashchiy chelovek', ''sheromyzhnik', 'zapit' gor'kuyu”).37
However, the priest Peter is not as well rounded a character as Pavlik
from "Krutoyarskiy Zver'", where the hero is well depicted by dialogue
and confrontation with nature and people. Neither is Prishvin able to
find the subtle linguistic characteristics, which in "U Gorelogo Pnya'
and "Krutoyarskiy Zver'' so aptly distinguish the narrator from the
characters. Here the tone is the general one of a folk narrator with a
subjective ironical attitude towards the action. Also the dialogue is
scarce and weak.

Some attenpt. is made at subjectivized narration (4, 122, 4, 124)
when the author introduces the regional legend of the place. But it is
an insertion of an anonymous folk narrator, who is using more popular
devices than the main narrator (etymological figure -- "rad-radyoshenek',
idiomatic phrases -- '"dom ostalsya v levom pleche', 's tolku sbivayet'",
"leshiy pod vecher tut kak tut”),38 it does not contribute to the portrayal
of Father Peter but explains the title of the story. Since the plot is
very banal, this is just a documentation of Prishvin's effort to make a
story fit various ethnographical material. Lampl is right when he
notes ''Ivan Oslyanichek' and "Bab'ya Luzha' as the products of a

: < s . 39
creative crisis.

37M. M. Prishvin, "Bab'ya Luzha', (Soch.), Vol. IV, pp. 116-117,

3B1pid., p. 122.

39H. Lampl, Das Frthwerk M. Prigyin§j(Wien, Verlag Notring, 1967),

p. 255



Summary

In this chapter, we have examined Prishvin's attempt to achieve a
homogenous image of the reality he portrays. The representative works
analysed cover the years from 1907 to 1912 and display a lively
experimentation with the type of narrator who desires to come close to
the depicted material, through his use of language.

The main subject of the writer is country life with a concomitant
natural setting. This environment involves figures who will use the
colloquial-popular (and dialectal) language in their speech. Therefore
colloquial and popular linguistic features will be characteristic of
this milieu. Since the author-narrator's plane is basically distant in
style from the stylistic level of the country people, Prishvin looks for
a type of narrator who would not be a distant observer of these social
surroundings, but involved in them.

In the sketches and the stories analysed, we have seen that each
of the works introduces a different image of narrator, with various degrees
of subjectivization.

Already in V Krayu Nepuganykh Ptits he invites the popular view
into the narrator's plane, but remains basically openly subjective. In
Za Volshebnym Kolobkom his aim is to create a fairy tale "skaz' with a
formally objective narrator, but soon switches back to a personal report.
The story 'U Gorelogo Pnya' has a special position in the development of
narration, because the narration is foregrounded entirely according to
the point of view of the hero, while using a first person narrator.

That places it between the '"skaz" and subjectivized narration. In

“"Krutoyarskiy Zver'", on the contrary, he has an implicitly subjective
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attitude, but without the use of a personal narrator. At the sane time,
he allows the characters to subjectivize his narrative into their point
of view of situations. In "Ptich'ye Kladbishche'" and in "Ivan Oslyanichek"
however, he introduces an objective narrator and concentrates on the
evocation of situations by folklore-like imagery. In '"Bab'ya Luzha",
he returns to the implicitly subjective narrator of 'Krutoyarskiy Zver'',
but makes him more distinctly a general folk type of narrator. In contrast
with "U Gorelogo Pnya' he does not have any distinct folk narrator in mind
and therefore the experiment leaves the impression of an artificial
imitation of a folklore narrator rather than of artistic ingenuity.
Experimentation with the stylistic plane of the narrator led the
author to explore both the methods of subjectivization and the speech
resources rooted mainly in the vernacular language. lHowever, the develop-
ment from "U Gorelogo Pnya" to 'Bab'ya Luzha' shows that Prishvin is most
successful in presenting the mentality of a hunter ( Gusyok, Timofey,
Pavlik, Stepan Zhelud' ) and lacks psychological insight into other folk
characters (vide the flat figures of '"Ptich've Kladbishche' and ''Ivan
Oslyanichek'. Consequently, he is unable to work with subtle linguistic
nuances for personal characteristics and resorts gradually to a general
popular expression. In his later, more extensive works, we see him re-
but the easiness of the narrator's manner of speech acknowledges the
influence of this early exnerimentation. He also uses subjectivized
narrative but without experimentation in various stylistic layers of

speech.
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Prishvin's early works show that the writer, under the influence
of Remizov,40 was confronted with some of the basic problems of modern
prose structure. In his search for more implicit subjectivization
Prishvin wavers between ''skaz'' and subjectivization of narration. But
the subjectivized passages have a narrative character, as though a
character would insert his personal view, and they do not reveal much of
the inner thought of the characters, which is a characteristic feature of
the most progressive modern prose. It demonstrates Prishvin's inclination
to narration rather than revelation, which is entailed in his return to

the perscnal report of the "ocherk' type in his later works.

0 <Y s A :
4 H, Lampl, Qﬁiuiﬁﬁﬁﬁzﬂijb_lE}gfiﬂig(chn, Verlag Notring,
1967, p. 312.




CHAPTER III

The Tangible Image

. . » 1
In the preface to Prishvin's Collected Works of 1927," M. Gorky
refers to the effect of Prishvin's style as ''pochti fizichesﬂéya]
oshchutimost' vse[go] | chto [on) izobrazhaye([t]". Gorky explains the
effect as a result of Prishvin's vigilant observation of nature, which
comes out in his work with detail. The Soviet critic T. Khmelnitskaya
also notices the extraordinary vividness of some of his images -- ''on
kakby pereselyayetsya v koldovskiye eti obrazy”.2 Most students of
Prishvin's writings ascribe the corporeality and vividness of representation
; : 3 ’ : 4
to the author's choice of vocabulary (Borovoy™  and Khmelnitskaya make
5,6

some analysis of his vocabulary, Khmelnitskaya with a list of neologisms.

7 . ) 8 . : 2 : . g
Pakhomova’ and Shabelskaya  believe his figurative devices, particularly

1
A.M, Gorky, Sobraniye Sochineniy ,(Moscow , Gosudarstvennoye

Izdatel'stvo Khudozhestvennoy Titeratury, 1953) n. 265.

2T. Yu. Khmelnitskaya, Tvorchestvo M. Pgigbvina,(heningrad,
Sovetskiy Pisatel', 1959) p. 95.

3 . ' ;
L. Borovoy, 'Taynaya Sovremennost' Yazyka', Yazyk Pisatelva,

(Moscow., Sovetskiy Pisatel', 1966) T
T. Yu. Khmelnitskaya, Tvorchestvo M, Dgiéhxigg,(Leningrad,

4

Sovetskiy Pisatel', 1959) pp. 177-181,

\hmelnltskaya s 1list of Prishvin's hunting neologisms and folk-
like words is eriticized by T. A. Stepanova®, who finds these words in
dialects and hunter's slang.

6T. A. Stepanova, "Iz Istoriyi Izucheniya Yazyka i Stilya M. I,
Prishvina", Uchony)c uﬂDlSkl Karel'skogo Ped. Instituta, XVI, (1964 p.

7H. Pakhomova, Prishvin i Kareliya,(Pctrozavodsk, Gosudarstvennoye
Izdatel'stvo Xarel'skoy ASSR,€1960) pp. 63-64.

8

G. A. Shabel'skaya, "O Knige M. Prishvina '"Za Volshebnym holoQme”

Uchonyye Zaniski Leningradskogo Gos. Ped. Instituta, TXXXIT (1958) !
p. 231.

34



35

simile and metaphorical animation, to be the chief source of what
Shabelgkaya calls '"zritel'naya oshchutimost'... opisaniy".

In this chapter, in order to find the source of this effect, we
shall make a closer stylistic analysis of Prishvin's imagery.

It has been mentioned in the introductory chapter that Prishvin
decided to cultivate his style to achieve the charming easiness of
folklore. Therefore spoken Russian vernacular, the natural source of
traditional folk art, becomes the decisive factor in his linguistic
orientation early in his literary career.

The sketches V Krayu Nepuganykh Ptits and Za Volshebnym Kolobkom

show that at the time of his first '"ocherki' the writer was very concerned
with the vocabulary of the northern language. In both works, to give a
picture of various aspects of life of the Karelians, he uses a factual
report with some specific local words marked out in his narrative. The
words in which he shows most interest are such terms of daily life and
slang , that display some relationship to the literary language. As is
usual in dialects, the northern language contains many words which have
their cognates in the literary language. Although the etymological root
of these words is identical, the meaning of the two differs now because
of their divergent semantic development.

Thus, for instance, in "burlaki' slang it is said about the
collection of tree trunks: ''ma ozerakh.,.. sobirayut v KOSHELI" -- the
word 'kosheli' means here enclosures, formed by logs of wood, whereas
in the standard language it would mean bags. A mass of logs, stonped

and prevented from movement down the stream is called "kosa', which can
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bring to mind the standard word for a scythe, or a pit, or even braided
hair. The trees may get caught into a backwater 'zagubka', which a
central Russian may associate with the word '"zagubit'" -- "pogubit'",
while here it is obviously related to the northern "guba', meaning a bay.
Other words, though not confusing lexically, will surprise by
an unusual semantic function -- e.g. "on khotel i ruzh'yo POMYT' u kolduna,
a to ono stalo nedostrelivat'.”9
Everywhere in the daily life of the Karelians Prishvin finds
expressive words, new to his ear by their morphology, but quite under-
standable because of their grammatical kinship with familiar Russian words.
In the dialects they gain also a metaphorical quality, because of their
unusual context. Thus "kipun'" ("kipet'") is used about a river whirl,
Ykrasovaniye' (''krasovat'sya') relates to a bride's preparation for the
wedding, two types of winds are '"vzvoden'' (''vzvodit''') and "podsechka"
(""podsech''), the peasants 'me pashut, a pereshevelivayut kamni'.
Prishvin's favourite wild bird, the wood grouse (''glukhar'') has in the
dialect a metaphorical name, capturing his physical appearance -- '"moshnik''.
This may further bring associations with the expression '"obrasti mokhom',
"opustit'sya', "odichat'". Thus the northern fishermen find the word

"moshnik' to be a fitting name for old Grigoriy.

[¢
M. . Prishvin, gg;jgggﬂggggfLﬁolqhggg)(Soch.% Vol. II, p. 115.
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Some words, which would be perceived as archaic, in the standard
language, are used in the dialects with a fresh expressive power -- seals
greet each other -- likuyutsya (in the literary language used about
monks), a log during rafting may "ul 'nut'sya', ('nezametno ubezhat''')
and then '"mochalit'sya' -- break into parts.

The expressive quality of these words is poignant because of the
reader's (or listener's) unfamiliarity with their specific meaning in the
dialects.lle associates them with words familiar to him from the standard
language and with their semantic qualities. Such association makes him
penetrate the words to the roots and appreciate their often figurative
or dynamic aspects. (''vzvoden'" 6 "v'yun'),

The type of words discussed above is brought into attention in
Prishvin's factual narrative and dialogue of the first two sketches by
italics. Those of them, whosc etymology is different from the standard
language, are introduced to their actual meaning by their context or by
open explanation. Besides, Prishvin uses specific dialectal words with-
out italics and without explanation, usually in the dialogue, probably
for their exotic sound and form (e.g. 'veter loseyet', ''devyatka kak
khoroma velikaya'). However, the factual explanation which these
isolated words often require deprives them of much of their initial
charm, aroused by the unfamiliarity of the reader with their
meaning. The experience of V Krayu Nepuganykh Ptits convinced Prishvin

that not only isolated figurative words, but also other aspects of

language have to be involved.



In Za Volshebnym Kolobkom isolated words are less frequently
used. Although some of them are still accompanied by lexical explanation,
some are more successfully used to evoke atmosphere, as e.g. some Lapp
words, whose lexical incomprehensibility provides for a perception of
] £ " (H " " 10

them as magic sounds of nature ''pouch-pouch', '"syog-syog'.

But on the whole it was not the conspicuous northern vocabulary
which laid the ground forPrishvin's lively representations. As we have

nentioned earlier, he was attracted by the 'prelest' folklora' and the

vernacular language as its basis long before his trips to the north of

Russia. Ilis "ocherki' V Krayu Nepuganykh Ptits and Za Volshebnym

narrations) and subjectivized passages that the author was awarc of
other features of the northern popular sneech than just the specific
local words. Besides its expressiveness, Prishvin must have come to value
the comprehensibility of the vernacular, because at a later date (vide
the stories) he abandons dialecticisms almost entirely.
The linguistic characteristics of Prishvin's factual reporting
and representative descriptions of the two sketches indicate some artistic
inclinations of the author, which give ground for kinship with the

means of expression of folklore and the colloquial-popular speech:

Wpid., p. 251
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1) In the first place, a tendency to use words with concrete
meaning. As T. Khmelnitskaya notes,11 the words particularly characteristic
of him are nouns and verbs -- i.e. the emphasis is on the embodiment of
objects and expression of action. These parts of speech, while
favoured in the informative passages of the sketches, abound in nature
descriptions and progressive narration (vide e.g. the chapters 'Na Ugore"
and "Les, voda i kamen'' in V Krayu Nepuganykh Ptits). Prishvin's love
for concrete objects of daily life is evident (cf. 'bytovaya leksika' of

traditional folk literature):

Crapymka, kax npuHsaTo Ha CeBepe,
cHauaja HalouJa MeHd uYaeM, [IO0TOM
yrocruia obeloM: cBapuyia yxXy u3
CUI'OB, IIOCTaBUI& Ha CTOJ
IPOCTOKBAWY, TapejouKy C MODOMKOM,
C CYXVWMH KPaCHHMM IPAHUKAMH; TYT
OHJI ¥ PHOHUK M3 DPANYWKHA, U PHOHUK
U3 OKYyHel, M IUDPOr' U3 UYEepPHUKHU,
maHexXKu, MAKymeuka xueba.

12

2) Another trait, comparable to folk art techniques, is his

figurative use of vocabulary. The basic imagery of the author is made

llT. Yu. Khmelnitskaya, Tvorchestvo !M. Prishvina,(Leningrad,
Sovetskiy Pisatel', 1959), p. 176.

12H. M. Prishvin, Y_EﬁﬁﬂifﬁﬂﬂﬂﬁUDﬁﬂLlféfég<S°Ch'A Vol. II,

P 78,
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up of similes and metaphors based on incidents of Russian life and
nature. Hence, even the figurative vocabulary of Prishvin is concrete
and earthy. That, as well as the use of contrasting colour epithets --
initially mainly white and black -- stands in line with the aesthetics
of felklore.

3) But, while concreteness, similarity and contrast are the
basic methods of representation in folklore, there is one factor typical
of spoken colloquial-popular language (partly preserved in folklore)
which attracted the writer in particular: it is the unprepared liveliness,
immediacy of the narration, brought about by some features of syntax,
word order and rhythmo-melody which characteristically distinguish the

spoken language from the written. For illustration, let us compare two

passages from Prishvin's sketches:

[ToMHI0, KaK B OXWIaHHUU II€CHH
OpocCHIlanuch 00JOTa; COCHH, H
Kak IIOTOM, B HHU3MHE, Ha MAaJEHbKOM
yaxJjoM JepeBle ITHIla BeepPOoM
packuHyJa xsocT, OyIZTO OopoJiachk
33 TEMHYK HOUYb B OXHUJaHUHU
BOCXOILAUET O COJHIAa., §l moromesa K
Helt 6n1M3KO, NMOYTH IO T'PYLb B
XOJIOJIHOH BeceHHe#l Bole., UTO=TO
IOMEemaJo ¥ ITHIA yJeTela.

13

ISM. M. Prishvin, Za Vo{§hebnxﬂ_§plobkom,(SochJ,Vol. IT, p. 248,
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XonuJy # moJecomBaTh, JEHb MNPOXOLUA --
XO0Th OH uTOo., Hacrana HoOub, U
Takaf-TO CBETIag, XO0Th Gaba mei !
03epo CTOUT THUXOE = THUXOE,
CMoTprw, mocepeluHe y KaMHH
6zzrepox (cTpyilxka) urpaer.
Jymaln =« 3T0 He pHOa OHCTPYET.
[Ilpurasaygeica ¥ BUXY : Ha KaMHe
cpelyu o03epa BHIADPA CHJIUT, XBOCT
cBecuJia, OTTOI'O ¥ BOJ& KOJHIETCH.
Cran npuiaxupaTscf. PHpCh! HOcoM
B BOLY.

14

It is not difficult to notice the basic difference between these
two passages. While both of them are accounts of an unsuccessful hunting
expedition, the first one gives an unexcited image of the event, while
the other is perceived as a lively, emotionally imbued account. UWhat
are the devices that make the vividness and emotional involvement come
through?

Although both passages are about the same length, the first one
consists of only three sentences loaded with long phrases; whereas the
second is cut into nine (107?7) short sentence units -- i.e. threec times
as many self-contained intonational units. The folk narrator uses four
simple sentences; and His five complex sentences contain paratactically
joined clauses whose relationship is in fact hypotactic. This concise-
ness and syntactic simplicity allow a faster sequence of events; images
and incidents follow each other progressively. The literary narrator, on

14”. M. Prishvin, Ymﬁﬁﬁﬁlfﬁﬂﬁﬂﬁﬂﬂﬂﬂljﬁgffz(SOCh'% Vol. II, p. 33.
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the other hand, distributes his thought (cf. "Kak" -- ‘i kak -~ '"budto")
into a width within a compound sentence, which slows down the vace and
spreads the image into a space.

In the folk narration, the emphasis is on action by double the
number of finite verbs (fifteen against seven), use of two complementary
infinitives (''polesovat'' and 'prilazivat'sya'') and verbal interjection
nfyrs®' Moreover, verbal tenses and aspects are here dynamically ex-
changed several times, with a stress on the present tense and the
imperfective aspect. The literary narrator, on the other hand, introduces
the narration by the present tense (‘'‘pomnyu'') and keeps the whole account
which follows in the past tense, basically using the perfective aspect.
Consequently, the events are removed to a distance from the reader. The
"starik's' passage, on the contrary, succeeds in alternately shifting
the account from the remote past to the immediate present. Not only the
verbal forms, but also the paratactic connection between the clauses
strengthen this effect, the imperative form '"shey' and the interjection
vEyrs' ' both carrying with them a notion of a present situation. The
inversion of the personal pronoun 'ya' and the ellipses of other pronouns
-~ (subjects) -- together with the omission of the subordinating
conjunction, (which normally connects the verb with the following
clause) -- entails a certain isolation of the verb and stresses the
active element in it. At the same time, the paratactic connection assures
an increased semantic independence for both clauses, underlined by a

-
marked pause between thenm.

[ . .
'\, B. Shapiro, Osnovy Russkoy Punktuatsiyi (Moscow, Izdatel'stvo
A. N., 1955), p. 154ff,
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A mood of tranquility is evoked briefly, by three short
sentences ('mastala noch'" and the following two), in which mainly the
metaphor ''ozero stoit' and the lexical intensificati&n by repetition of
"tikhoye', contained in one sentence, build up a notion of motionless-
ness and time duration. In the following sentences, on the contrary,
we find parts of their rhemes marked out by inversion:

"U kamnya bysterok igrayet', 'sredi ozera vydra sidit", 'khvost svesila''.
That underlines the logical stress on these words and disrupts the
quietude created by the previous section. The interjection substituted
for the verb, which by its inflexibility is freed from obligation to
express usual grammatical relations of a verb, pin-points the suddenness
of the action and is the peak of the whole situation. The overall effect
of these devices is liveliness.

Immediacy of the situation is interwoven with references to the
personal involvement of the narrator. Ilis subjective evaluation of the
development of the situation is indicated by expression of a wish ("khot'
by chto'), by a consecutive clause containing a popular comparison (''Khot'

baba shey'), by a negation resulting from his reflexion ("eto ne ryba
bystruyet"), by a hintAat the cautiousness of his movements (""stal
prilazhivat'sya' rather than "prilozhilsya').

While in chapter II we have discussed Prishvin's concern with
the emotional involvement of the narrator, here we would like to deal
with his work on the linguistic resources of vividness.

Already, after his first journey to the north, Prishvin speaks
about the wholesome beauty of some of the northerners, about their

genuine creativity. Ile discovers that the charm of their personalities
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was rooted in their deep belief in what they were doing (whether it was

the magic formulae of the sorcerers, or the religious convictions of

the 0ld Believers, or the recitation of the '"byliny'" as the most

veritable happenings, or, as in Za Volshebnym Kolobkom, the sincerity and

courage of the pilgrims heading for the extremes of the territory 'po

obeshchaniyu'). Prishvin realizes that it was the frankness in carrying

out their commitments that made the activity of these people so apnealing.

He is impressed -- and strives to express himself with the same integrity.
He believes that his manner of writing should correspond to the

feelings of contemporary man; as such it has to be concise and suggestive

rather than exhaustive. In his comments we read:

HaM npeicTouT dIoOXa KOPOTKUX
CIOB, IOLOOCHHX PELKUM
BCKpUKaM JETHMUX Ha r
XypaBieii.

16

The word 'slovo'' must here synecdochically mean the whole of the expression,
as it is clear from reference to "vskriki zhuravley". Elsewhere the
author is more explicit about his concern with the shape of the sentence,

and with the environment of words:

yapocTnuTh $pasy, CXaThk CIOBAa,

1641, 11, Prishvin in Khmelnitskaya's book, p. 200, without exact
reference.



yTOOH OHU CTaJM CYXUMH, HO
B3PHBAJUCH KaK IIOPOXess
17

Prishvin saw the folk language as a rich material for powerful
representation.

Already in the sketches we observe a tendency towards concise-
ness, even abruptness of expression, similar to that of the spoken
language. This further develops in his short stories. Simple, cven very
simple  sentences are frequent, especially in descriptions. The writer
favours syntactic simplicity even in complex and compound sentences.
Complex sentences are often used with asyndeta. Frequently, the form of
a complex sentence is used, where the relationship between the clauses
is in fact subordinating (e.g. "Beryot opaska: tryuknet ne vo vremya',
""Sytaya ona teper' i dovol'naya: pered lovom Gusyok napoil yeyo...“).18
The omission of subordinating conjunction and the insertion of a colon
in such cases divides the sentence into two distinct sections by a
marked pause. Whereas normally the rheme of the sentence would fall
into the subordinate clause, now the clause receives much more independence,
which results in the balanced weight of both the clauses. Their in-
tonation is also similar to that of two separate sentences. Thus, by
getting rid of the conjunctions which would determine the relationshin
of control between the clauses, equal attention is achieved for both
the clauses. Since the conjunctions which denote the type of relation-

ship between the two thoushts are omitted, more attention has to be given

M. M. Prishvin, Zhuravligg;gtjgﬁgggl,(Soch.l Vol. IV, p. 323.

M. M. Prishvin, "U Gorelogo Pnya', Apollon,(1910) No. 7, p. 35.
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to the autosemantic words of the clauses. As the adhesion betwecen the
sentences is now less tight, the relationship may often receive various
interpretations -- for instance, a sentence with uncomplicated reasoning
may be taken as a separate sentence with additional information: 'ma
1 1 1 3 " 19 1"
gusey smotryu, zhalko: ne vidat' uzh im svoyey rodiny", Vsyo bylo
. .y 20 . . : .
naprasno: gusi ne shli", "i ni odin pastukh ne dast tut napit'sya
; 21 : 5 . mats
skotine: voda myortvaya'. Of particular significance are sentences
with explanatory clauses-to-be if conjunction ''chto'" were used, after
verbs of seeing, thinking or perceiving. Asyndeton and a pause in place
of the conjunction make the situation appear as though unfolding
immediately in front of the speaker's eyes: ''Prikhozhu, vizhu: par
B & . 022 . " RN ..

valit iz zemli "7, or cars: '"Prislushalsya: yasno zvenyat kolokolchiki.

Especially effective instances of such foregrounding of situation
occur after verbs in the past tense, where the shift to the present
intensifies the immediacy of the image, often carrying with it an
element of surprise. The process of seeing mav be expressed indirectly and

the tenses of the verbs form a parallel:

19M. M. Prishvin, "Ptich'ye Kladbishche", (Soch.), Vol. IV, p. 115,

2
“O1bid., p. 101.
21}bid., p. 98.

Ibid., p. 112.

M. M., Prishvin, "Bab'ya Luzha",(Soch.), Vol. IV, p. 123,



47

YrpoM OTKpHJI AJexkceidt riasa:
KPaCHO300H{ CHEruph, IITHIIA
PaioCTh, MECHO H0CTese g,

Sometimes the word order is also changed, so that the object of seeing

emphatically comes forth, sometimes quite unexpectedly in the situation:

Korza mosuzHeso, cTapiH
3aMeTHJIM II0J, CTapoy JOBUHKOM:
O0al0ymKa CHIUT 4 pas3jauBaeTcs
TOPOUANME  ClIe3aMU. o

The rise of tone required after the colon for the word 'babushka'
certainly underlines its unexpectedness. Just compare what little
surprise a sentence with the conjunction and a common word order would
contain: ''Kogda povidnelo, startsy zametili, chto pod staroy lozinkoy
sidit babushka irazlivayetsya goryuchimi slyozami.'" Such emphasized
words are frequently emotionally underlined by colloquial particles.

Similar sentences are frequent in oral speech and in the narrative

M. M. Prishvin, '"Ptich'ye Kladbishche',(Soch.), Vol. IV,
Y

)
S Pbid,, f 115,
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genres of folklore. Shapir026 says that they are always spoken without
a pause and in punctuation are marked by comma. Prishvin uses .these

. . 27
too, in V Krayu Nepuganykh Ptits ("'Smotryat, dedushka staryy stoit")" ,
but inserts a colon when he wants the image to come through more
emphatically. ‘ost of our examples also document omission of pronouns,
which the author employs particularly when the verb is in sentence
initial position; the effect of this is a semantic underlining of the
verb similar to that achieved by the omission of conjunctions.

Besides the emphasis caused by the rhythmo-melody of the sentence,
these paratactic sentences are significant for cutting down auxiliary
words and compressing the sentence by foregrounding the autcsemantic
words which appear closer to each other on the junction between clauses.
The increased independence of the clauses makes it often uncertain,
whether the relationship is subordinating or coordinating. Frequently,

Prishvin employs sentences which arouse a notion of some subjectivization

up to the point of direct speech:

YUro morxyMatsa OILHa cepas,To H
BCE IOJYyMaJM: BOJK BHIEJ U3 Jeca.
: 28

26A. B. Shapiro, Osnovy Russkoy Punktuatsii (Moscow, Izdatel'stvo
A, N., 1955) p. 164.

e W, Prishvin, V Krayu Nepuganykh Ptits,(Soch.), Vol. II,

M. M. Prishvin, ”Bab'ya_Luzha”,(Soch), Vol. IV, p. 124,
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XoueT OHTBL KAaK Iepelney == TEeCHO.
29

Ener xyneuy, He TJIAIUT, UTO
TONYET UYyXHEe NOJA: Yy Hero=iu
He XBATKUT JIeHer!

30

Although the reader is left to decide for himself the logical
connection of the thoughts, he is presented with them juxtaposing each
other, which suggests that there is some relationship between them. The
approximation of contact may be suggested only by punctuation -- from
colon and semicolon down to the closest connection with comma: 'Zver!'
podoydyot, sobaka uslyshit, prosnyomsya.”3l Although coordination often
consists of a number of short sentences, it makes the expression less
abrupt than a series of bare sentences would. At the same time it pre-
vents well ordered syntactic complexity.

The omission of conjunctions can semantically underline not
only clauses, but also single parts of a sentence which would usually use
a conjunction. They may become a significant factor in imagery, where

the concern is with the foregrounding of the image.

9 . : .
& M. M. Prishvin, "U Gorelogo Pnya', éﬂg}lgﬂ,(lQlOl No. 7,

p. 36.

*bid., p. 36.

SIM. M. Prishvin, V Krayu Nepuganykh QEEEEJ(SOChy% Vol. II,

-
— L 2oty ——



Prishvin finds in the folk-poetic language of folklore two de-
vices that meet his demand for figurative technique which would pin-
point the image. One of them is the use of the instrumental of trans-
formation and of comparison. We occasionally find the use of the
instrumental of transformation (especially in the stylization of Stepanida
Maksimovna's.pjography in V Krayu Nepuganykh Ptits), but, for his own
imagery, the author more often employs the instrumental of comparison.

: . o . 32 Sz

This type of comparison is an old folkloristic device™  and it juxtaposes
twvo objects on the basis of similar actions ascribed to both of then:

: . . - T :
"Tropinka kTyomnoy Pyatnitse veryovkoy v'yotsya',”” '"Zvonar' ptichkoy

-

zalivayetsya Y malyye kolokola', "Ogonvok,.. dolgo noch'vu zholtoy

: 135
zvezdoy svetit v tyomnom sadu.”

Besides comparing nouns on the basis of verbal functions, a
characteristic may be given by the direct comparison of two nouns:

A "golova tolkachikon® etc.

32.. p ; : . . s o 3
K. I. Khodova, '"Tvoritel'nyy Prevrashcheniya i Sravneniva' in
S. B. Bernshteyn, ed., Tvoritel 'nvy Padezh v Slavyanskikh Yazykakh,

(Moscow, Izdatel'stvo A. N. SSSH, 1958), p. 182,

33 : : ., o T -
M. M. Prishvin, "Krutoyarskiy Zver'",(Soch.), Vol. IV, p. 93.

M. M. Prishvin, "Ivan Oslyanichek', ZEXEEZJ(1912Z No. 3, p. 19,
M. M. Prishvin, "Ivan Oslyanichek', Zavety, (1912) No. 2, p. 13.

M. M. Prishvin, "Krutovarskiy Zver'',(Soch.), Vol. IV, p. 82.
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Both types of comparison are used most extensively in the story "Ivan
Oslyanichek'. This device is rore effective than comparison with con-
junction, because it offers a dircct confrontation of the objects while
the notion of similitude is pushed into the background. For this metaphorical
quality this instrumental is a frequent device in poetry.

A similar device, again common in folklore is apnosition. Lven
more than in the case of the instrumental, apposition relies on the
juxtaposition of two phenomena rather than on their comparison. It
represents a doubling or reflection by which it clings to the same part
of speech in both sections of it. Instead of limiting one object by a
modifier as would happen with an attribute, the noun in apposition ex-
tends the object inte an image: '"otdyvkhali... v serykh mkhakh pod
SEDUKHAMT -~ igggyxy',ss "Usypiv muzha, gusynva -- gosudarynya i sama

<,

39
stala zasypat''' etc.

The modifier in apposition receives such semantic independence
that it may becone uncertain wich of the two is the image and which
: 40
the object compared.
KOT'Ja CBETY He BMHIHO, CIyYaloCh

Tumoden OTifleTh 3aHEeCeHHOI'o
CHer'OM CcTapyka = TJayXaDd.

D

8. M. Prishvin, "Ptich'ye Kladbishche",(Soch.), Vol. IV, p. 95,

5glhi§,, p. 107.

408. Ullmann talks about this effect as of 'reciprocal metaphor',
Language in Style,(Oxford, Basil Blackwell, 1964), p.
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B moJajepeBa moJ BeTKamM#d, riue

COMT CTapHK, THXO IalailT CHEeXHHKA
Ha ero TO0JIOBY, JWIHYT K KPAaCHHM
6poBAM ¥ IeKaM ¥ Taxk y Triyxapda
6yrTo 60poLa BHpacTaeT. Tumopeena
6opona OT cHera Toxe OejxeeT #_06a
-~ KaK OIHH Iepel 3eDPKAJIOMS
TuMotheit moxox Ha rJiayxapsa, riuayxapb
Ha Tumodesd.

41

Although these imagery devices are typical for folklore, the
colloquial language in its background possesses wider resources for
parallels on various levels. It is in the nature of the colloquial
language to present thoughts as they come to mind, without having the
whole idea logically organized. That provides for adding details and
thoughts which, if juxtaposed by mere coordination, require equal

consideration and which may be logically quite distant from the initial

phrase. This may be used to introduce a logically unexpected image:

KHATMHA NPOTAHyJa PYKY U

TPOHYyJa pefeHKa 3a HOXKY: OHa

Gxna XoJomHasg ¥ MypaBeil

Gexan IIO He#, Kak IO KOPHI,
42

Such an opportunity for piling up various items is offered

by coordinative sentences. But

41 ’ s o .
M. M. Prishvin, "Krutoyarskiy Zver'",(Soch.,, Vol. IV, p. 70.

42M. M. Prishvin, '"Ivan Oslyanichek", Zavegxg(1912) No. 2, p. 26.
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parataxis does not prepare the ground for visual associations alone.
When the word order of a clause is preserved in the second one, it may
rhythmically evoke an expectation of other phrases of the same structure.
Thus, by acoustic association (often in connection with the visual
element) a number of them may COM€ as often happens both in folk lyric
and representative epic. Because the chain is continued by association
without rational intervention, dislocations and logical incongruity,
incredibility occurs. Thus, in one sentence a transformation to the
plane of the unreal may quite easily take place.

LEven more often than clause parallels, Prishvin uses the rhythmical
expansion in homogenous parts of sentences. As in folklore, he can
then develop images and situations in cascades. Sometimes they sive
vivid, realistic characterisation: 'Zadumalsya kupets v karete, zabyl
svoi schota, kuli, meshki, traktiry i melnits;y”,43 but more often the
regular rhythm gives an opportunity to cross the border between the real

and the unreal without warning:

W3 necHuX TpymobO, C MOXOBHX
6oyoT, C I'Op W HU3HUH, CO
cTOpPOHH BepxHero Bpopa, oT
Temuo# IlgTHuun # oT Cyxoro cora,
U OT TOW CTODOHH, Tue eme
HHKTO He OuBax, dhe3dxanTcA Ha
0az3ap KpemeHHbHEe JIOIH. .

44

oy, M, Prishvin, "U Gorelogo Pnya", Apollon, (1910) No. 7, p. 36.

44”. M. Prishvin, "Krutoyarskiy Zver'",(Soch.), Vol. IV, p. 82,
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Elsewhere, spreading of an image is intensified by lexical repetition:
e ] s - : 45

Sinyaya reka, sineye nebo, siniye makovki tserkvey na kholmakh.
—l e - - ————— T D e 2

llomogenous parts of sentences by their loose logical connections
and regular rhythm give a possibility of certain transience, reflection
of images. Similarly,, two clauses without a conjunction may be balanced
by their parallelic structure. As the form of one reflects the form of
the other, it suggests a certain relationship in content between the
two by rhythm rather than by syntax: 'Net kupecheskogo perepela, net
" " 46 : ;
u Gus'ka tul'skogo samovara. Although sometimes the simple sentences
are not symmetrical, they are related by the balance awarded to them by
a marked pause between them. Various relationships may be suggested by
this type of connection -- e.g. implicit condition: '"Poymayem -- budet
— o 47 . .
u Gus'ka sanmovar net -- tak pozabavimsya''. While parallelic sentences
are employed by Prishvin very often for exploiting their rise of rhythmical
expectations of development, even more frequent are the juxtapositions of
assymetric sentences because they allow more liberal expression and yet
keen a certain rhythmical unity by their two-bar division, as in poetry.
In them, one action may evoke another. In the next example such arrange-
ment gives not only a picture, but captures the rhythm of the dance:
TonHeT nucaph -=- MDOJOBUHH XOLYHOM

3axXOnAT; LHYHET =~ CBEUYH TYXHYT;
MOTHET PYKOW, 3aBONA XBOCT == U

B1bid., p. 5.

46y, u. Prishvin, '"U Gorelogo Pnya', Avollon, (1910), No. 7, p. 38.

4 1bid., p. 38.
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NOCHIIOTCA NbAHHE, KaK OPEeXH,
a Tpes3BHe, TIAAA Ha HUX,
IOCMEOTCA, BHIBOT UM CHOBA
HAUHYT I'ycaka.

48

While parallelic juxtapositions take care of interrelationships of visual
images and reflective éonnections of phenomena, Prishvin often concentrates
also on sounds to evoke immediate acoustic images. Such taking over of
one sound by another is in "U Gorelogo Pnya' raised to a notion of a
hierarchy of sounds. The basis of the parallelic sound chain is a

brevity of expression and the onomatopoeic quality of some words, mainly

interjections.

Ho narymxr-xBaxymKku OTYET O=TO
BIDYI' IPOCHYJHCH, B3TOMOHMJIMCH
¥ 3aTJYNUJIW JATYNEeK-TYPIYHeK.
-~ Kya - kyal, mepenpasHusaet
HEeLOBOJBLHENE CTaApWK,
KBaxymxu samonuaiu, 3aroJiocHau
JEeBKH B JepEeBHe,
-- 9K Bac!
Cobaku 3anadiu,.
-~ [IponaguTe BH OpomanoMm!

49

While the sounds are explicit in Gusyok's imitations and swearing, they
are implicitly present in the rest of the sentences. Thus, already in

"U Gorelogo Pnya'', we see that a juxtaposition of semantically independent
phenomena, regardless of their logical connections becomes a significant
factor not only for Prishvin's linguistic expression, but also for his
composition.

4 8!.

I, M. Prishvin, "Ptich'ye Kladbishche™, (Sochl, Vol. 1V, p. 109.

49”. M. Prishvin, '"U Gorelogo Pnya', Qngllggj(IQIO) No. 7, p. 34.
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As we have seen from the material discussed, Prishvin was well
aware of the basic procedure in a composition of folklore. In his
search for a folklore-like vividness of images he has learned that the
lightness and immediacy of folklore relies on the continuel addition
of items which are fairly independent. By the time he
writes "Ptich'ye Kladbishche' he has learned to work with both the
visual and the acoustic image well enough to attempt to compose a story
entirely from them. In his diary from 194150 he talks about distributing
the words, sayings and beliefs on paper rolls on the floor of his apart-
ment in an effort to put them together in the form of a story. Althoush
A. N. Tolstoy who unexpectedly visited him did not believe that a story
could be created that way -- Prishvin on the basis of visual and acoustic
parallelism composed a story of reflective images.

What we have said about the sounds in "U Gorelogo Pnya' applies
to ''Ptich'ye Kladbishche' on both the acoustic and the visual level:
the variety of phenomena comes to be transformed to other.entities after
having obtained a fleeting quality under the magic night of the wild
geese migration.

In the story, images are constantly composed while others are broken
down. Some, for instance, appear first as similes with a striking
originality of content and later appear again, but the author refers

+ only to the imaginative object, not to the one originally compared:

SOPrishvin, a diary of 1941,(Soch.), Vol. IV, p. 705,



BHugy y uepHHx Ge3NecHHX ckaJ,
OyLTO ONHaA M3 BEJIHKUX CEPHX
pHO, Ha KOTODHX CTOHUT 3eMJ,

COOKYy Ha OOK NePEeBEepPTHBAJNOCH == .
OKeaH KauaJcsa y Oepera,

and later the image comes back as a wave:

H CKODPO 3aTUXJO Ha3al¥ HUX

BHU3Y TO, 4YTO GYLTO BEJUKAA

cepas pHba, Ha KOTOPOH CTOMT

3eMisg, cOOKY HaOOK IePEeBepTHBAJNOCH,
51

Elsewhere, clouds are compared to the crests of ploughed autumn
earth and later are mentioned in a metaphorical apposition as 'tuchi-

52 . " g
borozdy." The wild geese are compared to sca argosies because of their

‘ (€] l o R

cries and later mentioned in the metaphorical condensed form: 'pri

: ; 2 Sk B . .
pervykh signalakh gusinykh korabley ‘sovetovalis' 1 uplyvali korabl

o 04 ; 5 e
za Korablyom kuda-to po Ptich'yemu puti'” ', which combines the initially

acoustic metaphor with a visual one. Analogically, a metaphor standing

for leaves glittering in the 'sun -- '"zolotyye monety' -- is transformed
into an acoustic image: '"i kazhetsya, vesli by tronut' yeyo, to zazveneli
51,

M. M. Prishvin, "Ptich'ye Kladbishche', (Soch.), Vol. IV, p. 94.

52
““Ibid.

53Ibid., p. 107,

>YIbid., p. 110.
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by vse yveyo list'ya zolotymi kolokol'chikami."
While Prishvin composes his own images, he etymologizes ponular

metaphorical names or appositions denoting plants and animates the

story with magic action: 'pozvonochki-govoruny bez Kkontsa govorvat'...

. . . , 56 .
"a griby pykhalki tak pykhnut, chto svetu ne vidno'. fhe popular

apposition for old rods at the side of a road -- ”babushki—lozingif57 --

becomes magically divided into two separate entities: '"Kogda povidnelo,
startsy zametili pod staroy lozinkoy: babushka sidit i razlivayetsya
goryuchimi slyozami".58

The use of colours in this story is conspicuous. The darkness
of night turns a rider and his horse black, which towards morning changes
into a white horse., !lore white colour is spread with a flock of geese,
which is followed by two white men. Onc of the episodic figures, Pronva,
becomes (by metonyny) blue as a reflection of the blue stains caused by
her work with blue paint. The face and beard of Stepan MMuraveynik are
red. The leaves on the trees or whole trees are gold. These colours --

black, white, blue, red and gold run throughout the story and reflect the

colours of autumn:

>>1bid., p. 102,

01bid., p. 100.

ST1bid., p. 114.

>%1bid., p. 115.



[lo 6esoit TponuHke meJy AJeKCel...
Kposapasa TpemneTaja OCHHa, HO
bepesa Oenaa, xax oOMepsia
XOJOLHOH 3apell, Tak X ocTaJjJach U
KaxeTcsa, ecj¥ O TPOHYTh €e, TO
3a3BeHeJu OH BCe ee JUCThbA 30JI0THMU
KOJOKOJbUUKAMU . o «
Orciola cBepxy OHJO Bce OyITO IocJe
moxapas IO caMOr'o CUHEero osepa
ropeJyo xapkoe 30JOTO, ¥ IIJaMeHb
CBEDPKAJ, ¥ BHJIHEJIUCH YEDPHHE CTBOJH
X BETBH, ONaJIEHHHE 3JaHHA.

09

At a closer analysis we can sec that not only images come in
parallels -- the whole construction of the story relies on them. One
metaphor produces another one, one action creates another one, the
mood of one creature affects others. The wild geese are the unifying and
penetrating element of all the inner episodes of the story, although not
explicitly. It is not clear any more which is the image and which the
object compared. The geese are referred to by another metaphor
"khorovoda gusey'" (4, 104; 4, 107) and, as a reflection, on the ground
girls "vodyat khorovod" (4, 109). The amorous adventure of one of the
geese ends tragically; Prints, guilty of a similar sin, undergoes the
same fate as the wild "'gusak' -- he is pecked by the geese. While a foe

is stealing hens, a cunning '"strannik, uchonnyy chelovek' deludes the

n

*%1bid., p. 102.
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wife of a local priest. The climax of the story, of course, is a
transition of the wild geese flight not only on the domestic goose
which belongs to the local priest, but even on the priest himself.

Thus, it is correct to say that parallelism is the essential
method in the build-up of this story. The sentences rely on multiplicity
of homogenous parts. Coordination and syntactic parallelism, associative
parallels impinge on the imagery as well as the composition of the story.
The connection between the individual elements is loose and relies on
the associative powers of the reader. There are several places which
are acoustically or rhythmically appealing, though their content is
suppressed (cf. e.g. 4, 114). Some passages reach the extremes of

O

comprehensibility:

-~ 3aMyX s He noiny. YepHuuka
obmMupana, NOJHAJACh M BCE MHE
neperana. CTpamHo 3amMyX BHXOLUTH ,
cTpameH oTBeT. KTo OoJaTan ~- 33
ABHK IOJBENEeH, KTO HNOICAYMUBAJ ==
Or'oHp u3 ymeH. ['opsiude CKOBOPOIH
Horamm Tonuyr. B cMmoJe kumsar,
3aMyX s He Ioiny, A B MOHAaCTHpe
IIOCTPUTY Ch.

60

Orbid., p. 113.
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In this speech, Pronya draws an inage of suffering which she
enframes in a marriape motif. The connection between the two is left
dubious.

Lampl in his study61 stresses Prishvin's use of "Leitmotive"
and repcated images. Although he does not seem to notice the key role
of parallelism, he makes a very apt observation that the repeated images
strike the mind (e.g. the use of colour characteristics) like musical
sequences. Lampl believes that it is difficult to determine the genre
of the work. Whilewe agree with this statement, we would like to stress
Prishvin's concern with the suggestive and associative resources of
language, imagery and composition. Prishvin here strives to work entirely

in the manner of folklore-- i.e. not by an artificial imitation of the

conventional devices of folklore as he attempted in Za Volshebnym Kolobkon,

but in the spirit of folklore, with its great emphasis on the semantic

. 62 |, . . .
independence of all elements, fhat results in motivational progress

through addition, without a compositional notion of the whole. Thus the

genre it resembles most is a modern poem in prose.

Summary
In this chapter we have attempted to concentrate on the main

devices of Prishvin's representative exnression with its peak in

61“. Lampl, Das Frithwerk M. Pr1;v1ng, Wien, Verlag Notring, 1967),

n. 238,

i

62
cf conc1u91on° of J. 1ularov=kv 1n his essay  'Detail jako
qulwdnl semanticka jednotka v lidovénm uméni" Studie z Estetiky,
(Praoue Ndeon, 196)
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"Ptich'ye Kladbishche''. We have seen that the center of his interest

in the early period of his literary activity shifts from dialectal
vocabulary to the colloquial-popular and folk-poetic language -- for
vocabulary, syntax as well as some poetic figures. His aim is to find
an intense, suggestive manner of expression. Therefore he attempts to
free the sentence from auxiliary words, concentrating on the autosemantic
nucleus of it. By various types of juxtapositions and parallels he
puts in the foreground the image -- whether visual or acoustic. DBecause
he prefers additive progress over logical interrelationships of his
structural elements, he reaches mostly for a liberating, loose adhesion
between the single units of expression. lle concentrates on the visual,
acoustic and rhythmical expressiveness of language and often makes it

appeal to the reader directly, without attempting logical communication.

Thus, he is concerned with the '"sign aspect”'(”znakovou stré;ku”)63
of language rathcr than the communicative to a larger extent than is
common in prose. Illis concern with the intensity of imagery, and the
rhythm and melody of the sentence as well as the tendency towards the
semantic independence of the individual components of his expression brings
his type of experimentation :lose to the development of modern poetry

(cf. e.g. Blok's concern with punctuation, the imagery of poetism etc.)

3 v ’ . . . v. v
A term of J. Mukarovsky, ''Strukturalismus v Estetice a vede

0 litcratufe”, EERiEQLXﬂijéﬁﬁﬁiJﬁ?ZQUSL:(Praha’ Nakladatelstvi Svoboda,
1943}
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His model is the colloquial-popular and the folk poetic language. By
the time he writes 'Ptich'ye Kladbishche'" he shows an ingenious ability
to synthesize them together with his own contribution into a delightful
piece of literature. llowever, he does not limit himself to several
devices and develops those into an intrinsic featurc of his further
writings. It seems that this exuberant stylc did not suit his basically
realistically oriented nature and therefore in his later works he did

not proceed with this imbalance in favour of the form.



CHAPTER IV

"Nebyvaloye"

K. Paustovsky in‘'his preface to the Collected Works éf M. M.
Prishvin from 19561 summarizes the opinions of Russian readers of
Prishvin's books as "Eto nastoyashcheye koldovstvo'. Prishvin's literary
critics, who rightly point out many faults against the compositional unity
of his works (. Lampl, T. Khmelnitskaya), also mark out his sucess in
creating a peculiar atmosphere of mystery in them. This aesthetic effect
of most of Prishvin's writings has been hitherto spoken of only in vague
. terms. We believe that it is related to Prishvin's basic view of reality
and that it is consequently an intrinsic feature of his manner of writing.
As such, we intend to analyze it more closely in this chapter.

Prishvin's prcoccupation with mysterious subject matter and his
striving to achieve a magic effect by his artistic style have their roots
in Prishvin's fascinatioﬁ for the mysterious beauty of nature. Prishvin's
imagination and curiosity since childhood, his ethnographic and hunting
trips reveal the imaginative-counterpart of the scientific inclinations in
him.

Nature is his main and beloved theme. llis clear preference for
nature over the city can be spoken of as a Rousseauist trait. G. Shabel)skaya2

explains it as a demonstrative secession from the world of bourgeois

lM. M. Prishvin, Sobraniye Soqh}ggg}y,(woscow, Gosudarstvennoye

lzdatel'stvo Khudozhestvennoy Literatury, 1956), I, p. 8.

26. A, Shabelskaya, "Illyuzii i Deystvitel'nost' y Dorevolutsionnykh
Ocherkakh M. M. Prishvina", Vestnik, (1963), No. 2, pp. 71-81, passin.

64
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civilisation, although in that case she leaves out the reason for
Prishvin's further preoccupation with themes from nature after the October
Revolution. Although Prishvin's literary development takes place during
the domain of the symbolists and later the futurists, Prishvin gives us

a sincere profession in mest of his writings (almost any of his later
diaries can be quoted) of his genuine love of nature as the reason for
his main thematic orientation, with a marginal, if any, link with the
contemporary fashicnable and to a large extent artifical trend towards

the antiurbanistic.

Prishvin favours harmonious coexistence of man and nature. ian
should appreciate, not destroy nature. To Prishvin, man and the
surrounding environment are one integral whole.

Hpupoxa nJjiA MeHs, OrloHb, BOJXa, BETeD,

KaMH¥, pPACTEeHUd, XUBOTHHE =-- BCE BTO

yacTy pas3buroro eLWHOro cymecisa. A

YyejioBeK B NPUPpOJNeEe == 3TO DPaA3yM

BEJUKCOI0 CYIEeCcTRa, HAKOIJIAOLUK CHIY,

yrobH, co0paTh BCO HPUPONY B EILUHCTB O,
This passage illustrates Prishvin's understanding of nature as one large,
living organism. Man as a mere part of the whole can never achieve full
knowledge of the whele and therefore nature has always something new, un-
known, in store for him. This element of the new and fantastic in nature
Prishvin calls '"nebyvaloye'", a word which we find very often in his sketches
and diaries. As an integral element of nature, man is responsible for

contributing to the 'mebyvalove''.

3M. M. Prishvin, ﬁgggbudgliﬂoscow , lzdatel'stvo "Khudozhestvennaya
Literatura", 1969, p. 24.
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YeJloBeK ¥WRET ¥ pPOXLAET HOBOE, ¥ OFT
Hero ocTaeTcd HaBcerjga To HebOwmBaJgoe,
"UTO OH POXILAET CJOBOM, IEJIOM, ’
IIOMHIJIEHUEeM, IIOKJOHOM, HJIU NOXaTHEM
PYKH, HJIU TOJBKO YJAHOKOH mocuHaaeMoii.
YesqoBEK == 3TO MCTOYHMUK HeOBBAJOI'O B
nprUpoLe. 4
Prishvin gladly realizes his forever incomplete knowledge of nature,
because it allows him to make his own hypotheses and images of the unknown,
in a manner individual to himself. Thus, daydreams and personal inter-
pretation of natural phenomena are recognized as man's unrepeatable
contribution to the 'nebvvaloye' of nature and as such have a legitimate
place in Prishvin's work ever since his first story for children ''Sashok'.
. The encounter with reality, which necessarily follows, usually brings
disillusion, but the richness of nature and Prishvin's optimism offer new
sources of hope. As in the fairy tales, good and evil are the dynamic
counterparts of life also for Prishvin. Therefore man's imagination is
not always a pleasing contribution to the ''mebyvaloye'. And so we may
say that in the early works we encounter three planes of Prishvin's
"mebvvaloye': 1) magic in the personal interpretation of natural phenomena;
2) daydreaming of a positive character; 3) fantasies of a negative
character.
While these motives represent the thematic center of the works to

be discussed, they also indicate the clese relationship between Prishvin's

view of nature and the subject matter of folklore. The nature of Prishvin's

4M. M. Prishvin, Nezabudki,(ﬁoscow, Izdatel'stvo Khudozhestvennoy
Literatury, 1969), p. 8l.
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personality allows him to see things always afresh, which leaves
sufficient room for surprise and wonder at the beauty of nature as well
as for unbounded imagination -- an attitude with which we are familiar
from folklore. Therefore we are convinced that it is a psychological
affinity in the first place that attracts Prishvin to explore the aesthetics
of folklore, before the influence of the symbolists and Remizov.

In his first artistic work, V Krayu Nepuganykh Ptits and in the

following sketch Za Volshebnym Kolobkom his subject matter is very

heterogenous, indicative of the inner struggle of a scientist and an artist
in him. Prishvin searches in a variety of functional stylistic planes
of the Russian language to find his individual manner of writing @
- journalistic style, scientific style, the folk-poetic language of folklore
and spoken Russian vernacular with dialectal Kéfelianexpressions. By 1910,
we see his individual artistic style emerge from this mixture, which has
absorbed many poetic features of folklore. Iis style then until 1913
moves between complete, artificial stylization in the manner of folklore
and an individual manner with some of the folk-poetic features of folklore
contained in it.

We would like now to demonstrate what typical stylistic devices
Prishvin chooses to convey the”nebvvaloyé‘in nature during the development

of his style.

One of his most frequent devices used already in V Krayu Nepuganykh

Ptits is simile. Prishvin makes many comparisons between animals, people

and inanimate objects interchangeably: ''chayka kak posledniy kusochek



vcherashney okeanskoy peny”s; "grebyosh' da grebyosh' kak staryy tyulen'nﬁ,
His frequent comparisons of man to animal in his early sketches are not
used to degrade man -- which is an approach common in satirical literature.
To Prishvin, the beauty of wild life makes it obvious to create a respect-
ful comparison. Similes of this type are frequent in Russian vernacular.
Prishvin's similes using human beings to compare with inanimate objects
bring with them an atmosphere of serene beauty. '"Kholodnoye severnoye
more lezhit teper' tikhoye, prekrasnoye, kak obradovannaya pechal'naya
devushka.”7 Striking are comparisons of animals and man-made objects,
because of the rather unusual recognition of beauty in the man-made world.
At a later stage of his stylistic experimentation, especially in the
stories, we can observe a development of the simile into a metaphor in a
process perceived as a mysterious transformation. In the following example
the simile and the resulting metaphor are bound together by an additional

image which emerged in the middle of this transitive image-complex.

BoT Torpa-to B DTHX TyuYax,
lIePeKINKasacb, KakK B MOpE€ HEBHIUMHE
APYyr IApyry kKopabJM, U3N3JU CJHIIHLE,
6an3ACe M OJIUBACHL K 03epy, HakoHel|=-
TO NIOJEeTeJH U TyCH.

5
M. M. Prishvin, Za Volshebnym Kolobkom,(Soch.l Vol. II, p. 322.

®Ibid., 2, p. 213

"Ibid., 2, p. 205.
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Taxk OwmBaeT B Ge3JI0LHOM Kpaw,
B CTenNu-IyCTHHE, TLe Je¥aT 4YyTyHHHEe
peabcH. Jajeko Lo IpUXona Noesna
3arynAT pPeJbCH, ¥ IIOTOM INOKZXEeTCHA
OTOHb ¥ CBHCTKH ¥ CaM I0e3[1,
Gerymuit us parero# u, kaxercs,
npexpacHo¥# cTpand. U BoOT, Kak
TEMHOO HOYLI B IIYCTHHHOH cTpaHe, Tak
X Ha 03epe OCEeHLK IIPH NEePBHX
CHI'Halax I'yCHUHHX Kopaliel,

In Prishvin's view nature sometimes bears human characteristics

(""Bolshiye pyshnyye oblaka glyadelis' v spokoynuyu chistuyu vodu”9

s

: 1 :
"gusi... v choknoﬂ'o, "maivnaya zelyonaya vetochka”ll); but more often

than metaphorical adjectives Prishvin for the purpose of animation employs

metaphorical verbs of human activity: "Solntse robko ostanovilos' u

morya; boitsya kosnut'sya kholodnoy vody”lz, "sosny vytyagivalis',

vypryamlyalis'”lb, "beryozki podnimali zelyonyye gglovki”l4, "bol'nyye

83
sosny lgghggEXE_solntsem”] ). The verbs employed are usually verbs of
state or actions that only imply motion -- but that is sufficient to provide
for a suggestion that the ''whole organism'" of nature could get into motion

at any moment. Because of logical unfeasibility of such a suggestion, the

aesthetic perception of this device is one of enchantment.

8\, M. Prishvin, "Ptich'ye Kladbishche",(Soch), Vol. IV, p. 107.
cf. also p. 110.

10\, M. Prishvin, Za Volshebnym Kolobkom,(Soch.) Vol. II, p. 177.

lllbid., P 172

1pid.,  p. 183,

Dlbid.,  p. 171,

Y4,  p. 171,

Bibid.,  p. 172
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While this suggestive animation is typical of the sketches, in
the stories objects are set fully in motion and the image often leads

into other hallucinatory images:

Bapyr caMoBap LPOTHYJN OT NPKCTaJILHOTO
B3rJfAa ¥ CcTan yUalATbCA, & CTEeHH
cTajry cXonuThcHA, YV BOT YyX camoBap
Jajrexko, 6or 3HaeT I'je, Ha CEpoOM, Kak

XeJynib, BHCHT, a cepasd cTeHa OJIH3KO-
OJNUBKO,.

16

The hallucinatory quality of these images is increased by the logical

incompatibility of the grouping of illusionary objects.

0603, [a wapon] s HPELCTABIACTCA KHABW,
nrer o603 N0 HaKaTaHHOM Jopore, a
IpoJeTKa [open cab] CKauveT MO KaMHAM

H BHIHO OyjeT CKakKaTh M HUKOTLa He
IoronutT cbosa.

KHAA3b BIPYr HauYWH&eT pYyKOH
KPyTUThL, OYAZTO BEPTHUT MacloOOHKY
[0il press] 3@ DPYKY.
17
Man's interpretation of nature often comes as an exaggerated
imagery of fear, intensified by hyperbolic transformation of nouns into

the plural and use of amplifying adjectives:

Manpuuk nmoragiHBaeT IO CTOPOHaM, OH
OOHTCH: Kakue-TO NOJO3PUTEeJbLHHE
OI'POMHHE MOXHAaTHE CYLEeCTBa BHJEIMTCH

16M. M. Prishvin, '"Bab'ya Luzha',(Soch.), Vol. 1V, p. 119.

17!1.?4. Prishvin, "Ivan Oslyanichek'’, ggxggx,(iQIZ) No. 2,

p. ‘21.



71

K3 JepeBbeB, CJOBHO MeLBeAM CO BCEX
CTOPOH BHXOIAT ¥3 Jeca M NOLHHUMAKTCH
Ha 3alHHe JIallH, 18

The hyperbolic image is then openly or implicitly negated and
followed by a realistic explanation with the effect of relief for having
been released from anxiety. This figurative device is found in Prishvin's
works very often and brings to mind the construction and effect of anti-
thetic parallelism so common in folk poetry, especially in the '"byliny",
where an image is also negated, followed by another image, a contrasting
one, which, however, has some features similar to the first one, which
was the basis of the 'mistake'". Thus in a way the impact of the first
. image is still fresh with the new image.

The child's quoted vision of terrifying creatures19 is dismissed by
the father's realistic explanation -- nevertheless the child was tight
after all and in a while '"Mikhaylo Ivanovich" really heads toward them.

In the process of cultivating his style, Prishvin-learned to use
this device to express an encounter with a new experience. The effect
of it is not always a relief -- more often it may be a surprise with a
pleasing effect, but also a disillusion, if the mirage was more beautiful
than reality. For convenience, we will refer to it as a device of

"antithetic surprise'.

In Za Volshebnym Kolobkom it is quite frequent because of

Prishvin's unfamiliarity with the nature of the extreme north of Russia,

and because of the naive view of the pilgrims from inland, who travel to

1%L M. Prishvin, V Krayu Nepuganykh Ptits,(Soch.L Vel. IL, p. 99,
1

9cf. quote No. 18.
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the Solovetskiymonastery and find themselves for the first time on the

open sea.

In the illusory vision, it is not always an inanimate object that
is mistaken for an animal or a supernatural spirit. An animal can be
taken for a man, a man for an animal, an inanimate object for either of

them or an animal for a man-made object:

VI BIpyr sameuanw: HeLaJjieKo OT
JOLKY OTUEr'0=TO BO3HHKEET MaJeHbKUu#
BogoBopoT, ¥ OeryTt Kpyrs BO Bce
cTopoHH, Oruero sTo? bBynTo KameHb
6yJabKHYJ B BOLy. Ho HHKTO He Opocaa,
Otyero sTo?

I'naxy Ha KPYXKHM M BHXY, Kak B
IeHTpe X oKa3HBaeTcad W3 MOpA OoJbmasd
YepHas uyeJoBeuveckasd roiosa., Crpy#xu
BOJH CTEKalT C TEeMHOCHHEeBaToro Jjoa,
B0JIOTHE Kaniu GJecTAT Ha ycax.

He cpasy £ moHuMaw, 4YTO 3TO
TIJIeHb, MOPCKO¥ B3asn,
20

-- A Tam mapyc, CyLHO GeXuT)

Bce cmewTca Hano MHOHU.

-- He napyc, sTo ualika ycHyxa
Ha KaMHe.
2l

This interchangeability corresponds not only to Prishvin's love for
"mebyvaloye', but also to his pantheistic view of all elements of nature
as dynamic components of ''yedinoye sushchestvo'.

The device of "antithetic surprise' is more suitable for creation

of a mysterious, unreal effect than simile, because it brings the illusory

20y, M. Prishvin, Za Volshebnym Kolobkom,(Soch.) Vol. II, p. 209.

2l1pid., pp. 176-177.
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object (or the tvehicle'®?) on the first place . The "tenor'comes only later,
so that the two phenomena are not really compared but transformed into
each other in the process of motion (of either the object or the observer
or both). The result is a kind of a moving image.
Roman Jakobson points out in his article about grammatical parallelism23
that the figurative quality of antithesis relies upon placing two
objects with certain similar features beside each other, without comparing
them (a comparison would presuppose a separatedness of the things compared),
so that the connection between the two images is looser, allowing for both
parts to retain certain semantic independence. The result of the whole is
not a condensed image as would be created by metaphor, where the tenor is
- semantically absorbed by the vehicle, but a twofold image, a plastic
juxtaposition of the two elements. This produces what Jakobson in his article
calls the "binocular vision”.24
Some of the images preserve in them the process of transformation,

so that there are two or more illusory objects instead of one, that

develop into one -- of reality.

22Terminology ''vehicle', '"tenor', ''ground" as used by Stephen
Ullmann, Language and Style, (Oxford, Basil Blackwell, 196@.

23Romzm Jakobson, '"Grammatical Rarallelism and Its Russian

24l‘erm of P. Boodberg, Ibid., p. 402
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Branu Ha ozHOM KaMHEe UTO=-TO IIEBEJUTCH,
H nymawo, uTo 9TO Mopcxoi 3BEDL,

B3BOXYy KYDTKM-~ u BJIDYyI BUXY, UTO BeCh
9TOT CEDPHH Goubmo¥ KaMeHb NOILHUMAETCH

¥ IBUXETCA MHE HaBCTpeuy.

OTO YEJNOBEK HIET,..

As we see from this example, it is not always just naivety or
unfamiliarity with objects that cause the observer to form the wrong
concept of the object. We know that in new situations and unknown
environment people tend to get more agitated and in constant expectation
of something unexpected they let their associative powers free rather
than allow close and cool observation. So that they swiftly in their
minds out of mere fragmentary features compose an image of an object
which at the moment expresses more of their mood or psychological frame
of mind rather than the real object.

Besides the swiftness of the agitated mind's work, which does not
permit a proper observation, there may be other hindrances for objective
examination of reality -- that is, the object may be to a.certain extent
concealed by shade, darkness, other objects of various nature, so that
the observer simply has to draw his mental image of the whole out of
features he has been dffered: Also, an object may be subjected to unusually
strong or colourful lighting, which prevents one from seeing the real

colours, shapes, angles. Other factors are distance and motion.

25”. M. Prishvin, Za Volshebnynm Kolobkom,(Soch.l Vol. II, p. 106,




All these elements we find in Prishvin's imagery -- because this
is what there is in the background of his images: agitation and
expectation of something unusual (‘mebyvaloye'), motion of the observer
(and sometimes of objects), the phantasmic lighting of the aurora borealis.
All these components, but most of all Prishvin's attitude, introduce us

to his technique of impressionistic imagery.

Uynece, uylneca, uynecal

1 Buxy, kKax u3 IOZBOJHOTO Jeca
IBUXETCA XUBafg Todka, INIHBET K HaM,
nokasHsaeTcsa OJUBKO y JOILKH, Ha-
CTOANKI MaJieHbKUil MOPCKOH Kopabauk
¢ TiyO0OKO BHDPE3aHHHM I&pYCOM.
BunnripaeT Ha NOEEPXHOCTH, MEBEJUT
IapycoM CcO MHOXECTBOM TOHKHX
KoJnebnwnmuxca cHacTell,

V3ymiieHHHE CTPaAHHHKHU TOXe
3ameyvawT INOLBOIHHN KopabliVK.

$l xouy 00BsCHHTH, UYTO 9TO MeLys3a
-=- XUBOTHOE, XuBOe,20

Prishvip sometimes refrains from recognition of full reality.

Hle considers imagination enriching, although it may
be more fearful, His ideas bring to mind an ancient respect of
Indoeuropean peoples (which became the heritage of the Slavs) for taboo
words, i.e. -- to avoid speaking of feared animals using their proper
names; periphrastic expressions should be used (e.g. '"the one who eats
berries, honey'"), because the feared animal could "hear' and cause harm

to the speaker.

°Ibid., p. 208.
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BMecTO PaioCcTHOI'O, 3HAKOMOTO MHE,
OXOTHWKY, COJHEUHOTrO Oora, KOTOPOTO
He HY®¥HO Ha3bHBaTh, KOTODHH caM
IPUXOLUT ¥ BECEJHUT, A YYBCTBYH =—-
Ipyro#t kakoii-tro wpHHil Oor TpebyerT
cBoero Ha3BaHuUg, BUPDaXeHUSA .
MruoBeHue, -~ ¥ A HABO0BY TO, UTO
JEeXHUT rpe-TO TEeMHHM OpeMeHeMm, CTaHeT
Jerko ¥ cBoBojHOo. Ho B cawmbi
penuTerbHHHE MOMEHT MHE CTaHOBUTCH
ficCHO, UTO €ecJHu f cleyal Tak, TO
OTUEro~-ro LeHHeWmero B MHUDE HYXHO
oTKazaTbcA 0e3 ocTaTka, OPOCHTH
Iaxe 3TO PyXbe ¥ HLTH UEepHOH TpoOIOoi,
ONYCTUB TOJOBY BHUSI,

yepHH Oor ocraercia 6e3 BmpaerHﬂ.z7

Prishvin knows very well that réality often brings disillusion to
a dreamer. Creative imagination, however, is a source of beauty for man
(as he beautifully demonstrates in "U Gorelogo Pnya'', where the central
idea is a”hunt after happineséS.
In the "antithetic surprise' Prishvin has successfully developed
a device of his own imagery, based on the formal structure of folkloristic
antithetic parallelism, but without copying the linguistic features
characteristic of it in folklore (syntactic parallelism etc.). It is
still used in "Ptich'ye Kladbichche', which is full of figurative devices,
but in the other stories cnly rarely.
He ycnenn BHMOJBUTE OTH CJOBa,
Kak BIPYyI’ ¥ caM IIOKOMHHUK, MepTBell
Bechr B OeJoM, NoKkasajcf Ha BHI'OHE,

Bce 1 paccHianuchr B CTOPOHH, Kak
ITHIB OT fAcTpeba.

271239., ., 195,
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Ho He noko#HuK 6exas IO BHIOHY
K geBymkaM, a OsTomkuH Geanit rycax
OTBAZAICA ¥ JIeTes HHE3KO, MEePeKIHKasACh
C JHKUMH,
28

In the later sketches this device occurs occasionally, but its form is

loosened; its figurative quality loses in strength.

The reason, why Prishvin does not use it more frequently in the
early stories is becuase in them Prishvin deals mainly with fantasies of
a negative character (''mebyvalove' 3), not with sound imagination as in
works until 1911, While in the sketches the illusion vanished at closer
observation of the objects, in the stories, where the illusions are a
product of disease of the mind (as a result of alcoholism or mental
derangement -- " Krutoyarskiy Zver'', '"Ivan Oslyanichek", 'Bab'ya Luzha"),
they can not be extinguished by confrontation with reality. The characters
are victims of their hallucinations.

The imagery in the stories is more concise and complex in nature.
Metaphors become much more frequent. We have already mentioned the
complex animating metaphors, in which we have stressed the logical in-
compatibility of the elements, so that their sequence results in a dream
imagery. To magnify the delirious imagination of his personages, Prishvin
often resorts to the use of hyperbole. He shifts nouns to the plural,

heaps together homogegeous parts of sentences, uses amplifying adjectives,

28M. M. Prishvin, "Ptich'ye Kladbishche”,(Soch.L Vol. 1V, p. 110.
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. . 2
improbable numerals (''tysyachi rogatykh popov”i)) or triple repetition.

A B OTBEeT B CHPEHEBOM KYCTY
WeBeJbHYJIKWCh JBe MajeHbKHe JIyHHL,
OH mocMmOTped Tyla IPHCTalbHO X
yBUJEJN MHOXECTBO MaJIeHbKUX
B@JEHHX JYH, ..

[I[poTUs Hero macTh K IaCTH BO

BCIO NMUPHUHY cala CcTodria CTeHa

-= BO BeCh cCcali, IO TEPHOBHKKSZ. 30

In the short stories after 'U Gorelogo Pnya' his heroes cease to be
harmoniously balanced human beings. Nature takes over and overpowers
them, in contrast with his previous works, where man was in happy
interrelationship with nature. Therefore hyperbole is an appropriate
~means to convey this change in the man -- nature relationship.

To allow space for imagination, Prishvin sometimes gives us just
the features of the illusory object -- a fragment of the image -- and

leaves us to complete our own image.

IBepb OLHOH KOMHATKU MPUOTBOPAETCSH,
BUleH kpall OapxarHoro jnusaHa, ¥ Ha
HEeM JeXUT uylecHad JLaMcKad mIANa C
IepbaMH,

31

Sometimes, in the stories, Prishvin plays with the feature alone:
he isolates an adjective by an ellipsis or by hyperbaton of the noun which

is supposed to be modified by it. That leaves space for ambiguity and

29M. N. Prishvin, "Bab'ya Luzha”,(Soch.L Vol. IV, p. 125.

S0y, 1, Prishvin, "Krutoyarskiy Zver'",(Soch.), Vol. 1V, p. 93.

31,

M. M. Prishvin, Za Volshebnym Kolobkom,(Soch.), Vol. II, p. 236.
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sometimes fantastic associatipnns, because the adjective, which by its

isolation acquired a considerable semantic freedom, may be associated

with a wrong carrier.

W BIpyr, xax sTo OGHBaeT B
0eCIOKONHEX CHOBHIEHUAX ,
obepHynock Tak o, lleTpy, uTO He
KOPOBH T'HajuCh 3a HHUM IIO Jecy, a
IIOTH, THICAYU POTATHX IIOIIOB, .. -

(lere, at the same time we have the reverse of "antithetic surprise':

reality is mistaken for an illusory vision).

H BoT mouyzusoce e#t, 4YTO BHmEJ H3
Jeca KTO=TO JBYHOT'HH, HNJIHHHOBOJOCHH,
¥ BO3Je Hero cepeil Ha YeTHDPeX JalaX.
ee ¢ CKOPO ONATH YBHIEJE HUICHBKOI'O
Ha YeTHpeXx Horax, ¥ IIOKas3aloch e,
YTO HUS3EHbKHYY BOJK Bce OJMxe ¥ OJIUXE.

33

Prishvin is well familiar with such semantic transformation from
folklore (cf. his contribution to Onchukov's collection of fairy tale534).
In the northern fairy tales, the instrument of action ['gruzil

voz kirpichom', '"solomoy'] may be transferred into an adjective, which

then modifies the subject of the action -- ["kirpichnyy kupets'].

52w, Prishvin, "Bab'ya Luzha',(Soch.), Vol. IV, p, 125.

B1pid., p. 124.

34Ye. N. Onchukov, Severnyye Skazki,(St. Petersberg, 190@.
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That creates an unusual collocation of a peculiar metonymical quality,
because the new syntagma has playful semantic connotations, so that
["lykovyy ded'"] is not necessarily ''ded v lykovykh laptyakh"ss, but an
old man made of bast; "kuptsy v zheleznykh ryadakh'" become ''zheleznyye
kuptsy"36,etc. analogically "ded s serebryannoy borodoy' -- ''serebryanyy
ded"37.  prishvin takes over this device for magic transformation of
descripiive features.

This device with its tendency to apply material adjectives to
persons creates a typical fairy tale mystery, since it is the favorite
trend of fairy tales to ‘”metalize”'ssvor materialize the natural world
because of the unreal in it.

What is interesting is that Prishvin does not use these as
metaphorical adjectives in the first place but lets the reader see the
shift of the feature, be involved in the process of the miraculous

metamorphosis, of the penetration of one image into another one.

Y BOpPOT Jiel c ONMWUIIAHHON 6opoxmoi
IaBaJ CcBOell Jomaid UYEPHYKX KODPKY.
~- JIBe HeJeJ¥ He eJ , COCHOJb
KOPMUJI=~, TOBODPHUJ ONMIAHHHNE Jen
LpyromMy IenYy B JHKOBHX JallTAX,

SSM. M. Prishvin, "Krutoyarskiy Zver'”,(Soch.l Vol. IV, p. 83.
Olbid., p. 67.
37}L M. Prishvin, "Ivan Oslyanichek", Zavety,(1912) No. 2, pp. 8-9.

3SMax LUthi, DasEuropdishcheVolksmﬁrchen,(Bern and !Mflinchen,
1947), pp. 27-28.



81

-- IIOJ, apecTOoM CHJeJa.
-= A cam? -= cHpocuJ JLIKOBHH,.
-- W cam cypjen —-, ycCMexHyJcH

OITUII aHHHH .
39

Prishvin is captivated by the constant process of transition and
transformation in nature. Folklore furnishes him with a rich source of
poetic devices to express this transition and transformation. One of
the most frequently and successfully used is apposition. Apposition
because of its parallelic nature makes possible a direct transition €from
the real into the unreal. It juxtaposes two lexically distant phenomena
as a metaphor does. But unlike in metaphor, although semantic trans-
formation occurred, in apposition the"tenor"is not suppressed. Although
the two nouns form a semantic unity, the resulting image preserves both
lexical components with certain independenceffpreserves '"semanticheskuyu'

%0 " i
dvuplanovost" ;thus creats the binocular vision- a plastic image which
is common in poetic parallelism and which we have mentioned in discussing
Prishvin's "antithetic surprise."”
A JyHHOX HOUBI, KOT'Zla BCE HOBOE
CIHT W OXMBaeTKaMeHHOe JDeBHee,

nyraeT KePOCHHOBHU OI'OHEXK B OKONKe
MEI[aHCKOT'O JOMHKKA,

3gM.M.Prishvin, "Krutoyarskiy Zver'',(Soch.), Vol. IV, p. 83.

40A. 1. Yefimov, Stilistika Russkogo Yazvka,(noscow, Izdatel'stvo
"Prosveshcheniye', 1969), p. 219.




UNY OAMHOKMH rynaka-HoHapb,
41

Prishvin uses appositions with various degrees of success and to

wider range of effects. llere let us mention only a few with some magic

'8

&l
quality: ”pozvonochki~govoruny“,}“ ”griby—pykhalki“lh "molodukhi-

BL

DY

0 10 . . i . i o PK
beryozl;y”1 , '"sudno-lastochka"" ", "tsvety-kuvshinki'"™ ", "yastreb-starik’

K7

or “porkhnula pervaya babochka-letuchiy tsvetok”““; sometines the

appositions have an affiliate in names-- '"Ivan Gorshok', '"Stepan Zhelu&”,
"Ivan Pyatak', 'Stepan Huraveynik”PK -- but here the comical seems to
prevail over the mysterious.42

Prishvin is very fond of the twofold character of images not
only in appositions he is using it as a compositional device. In
"Ptich'ye Kladbishche' there are two Stepans and two Ivans as a re-
flection, two white old men in addition; in "Ivan Oslyanichek", there
are two truths etc. The double occurance of a phenomenon arouses
doubt as to whether what we see is real -- or whether we are dreaming.

Thus, the images are often so juxtaposed that they form very
fluid connections, flowing into each other and acquiring an interchangeable
and transformative character. This semantic independence of the image,
may easily reach the limits of credibility and yet allow full freedom of
contact between them, regardless of logic. If attributes float around
their objects, objects can pick up their features from neighbouring

phenomena. Thus, the overtaking of features becomes a chain reaction.

4. M. Prishvin, "Ivan Oslyanichek", Zavety,(1912) No. 3, p. 15..

42/\nalysis of the comical -- cf. Chapter V.
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From the structure of fairy taies we know that in a chain sequence any-
thing can stand beside each element, regardless of physical laws, to

the point of grammatical absurdity, in the manner of 'mebylitsy",
Russian folk tales, where the syntactic functions of subject and
object of subject and adverbial modifier, object and adverbial modifier
ete. are reversible.43 Prishvin was well familiar with ''mebylitsy' from
Onchukovg collection. Ille refrains from "absurd grammar' which would
violate basic syntactic functions, but he releases the logic of his episodes
by violation of the logical sequence of statements. This also produces
a comic effect. It is characteristic of the spoken language that the
speaker moves on, the listener has no chance to look back and achieve an

objective perspective -- he has to move forward with the speaker.

rfajicd u 6aTomKa, HO ero B TEMHOTE
HUKTO He BHIaJ,., TOJBKO yX Korza
FyCh CPaBHAJNCA C TPAKTHDPOM ¥ CTal
BBEepX 3abuparb, yBHIEJNH, UTO 32
6eJHM I'yceMm K OaTomka Jeres,
pa3MaxyUBag MUDOKUMHU DV KABIMI
NOLPACHUKE, OYITO KDBJIhAMH,

44

- . -t s e e s e

3
2 llen s1, cTouT u3bymKa; 3amel], KBaAMHA XEHUWHY
MecuT, A YCMEeXHyJ, a KBamHe He NOHpPaBHJIOCh, OHa XBaTHUT
neyn u3 JOIAaTH, XOTeJa YIapAThb; A Yepeld mTaHH CKOUMI, Ja H
IOpOT BHDBal, Ja ¥ ybexal. N. Onchukov, Severnyye Skazki,(st.
Petersburg, 1908), p. 74,

44, | 3 . .
M. M. Prishvin, "Ptich'ye Kladbishche“,(Soch.X Vol. 1V,

pp. 110-11.






There is at least one more source of Prishvin's mysterious
atmosphere to be discussed and that is a device learned from the symbolists
-- the creation of a phantasmic atmosphere by preceding images, suggestive
of the forthcoming disaster. These are frequent devices in the stories,
especially in "Krutovarskiy Zver'', "Bab'ya Luzha" and "Ivan Oslyanichek."
In the images we find animal elements with unpleasant aesthetic
associations -- dogs, rats, bugs. lHyperbole is often present in these
These suggestive images are full of colours, as they are used by the
symbolistg}particularily black and red, suggestive of evil; yellow refers
to unpleasant perceptions. In "Ptich'ye Kladbishche' the use of colours --
wvhite and Prishvin's favourite blue -- creates a serene happy atmosphere
When white and black colours are used, they stand for good and evil as
in folklore. Sometimes the colours possess a certain semantic freedom in
their suggestive function, as they cover different objects
within the range of their suggestiveness.

Although we find Prishvin using abstract adjectives typical of
the symbolists rprizrachnyy: "volshebnyy', '"skazochnyy'" it is the use
of colours that reflects the influence of symbolism on him the most.
Frequent are material epithets of a glittering quality, with a suggestion,

g A0 4, i g
rather than full tone of colour: 'zolotaya snubeyka‘I , ''blestiki iz...

VK : 3 S .,VK
serebryanykh zverey' ,''sverkayut zolotistymi, blestyashchini odezhdami™
t ~xBL D
vsya poserebryonnaya stoyala na solntse trava" ~. The "metelizing"

tendency links these epithets with the poetic coventions of folklore »
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It is a typical feature of the spoken language to frequently leave
statements incomplete -- ”nevyskazyvat'”,47 because the speaker relies on
immediacy of reaction from the listener. Therefore, ellipses, indefinite
pronouns and adjectives, and brevity of utterance are commonly used
also in the narrative genres of folklore. This tendency coincides to
some extent with vagueness, which was characteristic of the symbolists,
in whose works the plots were often rather vague and statements unfinished.
This deliberate vagueness is emnloyed by Prishvin in "Ptich'ye Kladbishche"
and "Ivan Oslyanichek' more than in the other stories analysed. Some-
times, it concerns only imagery and does not effect the plot (iz vody na

kemi,vyshli usatyye zveri s chelovech'imi golovami [seals]). At times

it happens that, in events of central importance, the subject of the
action is not properly identified, which makes the progress of the plot
vague and sometimes incomprehensible. In "Ptich'ye Kladbishche' the

deliberate incompleteness has a more light-hearted character.

[TosnHe#l oceHbK, KOT'Ia H2 3EMIN
Jeryp Oelne KpyxeBa, & B BO3LyXe
nepedseTanu Oejne Myxu, kK Xeaynuo
B u30y BOmEJ HE UEJOBEK, He
3BEPh HE DHOA == & TaK -~=- 0OOT
3HaeT KTO. -

48

47

Russklkh Narodnykh Govorov, (1oscow, AN, 1953) A N. Gvozdev in 0ChC”]1

EP 9t111511L£ Rus;koyo Yh zyka, (ioscow, 1053

Feature analysed by A. V. Shapiro in Ocherki po Sintaksisu

By Prishvin, "Ptich'ye Kladbishche',(Soch.), Vol. IV, p. 99.



Summary

In this chapter we have analysed those devices which create an
atmosphere of mystery in Prishvin's works: similes, animating metaphors,
antitﬁeses, apposition, isolated and transitive adjectives, symbolic
epithets, hyperboles and vagueness.

The nature of these devices is such that it brings close together
the planes of the real and the unreal. llaving absorbed the devices of the
poetic language, both folk and symbolist, Prishvin employs such linguistic
and poctic devices in the structure of his imagery that they enable hin,
by their transitive and transformative qualities, to convey the fleeting

and mysterious nature of both the real and the unreal.



CHAPTER V

"Zhiznelyubivyy i Zverolyubivyy Yumor"

.

Bea ¢punocohum MoxHO
oboiiTHchr B XM3HU, Ho
6e3 oMOpa XUBYT
TOJBKO TJAYIIHE,

1

In the preceding three chapters we have often come across the
fourth of the main effects of Prishvin's early writings -- the comic.
The motto of this chapter indicates that humor as well as the reverence
for nature discussed in the previous chapter are two essential traits
in his outlook on life.
2 i. i ¢ : .
As H. Lampl comments,” it is surprising that no study of Prishvin's
humor has hitherto been done in the Soviet Union. Lampl treats it as
"ein Grundelement allen lirzdhlens' and analyses the role of it in the
composition of the individual early works of the author. T. Khmelnitskava
3 1 Dy (] 1 £ ¢
notes” that the range of Prishvin's humor covers all three areas of the

comic: the comic of a situation of language and of a character. But

IH. M. Prishvin, a diary of 1947,(Soch.l Vol. V, p. 446,

21, Lanpl. !FﬁiJ?3§Eﬂ¥ﬂifl;Jtﬁi§W@¥i’(Wien’ Verlag Notring, 1967),
pp. 79-30.

3

T. Yu. Khmelnitskaya, Tvorchestvo ‘1;J2qgﬂlxiﬂgj(Lcningrad,
Sovetskiy Pisatel!', 19522 p. 206.

88
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she touches the subject very briefly and deals only with the humor of
his early works.
The present writer intends to analyse the aesthetic nuances of

.

the comic in Prishvin's early works in more detail.

We have already touched upon Prishvin's liking for episodes of
daily life and on the significance of the animal element in his thenes
and imagery. Both of these by their nature invite a comic treatment,
As the critics Khmelnitskaya and Lampl point out, Prishvin's humor is
both in its theme and manner of expfession close to life and liking

b

for animals. Thus the primary inclination of Prishvin's humor is to
produce hearty, loud laughter, as is the case in folklore. But during
the literary development of his early writings, Prishvin widens this
basic scope of humor and achieve; a range fronm hapny nlayfulness to
absurdity, erotesque and irony.

The basic techniques of his situational comedy are similarity,
parallel and contrast and are generously present already in the first
sketch. Typically Prishvinian is ludicrousness which is brought about
by the contrast between what one conventionally expects from certain

people or situations and the development of the actual situation.

Although the author is seemingly uninvolved, he introduces the situation

4“. Lampl, "ein echter, lebensnaher Humor,”(Vien, Verlag Notring,
1967), p. 79.

5T. Yu. Khmelnitskayva, 'zhiznelyubivyy i zverolyubivyy yumor",

Tvorchestvo M. Prishvina,(Leningrad, Sovetskiy Pisatel', 1959), p. 207.



with some indication of his initial expectations in the background:

Pyraur ¥ KpUK pas3bynuiu MeHA paHo
YTpoM. { BHTJUAHYJ B OKHO,

[To mopoxxe BLOJB O3epa C I'POMaLHHM
KOJIOM B DpYyKe, K 6exalJ BUYepamHHui,
IIOXOXUH Ha amnoctota [leTpa crTapuk.

6a

The comic contrast is intensified by juxtaposing two identical phenomena:

A Bneperu Hero GexaJs 6e3 malku
COBEPIEHHO TaKOo# Xe CTapHK,
TOJLKO HEMHOXKO IIOMOJOXE.
[lepBHiZ cTapuk JOTrHa)N BTOPOTO
¥ yIapUI ero KOJOM,

6b

The twofoldness of a phenomenon carries with it a certain element
of unexpectedness, surprise and is often employed both in the composition
and imagery of fairy and folk tales. Such parallelism is comically
amplified when human actions (or features) are juxtoposed with those
of an animal (n.b. the metaphorical use of vocabulary desribing the

bear in human terms creates a sympathetic acceptance of the animal:

C JPYyTroTOo XOHIa NYTHKE HIeT
Muxaiiro VB2HORHY ¥ Toxe cobGupaeT
IHYb, .. BCTPETUJHUCH JHIIOM

K Jguny. Bexars Hasa] HeJbad,
IMOTOMYy UTO MeJBelb, y3Has

62. M. Prishvin, V Krayu Nepuganykh Ptitﬁg(Soch\ Vol. II, p. 79.
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O TPYyCOCTH lIOJeCcHHKa, celiuac xe
JOTOHUT ¥ 3aJiepeT. A MeIrelh
paccyxiaeT COBEPHNEHHO Tak Xe: Hu
pan 6u fexarTh, HO GOHUTCHA,

~= ByIb TH HDPOKIAT, HeUUCTad
Cujia, TH MHe ceiiuac He HaLoOeH =-,
LYMBET MYXUKe o

== lla ¥ TH MHe He HaJ00eH ==,
IYM3ET MEIBEILbe s

. 7

Where the aniﬁal instinctively acts more agreeably than man
In spite of his intellect, the outcome is on an ironical note: while
people started living separately after a family argument, "Odni tol'ko
loshadi, po privychke, dolgo khodili na staryy dvor”.8

Elsewvhere a reverse of this type of contrast occurs: in the
sketches false expectations of something ideal or unusual are frequent,
because of the novelty of the setting. Thus, a development of a situation
in the most conventional manner, brings some disappointment. But the
erroneous conduct is so irresistibly human and ordinary that the effect

is humorously contrasting rather than ironical:

OTyero 5TO CeBepHHE MODAKM Tak
He IIOXOXM Ha Hamux naxape#? Orroro-iu,
YTO pas3lelleHHAA Ha MeJKHe KYyCOUKH
3eMisA TaK IIPHHUXZET UYeJoBeKa,
a _HeleJrMQe Mope 00JaropaxiBaeT
Aymy, He IDPOOUT ee Ha Meaouu?

g

Ibid., p. 99.
SIbid., p. s8.

M. M. Prishvin,;ga)ﬁggﬂyﬂggglﬁg}obkoq)(Soch.% Vol. II, p. 168.




Yepes MHHYTKY BMECTO cTapuKa

Iprmes MOJOLOH YeJoBeK ¢ pyxbem

M KOTOMKOH. OH 3aromopus He pPTOM,

Ka3aJoch MHE, a I'Ja3aMi == TarKue

OHW Yy HEero OnJX ACHHE W IIPOCTHE.
-- Bapun, paznenw Hame Mope! --

OHJKX er'o IIeDPBHE CJOBAa,

10

.

The request of the northern fishermen for dividing the sea is reflected
in an analogous disillusionment brought about by their discovery that
Prishvin is not the powerful representative of the government for whom
they have taken him. As has been mentioned in Chatper IV, Za Volshebnym
Kolobkom is full of miraculous metamorphoses of this type based on the

peculiarity of the region. The Karelians themselves exploit the contrast

etween eir region a 1e inland, as ishvi otes i 11s anecdote:
between their reg 1d the inland, as Prishvin notes in ti necdot

-=- BoT TONBKO rOBOpPAT, 6YILTO
NOLPALUNK ONLMH HauajJ paboyux
Ha re OT COJHIA A0 COJHIIA, ==

11

These few examples have demonstrated at least to some extent that
Prishvin likes to loose the conventional bonds which have been formed
both in the mind and in the language and faces the reader with a different
interpretation of the situation or the expression.

The basic techniques of similarity, parallel and contrast are
further exploited in the short stories, but they are worked through to a

wider range of conmic tones.

Vm54., p. 170.

1Ibid., p. 245.



We have mentioned in both Chanter III and IV how powerful a
device is parallelism in the hands of Prishvin, Ptich'ye kladbishche" is
a prime example of it. Already at the beginning a happv mood is created

when the creek and the path on one of the four hills are described in

.

parallel to each other by metaphorical verbs as playing hide-and-seek:

Kak pyueil, Tax ¥ TpoOmMHKAa: cnpaueTcH
TPONVHKA B PAKUTOBOM KYCTY, == K
PyUYbd HEBUIHO B TpaBe, TOJBKO

OCOK& mNeBeJHUTCA Ja CHEerrph, NTHIA
PanocTr, HACBHCTHBaeT; pyueH CBEDKHYX
Ha, COJIHIE ==~ CTPEJRHYJA TPOLHUEKa
IION COCHaMH; Janblle M TPONMHKA U
pyue® HcuesJr B GOJLmMOM Jecy H

CIHIIHO TOJBKO, UYTO KHUIMUT O60JbIAf
pParocTh TaM,

12

In "U Gorelogo Pnya' Gusyok's passion for quails receives a
hurorous dimension in comparing the hero to a quail. "Krutoyarskiy
Zver'" abounds with ironical tones accompanying Pavlik's fascination

with his dog

o

On several places his exaggerated attention is ridiculed
by description of the dog as a woman -- "Lady' -- and partly using

characterization of fairy tale's 'far'ya Morevna:

¥ mNepcTh BHIJIA Yy Hee peXas U BO
JOy OnJia 3Be3L0YKa, ¥ Ha TPyLU
OpomKa, ¥ yWH, KaK KOCHHOUKH, ..

13

12 . . Ty s " . i '
M. M. Prishvin, "Ptich'ye Kladbishche',(Soch.), Vol. 1V, p. 96.

ISM. 1. Prishvin, "Krutoyarskiv Zver'“,(§ggﬁj, Vol. IV, p. 76.
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In "Ptich'ye kladbishche" the reflection of the wild geese in
migration is overwhelming. Many elements appear to have some relation-
ship with the geese: there is a plant 'gusinyvye lapki', there is
"Gusinyy ostrov'', ''susinyye okhotniki'’, "gusinaya noch''. While some
of the characters wait for the‘geese in order to shoot them, in the
tavern at a wedding celebration people dance ''gusaka''. After the escape
of the domestic ''gusak'’, all the wedding guests rush out abandoning the
dance -- ''gusak" for pursuing the priest's ''gusak'.

The hunter Stenan Zhelud! is so preoccupied with the expectation
of the geese that he can not think of anything else. One of Prishvin's
humorous instances of "antithetic surprise' shifts the progress of the

situation to the priest:

Bosue IlonnoBa nyra xamumu cTOAT

BO BeCh YeJoBeuyecku# pocr, Crenan
OCEepHYJCA ¥ 3aBA3HI Xeplib. Koria
BHTACKHBaN, BADYI B KaMHUIEX 3alyMeJo.
»l'yenis, obmep Creman., O6epuyicH,

a Kampme# yxe Her u rycedl Her, a

Ha IlomoBOM JVry, Ha CBOeM MecTe,
cupuT OaTKmKa, YLUT DPHOKY, H
IIOBEPTHBAET KOCHUUYKON BO BCE CTOPOHH,

14

14M. M. Prishvin, "Ptich'ye Kladbishche',(Soch.), Vol. 1V,
p. 103.
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Besides the humorously surprising appearance of the priest,
which is still underlined by the assertion that he was ''na svoyom
meste, na Popovom lugu' it is necessary to pz2y attention to the use of

verbs in this passage. While Stepan's action is sudden, dynamic (as

.

suggested by the perfective aspect of the past tense, by the adverb
"vdrug' and by the verb 'obmer' which absorbs the actual "verbum dicendi'
and gives out the immediate reaction of the person) the appearance of

the "batyushka' brings with it the use of the present tense in three
clauses with identical word order. At the same time the diminutives
"rybka'', 'kosichka' as well as the word 'batyushka' and the paratactic
relationship of the clauses cieate a contrasting mood of calmmness in the
priest's conduct against Stepan's anxiousness. That is an apt introduction
to the following delightful ''conversation' between Stepan and the
"batyushka', in which the hunter-delivers two statements and the priest
only one. The comic impact of the situation is built on the still slower
pace of the priest's actions, brought about by a double emphasis on his

silence and by parallelism, contrasting the purpose of his two pockets:

-~ I'yver momen --, ckasaJa Cremnad.
Baromka Huuero He OTRBETUJ], & MOJya,
3aUEpPIHYJ KPYXKOHK O3EPHOM BOJH, 4
IJecHyJ cefe B KapMaH IOLPACHUKA.

»UepBRAUYKOB IOJMOUUNTES, Jgorarajcd

CrenaH, 3Hafg, 4YTO OaTimka Bcerjga
IepXuT uepBeil InJA yxeHua y celsA
B KapMaHe ¥ OHK TaMm Yy Herc
I1OJ, CHXaKT,

W3 mpyroro kapmvmaHa OaTomKa,
TOXe MOnda, BHHEYJ QUAXKY, H

BHIIMJ CTaKaHUYUK,

-~ YepBAuka 3aMOPHUTh=-=-, CKa3al
oH BeceJo (CremnanHy.
15

lsgzhi.,lnx 103-104.
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As often with Prishvin, the comic situation is here strengthened
by the contribution of the humor of language -- by the contrasting
meaning of the word 'chervyachok' in the colloquial form and in the
popular idiom 'chervyachka zamorit''.

The atmosphere of the ;tory is generally happy with many humorous
images. One of the most successful reflections of the mood of the
"gusinaya noch'' is the image of the moon which behaves in the manner of
a goose: ''tuchi raskhodilis', mesyats oglyadelsva chistyy, obirava s

sebya klochki tuch”.16 Playful as well as magic is the frequent

juxtaposition or even doubling of phenomena, modelled on techniques of
fairy tales. Besides the two Ivans and two Stepans, Alyosha and Pronya
can be both identified by '"pereslezhinka, kak u medvedki'. At the
opening of the story, two geese are sent to reconnoitre the region; not
only do they take on different célours as a result of their movement
throuch the space -- they finally vanish and suddenly two white old men
appear, who nass through the story without any specific role to play:
the question mark is both humorous and enchanting. It is impossible to
analyze the humor of '"Ptich'ye Kladbishche'" exhaustively without quoting
the whole story: so condensed is its text.

In comparison with "Ptich'ye Kladbishche', "Krutoyarskiy Zver'',
is much more openly comical, althoupgh some of the poetic humor of

"Ptich'ye Kladbishche' can be found in it too.

Y1hid., p. 110.



97

The emphasis on pacing, mentioned with the episode of the priest
and characteristic also of Stepan Muraveynik of ''Ptich've Kladbishche',
in "Krutoyarskiy Zver''' appears several times in order to depict folk
characters. It is one of the characteristic features of Timofey to
pause significantly between twé "profound' statements: ''Vyskazav
glubokuyu mysl', Timofey lyubil polozhit' v rot Kusochek sakharu i
vypit' bludechko chayu”.l7 Even more typical 5 an incident on a market
place when after a long pause the '"muzhik" only returns the question in-

stead of giving an answer (n.b. the comic use of the instrumental of

comparison, which is quite frequent in Prishvin's stories):

-~ lAnLsi, He BHIAJN JU TH PHXYI
co6aKky ¢ IJWHHEMU YHaM¥ ® —-—, CIPOCHJ
[laBIuK Myxuxa.

JOJIro ocMaTprBaJ C T'OJOBH IO
Hor' [laBnyka cepuil MyXMK B MJIAIE
yepenejbHUKOM U, HAKOHel, TOXe

CIIPOCHJL:

L %1 z — e
A TH yeH, mAnNAS 18

The market both in "Krutoyarskiy Zver'' and in 'Ivan Oslyanichek"
gives to Prishvin a welcome opportunity to joke in the folk fashion. He
can use all devices (previously discussed for bringing about other effects)
in order to produce a humorous effect. Syntactic parallelism in state-
ments of the "muzhiki'' by its rhythm deludes the confused mind of Pavlik,

while suppressing the logical incompatibility of the utterances. The

17M.’H. Prishvin, "Krutoyarskiy Zver'',(Soch,), Vol. IV, p. 77.

81514, p. s2.
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comic effect is underlined by the use of caricature-forming similes and

n . i . .
metonymical adjectives:

-~ llena,nena, BUZesn ) ==,

g 3aroBOPUJIMN KPYTI'OM MYXHUKH,

=~ B CTEKJSHHYI0 IBEepb JANMJIaCh ==,
ckasaJ JBHAHOW Jel Ha BO3Y.

-= B MACHOM DANY BUIEJ ==,CKa3aj
¥eJNTHH, KaK MOJCOJHYX, MYXHK.

- BogzJje JaBxy Kynua [IHJILHOTO
IPH3ET JBA KOPORBBUX pora =--, cKasad
IIpacoJi,

19

The lexicon of the humorous images is earthy and vivid.

Prishvin follows the spirit of folk humor also in forming his own

aphorisms:

Kunur JIOL Ha TNJIOMalH, OvVITO
ceJbliU B bBeJyoM MOpe; ROTKHYTH METJIY,
X NOoHIneT MeTJa II0 6a3apy CaMma.

20

Although he has a sense of humor in his own right, Pavlik be-
cause of his mental confusion is often unable to grasp the logical
relationship between wbrds and objects. Thus he misses the metaphorical
quality of names and by a reverse association reveals the material

origin of the metaphor -- i.e. when asked to look for "Volchonok", he

Brpid., p. 83.

2OIbiq_., p. 82.
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asks in astonishment: 'V gorode Xg}kﬁ“zl lle can not make the proper
grammatical adjustment and is sincerely surprised when he discovers

that he has been looking for ''Volkov'' who is his old friend. It is then
casy for Timofey to fool his master by his 'nebylitsy' about the

roundness of the Larth due to boars from Kiev and about eagles with

bears' paws. [Lven the main theme of the story (which is based on the

legend about an animal whom nobody has seen but who has calf's teeth)
exploits a pun: tie inhabitants of the city 'Bezversk' claim that the
name has originated from a legend recorded in old church books by the
01d Russian aorist ‘e zver'", not from the concent of 'bezver've'.
The comic of the language (cf. also the false etymology in folk fashion
. 22
in "lis-gubernator' instead of ''vits-gubernator'")™ " nroduces a pleasing
humorous effect together with a folk tale-like enchantment brought
about by the absurdity of the situation.

But besides this aesthetically pleasing tyne of humour, all
stories after "U Gorelogo Pnva'’ contain a stream of the grotesque, which
corresponds to the themes of evil, decay or degeneration. In "Kruloyarskiy
Zver'' the agreeable adventures of Pavlik contrast with his often re-
pellent behavior and sexual abnormality. The grotesquec element
penctrates the composition of the story (vide Pavlik's obsession with

imitating animal sounds and behavior, his preoccupation with the dog

Abid., p. sa.

22
““Ibid., p. 72.
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and especially hints to his hallucinations of smell prepare the final
scene of domination of the animal element over Pavlik). This line
through composition has its subtle accompaniment in the grotesque note

of secondary episodes and imagery. This instance of the device of

.

"antithetic surprise' for example, plays with the motif of death:

[IaBauK NpAMO ¥ moumes TylLa, The
BUJIHEJNAaCh KDaCHaf Tyulda, ¥ OCTaHOBUJICH,
KoT'Za YBUILEJ ¥ IOEAJ: He 000JLDpaHHas
Jleny BuUIHeNacCk €My, & KOpPORBa Ha

IBepu kynue lnMiapHOro, XpacHas, 0e3
I'0JIOBH,

23

The pleonastic 4i1j ~up of bloody details is in a grotesque contrast
! piling . i Y § q

with the homeliness of the butcher's behavior among the carcasses:

Tyr xe Bucesa CBUHA, Oeyafd, Kak
XVBafl, TOJALBKO C BHIIOTDPOMEHHHM
OpoxoMm, Y Hnopora JaBKU BaJAIUCh

IBa OKDPOBaBJEHHHX KOPOBBUX pOr'a,
Cam [InabHBIM, MACHWK, XOpOMUH
3HakoMu#t [laBnvka, cuIesJ 3a CTOJUKOM
MEXIY KPacCHHMX TymaMu M IIuJ 4Yai,

24

(n.b. Prishvin's assertion that if it were not for the disturbing detail

of a disemboweled belly, the animal would look '"alive').

Pwid., p. 84,

Ibid., p. 84.
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In "Ivan Oslyanichek' this dream-like grotesque is still more
prominent. ‘!otifs of death, violence and sexual perversity take turns
with scenes of natural beauty and peacefulness. The initial technique
of contrast between conventional expectations of a situation and the
actual situation is often conterminous with extremes of human behavior
or rather with the subconscious stream in it. Although the influence
of symbolism, and especially Remizov in this respect, is undeniable,
even these episodes evolve primarily from the earthy folk type of
grotesque. Thus a "muzhik' on his death bed is preoccupied with providing
for an lionourable "pomin' of his soul here on earth rather than for his
salvation. lience he deprives of life another living creature, while

himself near death:

I'ypbru, yxe NpHULCTHBOUCHL, JEXa,
no#iMar pPYyKOK 3a YIKO [IOPOCEHKA,
NONPOCHJ HOXHK ¥ 3apesal.

-~ JloMAaHUTEe MeHs!

25

Analogically the episode of Marfa's abnormal concention reminds
one of the many erotic folk tales as they are recorded in Onchukov's
collection e.g. '"Pon telyonka rodil''. The influence of the popular
erotic note in humor certainly has to be mentioned together with the

Remizovian element in Prishvin's stories.

25‘ 2 . . ) . 1 A\l
M. M. Prishvin, "Ivan Oslyanichek", Zavety,(lSlzzho. 2,



The stories "Krutoyarskiy Zver'"™ and "Bab'ya Luzha' are
most ironically tuned because they are chiefly focused on one hero.
A derosatory attitude to the ''popy' can be found besides in "Bab'ya
Luzha" also in the account of flowers in '"Ptich'ye Kladbishche'':
"Popy belyye, lysyye, s otvislymi usami, bog znayet zachenm stoyat”,26
the '"postnyy monashek' in "Krutoyarskiy Zver''" is treated more
synmpathetically. 1In "Bab'ya Luzha'" the hero Father Peter is introduced
in a pejorative tone by the narrator and further ridiculed by the whole

account of his hallucinatory obsession with mushrooms. Moreover, the

imagery of the story ironically treats monks by comparing them to stumps:

IIHr cToAT BO3Je M3GYUWKU UYeDHHE,
KaK MOHaXHU,¥ MEeXIY HUMM CBOH
UIyMeH eCThb, TOXe UYepHHU, HO
IJOTHHH. s » Ha HIrymeHe - nHe
NOUEMY=T0 BCer'na OJArymXu DACTYT...

27

Besides priests it is the desenerated aristocracy (cf. the folk
pun in the use of the constant epithet 'blagorodnyy' for the idiotic

princein '"Ivan Oslyarnichek") and the merchants that are almost alwayvs

. " : 28 : g
treated with irony. lience Lampl™ makes a correct observation, when he

M. M. Prishvin, 'Ptich'ye Kladbishche',(Soch.), Vol. IV, p. 100,

M. M. Prishvin, 'Bab'va Luzha',(Soch.), Vol. IV, pn. 120

N ra g .
I, Lampl, Das Frihwerk M. Pr15y1§§3(h10n, Verlag Notring, 196?,
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says that Prishvin mostly shares the peasant's attitude in dealing with

the class structure of the society.

Summary

In this chapter we have shown that the devices typical of
Prishvin's style (especially various forms of parallelism) are used also
for comic effect. In its mode Prishvin's humor is '‘zhiznelyubivyy" and
"zverolyubivyy".

In his critical attitude to social classes he is closest to
Leskov, his treatnent of figures with inclination towards caricatures
recalls Gogol's works, while the grotesque episodes show the impact of
Remizov. The mood of Prishvin's humor ranges from serene happiness to
absurdity and grotesqueness. But his absurdities and grotesques are
primarily related to the nonsense and controversy rooted in everyday
life. After all, it is in reality, that one can see a butterfly being

eaten by a spider and Prishvin has remarked after such an incident:

He sicHO s, YTO npupona HUKAK
He I'apMOHMYHa, HO B Ayme YeJoBekKa
poxgaeTcsa YYBCTBO TapMOHHH, PaLOCTH,
CYacCTh,.

29

29”. M. Prishvin, Nezabudki,(Moscow, Izdatel'stvo Khudozhestvennoy
Literatury, 1969), p. 22. ~—



CHAPTER VI

CONCLUSION

We have analysed four aesthetic effects of Prishvin's prose,
which we regard as prominent for his early writings: the attempt at
achieving homogeneity of the narrator and his material, vividness of
image, mystery and humor. Now we would like to summarize our findings
and to consider Prishvin's place among his contemporaries.

Prishvin's early travel sketches, the early stories and a part
of the novel Kashcheveva Tsep' document the lively interest of the
author in stylistic experimentation. Ilis sensitivity to the aesthetic
properties of the Russian language awakes in hin an interest in colloquial-
popular speech, in folklore and in the stylistic experiments of his
contemporaries, in particular Pemizov. The choice of genres and
narrative techniques during this carly period also pose some basic
problems for Prishvin's prose.

Lampl rightly calls Prishvin one of the most subjective Russian
writers,l but his explanation of the author's striving to hide his
subjective "I' is not quite accurate. Very often in his comments on
the art of writing Prishvin states that he would like his depiction of a

situation to bear tracesof his personal perception. The most obvious

1 : . - (10 T
H. Lampl, Das Fruhwerk M. Prisvins,(Wien, Verlag Notring, 1967),

Bl it

p. 78.

104
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way of conveying his attitude is the ''skaz' technique. But Prishvin
looks further for a method, which would capturc his perception of a
situation without making it his personal account. Thus he becones
involved in experiments with subjectivization of narrative (as we saw
in Chapter II) and with emotional and representative properties of
language (observed mainly in the story "Ptich've Kladbishche). le
attempts to evoke the mood of a situation indirectly.

The search for an indirect manner of expression, subjectivity
and the exploration of the evocative and suggestive nroperties of
language point to a kinship of Prishvin with the symbolists. As the
author himself acknowledges, he was strongly interested in Remizov's
experiments. Prishvin's early stories show some thematic tribute to
Remizov (the themes of mental and sexual abnormality, sadism, religious
themes, triviality of life). Also the art of crossing the plane of
reality to irreality is similar to Remizov's manner. Like Remizov,
Prishvin uses the figure of antihero (in '"Krutoyarskiy Zver'', "Bab'ya
Luzha', "Ivan Oslyanichek'), but his grotesque humor is more sympathetic
to the main figure than Remizov's is. While Remizov's setting is chiefly
the city, Prishvin favours the country and nature. Although Prishvin,
as we see, was open to the modernist trend to some extent, his main
interests are rooted in non-urban cnvironment and thus the atmosphere
of his writings is less gloomy. The appreciation of nature and man in

it

]

ives Prishvin an optimistic outlook on life. Illis racy humor

is, after all, what distincuishes his work from Remizov's the most.
b b (&
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Remizov's chief influence on Prishvin is apparent in the
composition and language of the lattergworks. The subjectivization of
the narrator is often used by Remizov. The genres and style of old
chronicles, legends and fairy-tales as well as spoken vernacular
expression are thoroughly explored by both writers. Although in the
conposition and thematic build-up of his works Prishvin does not match
Remizov, in his playing with the Russian language he shows  genuine
talent.

In the composition of his works Prishvin anpears to lack epic
perspective. Iie attempts to work in a manner of folklore by endowing his
episodes and smaller structural units a considerable semantic independence
and apnlies to then the principle of additive composition, used in
folklore. Thus, he is using a similar method to that of the pocts of
poetism and surrecalism. Illost successfully it is applied in "Ptich'ye
Kladbishche', as discussed in Chapter IIT and V. But while following
sone of the methods of folklore, Prishvin does not follow others: e.g.
he does not follow the line of a constant epic nrogress necessary in the
tale and he deprives his work of simplicity and easy comprchensibility
by overloading it with metaphors, metonymies, epithets, figurative
appositions, suggestive rhythmical patterns etc. This makes his prose
very figurative and rhythnical but often pushes the content into the
background beyond comprehension.

Prishvin strove to imitate the lightness and charm of folklore

as we have mentioned in the introductory chapter. But in his ex-
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ploration of devices he does not linit himself to selecting sufficient
to be decisive for his style and consequently fails to remain simple
and light. Neither is he able to adjust his language to a psychologically
more complex or more extensive prose. lle does not succeed in giving such
subtle speech-characteristics of personages as is 'natural' to Chekhov.

Prishvin must have perceived a certain artificiality in his mode
of writing. lle does not return to the experiments of his early writings
in his later prose. It is undeniable that his exploitation of the lively
Russian vernacular is a great achievement. In that he follows Remizov's
attempt to free Russian syntax from Latin and French influences and to

o

return it to its natural quality.” Thus he achieves a liveliness and
freshness of expression, which is appreciated and sought by progressive
Soviet writers. Ilis later works, although less inventive thematically
and structurally, are valuable mainly because of his language.
But even towards the end of his 1life he feels that the gap between the
impact of oral poetry.and literature is impossible to surpass ., As he

wrote in his diary of 1951, three years before his death:

Ilotromy, BUIHO, ¥ Ha3HBAEeTCA yCTHaA
1I0B3vA CKa3xkoilf, 4YTO He HAIUC3HAa O0HA,
Kak Tenepb A IUmy, 2 CKa3HBAXACh,

M noromy, HaBepHO, Tenepb MHE
KaXeTcs 9Ta cKazxa XpujaaTod u
CBOOOJHOW, UYTO s BCK XHU3Hb YYUICsH,
O4YeHb TPYZLHJICA HAL TeM, UYTOOH Tak
JEerko, NMDOCTO U CBOOOJNHO NUCATH,

KaK OHO IIDpeXIe CKa3WBaJoChb. BC

5
< G ; LV .
‘As noted by irsky, H. Lamnl, Das Frithwerk 'l Prlsylns,(hlen,
Verlag Notring, 1967), p. 314.
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XM3Hb A CTPEMUJCH K TOMY KW BCE-TakKH
He MOT Oo0paTHTh JNC KOHIA POLHOE 3TO
CJIOBO B Ty MY3HKY, KaXafA MHE CJHMUTCH
B peY¥® NPOCTHX Joie# Ha monax, 4 B
Jecax, M Ha yJaunax O0JbHHMX TOPOJOB,
¥ Ha Oeperax mope#, M y IPOCTHX
JEePEBEHCKUX KOJOJIIEB.

3

3 . .
M. M. Prishvin, '"Drug Che].ovel:a",(Soch.), Vol. IV, p. 619,
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