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CHAPTER |

INTRODUCTION

Tolstoy’s “Story of a Horse” stands as an anonaathong the author’s collected
works. The time span from inception to publicatithe variations of genre and plot
devices and the horse-as-narrator are all elem@ntaé crafting of the short story. At its
core, howeverkKholstomers a didactic work; meaning that Tolstoy's primptypose in
the creation of this work is to offer it as a metdmsugh which he will instruct the
reader. The moral implications of property, auttyprlass, value, and labor are prevalent
in the work, and the very nature of didactic fiati@quires that these be as transparent as

possible in order to be accessible to all.

The scope of this essay will not be concerned whht these issues aas such
but rathehowthey are constructed within the story. To this éhd,study will be divided
into two sections. The purpose of the first sectibthis essay will be to establish a
general framework and provide necessary prior méiron, and will be divided into
three subsections: the first being to place thewéhin its Biographical/Historical
Context. The second will be General Consideratiaisch will outline the basic devices
used by the author in constructing the story. Thikthen inform the third section, my
Methodology and Approach to the text. The secontigroof this essay will be

concerned with an analysis of the text itself.

Biographical/Historical Context

Kholstomemwas begun in 1863, but not published until 1886Gpoagh the germ
of this idea was present well before. Boris Eikhamh states that, “As early as May 31,
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1856, soon after finishing “‘Two Hussars’, Tolstaote in his notebook: ‘I would like to

write the story of a hors&’

The main idea for the plot #tholstomeritself, however, belongs to M.A.
Stakhovich (whose death in 1858 prevented hisngriit), and is the reason Tolstoy’s
short story is dedicated to him. Stakhovich’s (ktdr Tolstoy’s) story of a horse was
based on fact: “In the early 1850s | became intecei the stories old horse breeders
told about the extraordinary speed of Strider whahe early 1800s, went 426 meters in
30 seconds at the Shablovsky races of Count A.@v&@hesmensky in Moscow. When
the Count died, the German riding master who wasagiag the stable of Countess A.A.
Orlova gelded and sold Strider because he wasldiebd because of his large spots....
After a long search | finally was able to estabtisat Strider was a nickname given by
Count Orlov to a black horse, Muzhik the First, otiBaba by Lyubezny the First, born

in Khrenov stable in 1803 and gelded in 1812”.

Beginning in the 1840s, the horse theme in Rudgenature was beginning to
gain popularity. It occasionally would have so@aértones, but the theme was not
limited to this. According to Eikhenbaum, “the hefsyure frequently appeared in the
literature of the 1840s as part of current languagkeveryday life”; he goes on to cite

excerpts from Gogol'®ead Soulstwo titles by Turgenev including the chapteNoates

! Eikhenbaum, BorisTolstoi in the SixtiesTrans. Duffield White. Ann Arbor: Ardis Publistser1982. Pg.
91.

2w pg. 91,



of a Huntertitled “Lebedyan®, and earlier completed works by M.A. Stakhovich as

evidence of this trend.

By the 1860s, the obsession with horses and tleedtipure breeding had grown
and assumed more overtly political overtones. Pitddaquoted by Eikhenbaum, states,
“Human physiology is very close to the physiolodyadiorse: breeding means a lot.... A

human being is just the same: the higher born itésnobler his feelings aré.”

The literary and the political, the metaphoricad @ime actual are conflated in the
1860s using the horse trope. This tendency wasaalspted by Tolstoy, who in a letter
to Afanasi Fet in 1865 says: “You will have to ratess the carriage, and shift your
“Yufanizing’® from the shaft to the outrunner; your thought gadr art have long since
moved over to the shaft horse. | have changed mgeB@round and have been travelling

much more smoothly” (99).

With this historical precedent in mind, Eikhenbasiates that the idea of
Kholstomerwith its uniquely Tolstoyan ethos “appears morentbanventional; it is

almost trite”.

Everything was prepared for the transformation obaventional
linguistic association into a metaphorical subjeearranging the terms of
comparison so that the secondary becomes the yjinfiar the transformation of
a simply figurative statement into an instanceedthetic distancingoétranenig,
and for the transformation of an anecdote into sbimeg edifying, a didactic epic

3 It is possible that this chapter of Turgenev'sa@ming the description of a horse fair and horading —
and by extension Turgenev himself -- could be geailof satire in Tolstoy’s story of a horse.
Kholstomer's first racing partner is Swareped) who, “went well, but all the same he was showafffg
and had not the exactitude | had developed in rfiysehich could be a reference to Turgenev or hisky

* Sixties,Pg. 98. In his “story of a horse”, Tolstoy will ekreat care to dispel this prevalent notion.

®“The meaning of this advice”, Eikhenbaum statésttat Fet should give up his estate management
(“Yufanizing’) and return to creative writing.” P§9.
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(poema or a fable.... In Tolstoi, of course, the horse waappear not so much
in comparison to man as in opposition to man, feithg his usual (and in this
period particularly emphatic) juxtaposition of n&tand civilization. The whole
cycle of Tolstoi's works in these years (beginnmmith “An Idyll” and The
Cossacksand ending with “Polikushka, “Strider,” “The Decbrists,” and “The
Infected Family”) is a struggle against social ttes) against ideas of progress,
against historicism and in defense of the natimagriable, immutable qualities
of nature which are spoiled and destroyed by hurakations and institutions. In
this sense, the theme of the piebald gelding fisibds purposes perfectly (100).

The overplayed theme of a horse carried with myraready established
assumptions and expectations which allowed Tolsteing a variety of literary styles
and devices, to play with these commonalities wiktve in large part to give

Kholstomerits didactic vigor.
Text-Specific Considerations

The following is intended to describe and elucidhtemost prevalent literary
devices which Tolstoy will use to construct hiotstof a horse”. It is by no means
exhaustive, nor is it proposed to be. My goal is #ection is to provide a general
framework and establish common definitions forpbetics of Tolstoy’sKholstomer or

rather, to provide categories of thought for Morsqguosition:

“The right question, however, should not be whegreat art can be
didactic, but how it can be didactic; what we néaatd what formalism and new
criticism have prevented us from finding) is a peedf instruction. Only then
can we begin to appreciate Russian literaturesooviin terms ®

The purpose of this study is most definitely to ayeKholstomeron its own
terms; and in a sense, on Tolstoy’s terms alsaldl'this adequately, it is necessary to
enumerate the most dominant devices which the autitiause in the construction of the

story, and what effects they might have within ph.

® Morson, Gary SauReader as Voyeu€anadian-American Slavic Studies, 12, No. 4 (Wia&78). Pg.
466.
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The most dominant technique usedimolstomeris ostranenie which is
commonly translated as “estrangement” or “defamzation”. The story of a horse uses
estrangement to such an extent that it providebuheof the evidence for the concept
developed by Viktor Shklovsky in his 1917 esgayas TechniquélicckycTBo Kak
npuém). “Poetic imagery is a means of creating the gfeshpossible impression”,
Shklovsky asserts in opposition to Potebnia’s ‘i8rthinking in images”. It is the
impressionwhich is most important for Shklovsky, and theagest possible impression
is achieved when “perception is impeded and thatgs¢ possible effect is produced
through the slowness of the perception. As a reduhis lingering, the object is
perceived not in its extension in space, but, ssp&ak, in its continuity” (22). Taken in
this way, estrangement can be applied to nearltharywithin a text: from content and
concept to syntax and word choice. In relation atsioy, “[he] makes the familiar seem
strange by not naming the familiar object” (13).iglover, the use of a horse-as-narrator
in Kholstomeris a use of estrangement in itself, “it is thedats point of view (and not a

person’s) that makes the content of the story sadamiliar” (14).

This concept, however, has both a negative (aliegée familiar) and a
positive, orconstructive(imbuing the familiar with new meaning) connotatiehich is
used by Mikhail Bakhtin in his criticism of Shkldus “Its [ostranenie] original
definition, far from emphasizing the enrichmenttod word with new and positive
constructive meaning, simply emphasizes the negatiche old meaning.... Tolstoi

does not admire a thing that is made strange. ®odhtrary, he only makes it strange in

" Shklovsky, Viktor.Russian Formalist Criticism: Four Essaysd. Lemon & Reis. Univ. of Nebraska
Press, 1965. Pg 8.



order to move away from it, push it away in ordeput forth the more sharply what is

positive: a definite moral valué”.

This polemic is easily settled within the text, lewer, as both the positive and
negative aspects are used by the author. The tgress” with which the piebald
gelding is described in the second chapter of iy $s meant to add an empathetic
quality through alienation. It is intended for fieader to change his perception regarding
the old, ruined horse and instead of disgust t@fmecendeared to him. Conversely,
Nester’'s unexpected violent act in the beginninghapter two is made strange so as to
be unintelligible, and therefore more reviled bg teader. Also relating to (and working
with) the depiction of Nester’s violence toward fhiebald gelding is what Justin Weir

terms “The Alibi of Narrative”.

Essentially, the alibi of narrative is a way in waiiTolstoy is able to resolve
fundamental contradictions, such as, “when Tols&gbrates fidelity in vivid stories of
adultery, or cherishes the innocence of childhopcepeatedly dwelling on its losS"As
outlined by Weir, “A narrative alibi works in twoays. In its simplest sense, it can be a
story that exculpates, removes blame or transéssonsibility....” And secondly, “A
narrative alibi can also be a story that usesdbe lof the wordalibi, which literally
means to be ‘elsewhere’. An alibi here is a mednirgpsence, a place in the text where
one is supposed to notice that the author has palpbypassed or concealed an
important aspect of plot” (1-2). The second deifimitis more appropriate here in

describing the horse-herd’s “unexpected” actionawas the gelding. The seemingly

8 Bakhtin, Mikhail; Medvedev, PaveThe Formal Method in Literary Scholarshifrans. Albert J. Wehrle.
Baltimore: Johns Hopkins University Press, 1978. 69.

® Weir, Justin Leo Tolstoy & the Alibi of Narrativé/ale University Press, 2011. Pg. 1.
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omniscient narrator describes thessibilitiesof Nester's motivation, but never the
motivation itself. The horse-herd’s true intenti@me purposefully obfuscated as a way to
estrange them while simultaneously drawing attentoothem. Also of use in
understanding the narrative alibi and its relatmestrangement is Thomas Seifrid’s

articleGazing on Life’s Page.

While the alibi of narrative draws the reader’®ation to things that are omitted
or unseen, Seifrid’s article focuses on the wawlich the reader’s attention is actively
drawn, citing Morson’s assertion that “Tolstoy draw.. distinction, between the noticed
and unnoticed™® To reinforce this position, Seifrid cites Platalfegory of the cave,
“(which is known to have affected Tolstoy [Orwin8]2.. whether the cave’s inhabitants
come to know higher truths depends entirely on hdrethey see real things in the light

of day or mere shadows?.

The epistemology of fiction, especially didactiction for Tolstoy, will be one of
unveiling the Truth. Though contradictory, the alkegoal ofKholstomey actually, of all
of Tolstoy’s didactic fiction is “the gradual remaof covers from a preexisting truth

that needs only be revealed, not created” (440).

In connection with this unveiling is Morson’s coptef Absolute Language. He
defines absolute language as a phrase which “dutesay; it is a saying. Admitting no

authorship, it condescends to no dialogue. It ¢dwn loe cited and recited. When spoken

19 Morson, Gary SauHidden in Plain View: Narrative and Creative Potiet in ‘War and Peace’.
Stanford University Press, 1987. Pg. 200.

1 Seifrid, ThomasGazing on Life’s Page: Perspectival Vision in TojsPMLA Vol. 113, No. 3 (May
1998) Pg. 437-38.



it belongs to no one; when written it is Scriptute”Akin to this is the statement, “The
hero of Tolstoy’s story is Truth, with whom only {tee author) is acquainted” (43). To
convey the importance of this revelation, of Truths necessary for the reader to be
implicated in it. This is one of the most fundanamiomponents of didactic fiction.
Absolute language will allow Tolstoy to make aseerd that are above reproach. A
prime example as regart$iolstomeris the passage which premises the description of
the piebald gelding. It is important to note thas toccurdeforethe description of the

horse, and therefore acts to set the tone forghéear’s reception of him:

Old age is sometimes majestic, sometimes uglysantetimes pathetic.

But old age can be both ugly and majestic, and)éhding's old age was
just of that kind. [7]

In The Reader as Voyeuvlorson outlines the reader’s role in didactitidin.
The reader of Tolstoy’s fiction, in a sense, idaracter in his fiction. “These fictions
therefore work by morally implicating the readettwe experience which is in process as
he reads that very fiction. The reader of the st®gulpable because he is a reader of the
story.”? In a didactic work, the reader’s expectation ketainto account, and is integral
to the story. At times, these expectations abaibtitcome of events (e.g. that a well-
bred horse will lead a pleasant life) are thwartgdythers, the reader’'s assumptions (e.g.
that which is pleasurable is also good, as indnedwner’'s and Serpukhovskoy’s case)
are either defied or mocked. As Morson statesut3tred as patterns of violated
expectations, they first ask us to read them esalitire and then lead us to reject the

conventions on which such a reading is based;@adtructure implies that they rely on

2 Morson.Hidden.Pg.9.

13 Morson.ReaderPg.467.



those conventions every bit as much as Turgenewksao. Tolstoi's fictions are
deliberately paradoxical, and we can only appreaabaradox if we already hold beliefs
that the paradox challenges” (467). The power dadhic fiction, says Morson, is its
seduction, which still plays with the reader’s estpéion and assumption, but also

requires something of him:

[The author] realizes that fiction is an effectmeans of seduction
precisely because it is defined as counterfacaglpnly a story;" and so we
willingly make ourselves into its implied audieree we might not when listening
to a sermon. For the duration of our reading, wepsnd our beliefs (not just our
disbelief). We allow our expectations to be shapetby what we think about the
real world, but by what the author tells us of Ni& give up metaphysics for
genre, exchange principles for conventions (467).

These conventions are not the only ones presdthatstomer but they are the
most prevalent, effective, and distinctive of Toystand will greatly influence my

approach of the text.
Approach

Having briefly outlined the historical circumstascsurrounding Tolstoy’s
Kholstomeras well as the general and most prevalent dewattsytion will now be

directed to how these considerations will be apjpicethe text itself.

The first and most conspicuous problem of any @gqgdn to literature is the
common “divorce between stylistic analysis and Idgizal critique”* This problem can
also be more easily understood as a problem betfeesrandcontent To merely
analyze the text in terms of its formal constructwould be to neglect theauseof the

short story, which was the author’s writing of artvmeant to persuade. Likewise, to

14 paton, Fion@8eyond Bakhtin: Towards a Cultural Stylistics. @gk EnglishVol. 63, No. 2 (Nov,
2000), pp. 167.



emphasize the ideological content would be to émtys on thentended effectsf the
“story of a horse” as | see them, which would asstmat thevork itselfis secondary to
its purported ideology. My goal in studying Tolswiholstomelis to see the ways in
which the style, or rather, how the method of wgtcan act as a means of conveyance
from cause (author) to effect (audience). $tyde which combines form and content to
producemeaningwill be the primary object of study in this ess&@g.achieve this end,

literary poesis will be emphasized over theory.

The intent of this approach to the poetic&bblstomeris not one concerned with
novelty or discovery, but instead of exploratioheTproblem which arises in the pursuit
of the new is “a limited view of any work in whithe novelty is sought™ Discovery is
impossible without exploration; and the goal of finesent study is one of understanding.
| use the term “literary poesis” instead of “préxs emphasize the open-endedness of
this exploration for understanding; it islaing not amaking The following statement by

Lotman perfectly summarizes this position:

The word “understanding” is insidious. One canraptorming the
impression that it is a one-time and exhaustivewaaderstanding seems to imply
final and unequivocal knowledge. In reality, howeveis a path into infinity; and
honesty would require indicating the degree anéation of its approximation.
Understanding can be imagined as a net of intexpoets and translations of
varying degrees of approximation. It is exactlyitimeimbers and their mutual
contrastiveness that determine the level of undeding™®

In analyzing Tolstoy’'«Kholstomer] intend to explore — and in so doing gain a
greater approximate understanding of — the waysghich the mechanics of didactic

fiction are designed to create and convey meaning.

15 Alexandrov, Vladimir ELimits to Interpretation: The Meanings of Anna Kiirea. Madison: University
of Wisconsin Press, 2004. Pg 7.

18 Alexandrov.Limits. Foreward.
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Methodology

To achieve this end | will mostly apply both thednetical and lexical descriptive
stylistic methods, insofar as | will explore hovethocabulary and syntactic structure
work in tandem to create significance, and howeltaen apply to the plot étholstomer
itself. In relation to this, much of my study wéllso be concerned with Tolstoy’s
syntagmatics and paradigmatics. Since this isdiestn by contrast, | will often

juxtapose the original Russian text with the Maadd/or my own translation.

If we accept Seifrid’s position that Tolstoy’s g@ahis fiction is one less of
creation, and more of uncovering; and since theadlvgoal of didactic works is to
inspire revelation in the reader, then my goahm $tudy oKholstomeris an
investigation of how, or rather, the ways in whiblk author reveals the Truth through
narrative. There is a chronological component s ihsofar as the story unfolds as it is
being read, and it for this reason that my studyfaliow the plot of the story. The scope
of this essay intentionally limits the subject tfdy to only the final, published text

itself.

Literature cannot be reduced simply to its devidé® theoretical analysis of
particular forms in Tolstoy’s writing is not necasy productive, and under certain
conditions can even undermine the work itselfs Itor this reason that | have chosen the
text as the primary object of study — the praxithefstory ultimately outweighs any
theoretical considerations. In his “story of a ledyJ olstoy was not interested in the
literary tropeas suchbut rather its use as a means to an end. Wghrthmind, it is these

means which | intend to study.

11



CHAPTER I
TEXTUAL ANALYSIS
Title

The first problem which appears in TolstdyStory of a Horse” is the title itself.
Although it is most commonly transliteratd¢holstomerhas also been translated as
Strider, The YardsticlgndThe BachelarSince each of these titles carry with them

important connotations as regards the story its@uld like to now address them.

Kholstis typically translated into English aanvas “a simple, coarse fabric or
thick cloth”. It can also be defined s, a unit of measure for linen. Finalkholstcan
be interpreted as a shroud, as in the ididifoph MHe oA XOJACTHHKY, O] XOJICT, B
moruiy. (It is time for me [to be] under the canvas, [to helder the canvas, to the
grave)” '’ As regards the titleStriderandYardstick the second definition dtholstas
“lea” seems most apt, and evidence for this intggtion comes from the story itself
when the gelding says, “I was nicknamed Kholstobyethe crowd because of my long,
sweeping strides. And again later when Serpukhoyskates, 9to 6b11 chiH
JIro6e3noro nmepsoro, Xoncromep. Xoiactel Mmepsiet. (This was the son of Affable I,
Kholstomer. He measures lef$as a long stride]’*2 In relation to this, it most logically

follows thatmeris a shortening of the noumera(measure).

Y Dal’, Vladimir lvanovich, and Jan Niecislaw Baudiode CourtenayTolkovyi slovar zhivogo
velikorusskago yazyka Vladimira Daly&ol. 4. St Petersburg: M.O. Volf, 1909.

18 All citations of the original text are from tfRolnoe Sobranie SochinerfiComplete Collected Works),

90 vols. Moscow: Khodozhestvennaja Literatura. 1928 continuity, translations are from Maude, and
modified for accuracy when necessary.
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However, Tolstoy's wordplay becomes apparent mpudiovskoy's next
statement, Ero 3a nexxuny otaanu ¢ XpeHOBCKOr0 3aB0/ia KOHIOLIEMY, a TOT
BBIXOJIOCTHII U ipojai Oapeiiauky (He was given to the Khrenovsky's equerry because
of his piebaldness, then castrated and sold toraendeale).” Here Tolstoy juxtaposes
kholstwith kholost,which can mean both “geld, castrate”, and “unmdrrigvhen
viewed in this way, the Russian warter may more likely be a truncation oferin
(gelding, which is the word Tolstoy exclusively uses iference to the horse throughout
the first half of the story. Therefore, the “unniedicastrated gelding” could be seen as a
double reinforcement of the “terrible happeningentithe entire world was changed in
[the horse's] eyes”. This opposition within théetitself will help elucidate much of the

story's plot.

The first definition carries with it many positieennotations, and throughout the
text great care is often paid to the horse's elegyaah efficient movements, which result
in his consistently outperforming the more hightized horses. The second definition is
its antithesis, a testament to the horse's shatheapricious mistreatment as a result of
his piebaldness. In this instance, however, nettlagislation is more right than the other,
but rather the antonymous nature of the #th®lstomeris integral to the plot itself: these
same positive traits of speed, dexterity, and mgitiess to work inevitably lead to the
horse “losing the best of his qualities and hallfisflife”. This conflation of positive
traits and their negative consequences will besi&d numerous times in the text, and it
is this same intentional nuanced opposition whidhfarm much of the didactic

poignancy in Tolstoy's short story.

13



Chapter One

Tolstoy's “Story of a Horse” begins with a sunri§ke story is “revealed” to the
reader in much the same way as the day is revealbih the story. Tolstoy's description
is one of unveiling; of the retreat of darknesstefporal aspect is prevalent; the
instances of the sky rising higher, the dawn sprepdider, the sickle of the moon
becoming more lifeless, and the forest becomindgdo@ll occur simultaneously. The
repetition in the first paragraph pbdnimat'sjato rise) andstanovit'sja(to become)
reinforces the idyllic nature of the scene. Thisaduces the reader to a Romantic,

pastoral setting:

Bce BbIIIIe U BBIIIIE TOJHUMAIOCH HEOO, MIUPE pacIuIbIBANIACh 3aps, Oeree
CTaHOBMJIOCH MaTOBOE cepeOpo pOCkl, Oe3KMU3HEHHEE CTAHOBIIICA CEPIl MECsLa,
3ByYHEE -- JIeC, JII0IM HAYMHAIU TIOJHUMATHCS, U Ha 6apCKOM KOHHOM JIBOPE
yalle ¥ yalie cablanock GbIpKaHbe, BO3HS MO COJIOME U JJaKe CEPIIUTOE
BH3IJIMBOC PXKAHBE CTOJIIHBIIMXCS H IIOB3IOPHBILHX 33 YTO-TO Jomazei.

This introductory paragraph can best be undergbyasiibdividing the subjects of
description. It begins with a depiction of the matwvorld, and then that of animal

activity — the rising of people and bustling of fes.

The repetition of the comparatives — higher, wiadriter, more lifeless, and
louder, respectively — reinforce the simultaneityh@ occurrences. The passage also is
one of contrast: skyngébqg contrasts with dew@sy), and the dawnz@rja) with the moon
(mesjat3. Zvuchnee lesignals a shift in perspective from the naturatldito that of

people and horses. This shift is so prominentttt@tMaude translation separates the

¥ «Higher and higher rose the sky, wider spreadddnen, whiter became the dim silver of the dew, more
lifeless became the sickle of the moon, and loutherforest. People began to rise, and in theddraise
yard more and more often could be heard snortiagtling through the straw and even the angry,Ishril
neighing of horses crowded together and quarrelb@ut something.” Vol 26. pg. 3.
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original sentence here with a period, which furtsleows the division inherent in the

passage.

It is in relation to this semi-chaotic depictidrat the authority of the horse-herd
Nester is introduced. Immediately this authoritasserted by his threatening the filly
attempting to push through the gate, the whip harsvalmost ceremoniously across his
shoulder, and the saddle and bridle which he cariithough most horses treat this
authority with affected indifference, “giving thpearance that it was all the same to
them”, there is still an undercurrent of dissensarich manifests itself in the dark-
brown mare who “lays down her ears and quicklygurar back [on Nester]”, a
threatening gesture implying she may be prepanrgdk. The gesture succeeds, and the
horse-herd leaves to fulfill his other duties, bat before shouting “still louder and more
terribly” to assert his prominence.

It is here that the protagonist is first presenteid interesting to note that the first
quality which is attributed to him — and also ofi¢he highest Christian virtues — is one
of negation. The “piebald geldingpé€gii merir) is not described explicitly as being
patient, but as being theast impatiendf all the other horses. Introducing him in this
way affirms not only the positive quality of histganceas suchbut also morally exalts
the piebald gelding above his peers. Instead dfibgsthe piebald gelding idly licks a
wooden post. What follows is a prime example okimy}'s “alibi of narrative”; that is,
something toward which attention is drawn, butrtteaning of which is intentionally
obfuscated: “It is unknown what kind of flavor thebald gelding found in this [oak
post], but his expression was serious and contdéwmglahile he did it” (4).

The third-person narrator willfully denies himselaind by extension the reader — access
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to the horse's thoughts. This scene leads to ennttanced opposition: that of “brooding
simplicity”. The horse acts simply, but thinks dgejand this juxtaposition between
deeds and thought will be stated explicitly by #u¢hor later in the text.
The scene that follows, in which the piebald gajds saddled, is also of note.
HCCTep IIOJIOXXHUJI Ha HCTO IIOTHUK U CCJI0, MIPUYCM MCPUH IMPUIIOKUIT
VIIIH, BBIpaXkasi, TOJDKHO OBITh, CBOE HEYIOBOJIBCTBUE, HO €T0 TOJIHKO BHIOPAHIIIN
3a 3TO IPSHBIO U CTAJIM CTATUBATh NMOANPYTH. [Ipy 3TOM MEPUH Hanylcs, HO eMy
BCYHYJIHM TIQJICI] B POT M YIaPHJIM KOJICHOM B )KHMBOT, TaK YTO OH JIOJDKEH OBLIT
BBINYCTUTH AyX. HecMoTps Ha TO, KorJa 3yOOM MOATATUBAIM TPOK, OH €IIe pa3
MIPHUIIOXKWIT YIIN U JAXKE OITIAHYIICA. XoTs oH 3HaJI, 4YTO 3TO HE IIOMOXKET, OH BCE-
TaKy CUMTAaJl HY>KHBIM BBIPA3UTh, YTO €MY O3TO HCIIPUATHO U BCCTAA 6y,£[€T
MoKa3bIBaTh 3T0. Korga oH ObLT Oce/iaH, OH OTCTAaBHJI OTUIBIBIIYIO ITPABYIO HOTY
U CTal KCBATb yAuJia, TOKC I10 KAKMM-TO OCO6€HHBIM C006pa)KeHI/I5IM, IMOTOMY
YTO MOpa eMy OBLJIO 3HATh, YTO B yIUJIAX HE MOXKET OBITh HUKAKOTO BKyca.20
Before addressing the passage as a whole, | viigelfirst to draw attention
specifically to two problematic words. The transatof the Russian wordrjan’ as
“good-for-nothing” is not entirely apt. Literallyhe word means “trash, refuse”, it can
also be used to describe an inferior commodity;\when applied to an animate object,
while “good-for-nothing” is technically correct,dltonnotation is more negative. The
second is found in the passage, “At this the geglthlew himself out”. Whilenadut'sja
can mean “to puff up, to fill out” it also has thgurative colloquial meaning “to pout,

sulk”. The latter would seem to be a more appré@meaction to having “the girths

tightened”.

2 «Nester put the saddle-cloth and saddle on hird,this caused the gelding to lay back his eardaity

to express dissatisfaction, but he was only callégood-for-nothing" for it and his saddle-girthene
tightened. At this the gelding blew himself outf buinger was thrust into his mouth and a knedainit in

the stomach, so that he had to let out his bréatpite of this, when the saddle-cloth was beingkted

on he again laid back his ears and even lookeddrotimough he knew it would do no good he considered
it necessary to show that it was disagreeablentodnid that he would always express his dissatisfact
with it. When he was saddled he thrust forwardskisllen off foot and began champing his bit, tlis for
some reason of his own, for he ought to have knoyhat time that a bit cannot have any flavoualat

Pg 4.
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Through the use afstranenigethe saddle is depicted as a sort of torture @evic
The piebald gelding understands this, and presemtsd complaint for which he is
scolded and has his straps tightened to such antexs to be constrictive, which is
evidenced later “[he] sighed as far as the tighdesieap allowed” (5). Nester is not
named explicitly in the saddling, making the scdrs# much more visceral, “a finger was
shoved in [the horse's] mouth and a knee hit hithénstomach so that he had to let out
his breath”. Although powerless to prevent his gesaddled, the piebald gelding still
deems it necessary to “express that it [is] ungle® him and would always show this”.
The way in which this scene ends forms a negatwallelism. The positive qualities
associated with the gelding's idly licking the weadgost are contrasted against his new
constraints, and the narrative alibi is here emgdioly the opposite effect. Whereas it was
unknown what flavor the horse found in the oak pimsplying that there must have been
something pleasant in the experience, he chewsehit because it was “shoved in his
mouth”, and the unpleasantness (or at least néyjraf his new situation is reinforced
with, “he already knew, that in bits there cannetany kind of taste”.

After this, the narrative focus shifts from thetpgaular to the general, and situates
the piebald gelding and Nester in relation to #s of the activity surrounding them. The
intimation of the gelding's thoughtfulness and Bigyuis further reinforced when, after
Nester is seated and jerks the reins, “The gelkfitegl his head, to show his readiness to
go where ordered, but did not move. He knew thédrbestarting there would be much
shouting and that Nester, from the seat on his,b&okld give many orders to Vaska, the
other groom, and to the horses” (5). This desaipélso serves to satirize Nester's

authority by diminishing the action to simply yallj at Vaska and the horses. The reader
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is cursorily introduced to Vaska, who is only désed through narration as being angry
(serdity) and sleepyzasypannyi and through Nester's admonitions, “Where are you
going, you devil?* Now then! Are you asleep?”

This authoritarian relation between Nester ank&as then paralleled among the
horses. The “young impudent fillyh{olodaja kobylka-shalun’)ais contrasted against
the grave, aged, Zuldyba, ahead of whom she ddneinoln this short passage, Tolstoy
has now delineated two specific spheres of actitlity peasant, which occupies a higher
position than the equine. Nester holds supremenatittthus far (until the introduction of
the owner), having reign not only over the herd,duer Vaska as well. The horses,
moreover, have an implicit social hierarchy of th®vn, one which even the young and
impudent respect.

After the herd is led through the gate, the naveaiakes a more somber tone. The
once animatedoghivliennyj enclosure becomes sadly deserfezthal'no opustgl the
rootmyct- (empty/devoid) will be reiterated twice more Imstpassagerfon nmyctsiMu
Hasecamu (Under the empty awningsand in regard to the scene as a wholea “
kaptuHa onyctenus (this picture of emptinegsall of which (again) onlypossiblyhas an
effect on the piebald gelding. The depiction of geéding which follows reiterates this
sombre mood:

OH MEIOJICHHO, KaK 6]:1 KJIaHAACh, OITYCTUJI U TIOAHA I'OJIOBY, B3HOXHYII,

HACKOJIBKO €My ITO3BOJISI CTAHYTBIN TPOK, U, KOBBUISAA CBOMMHU IIOTHYTBIMU
HEPaCXOAMBIIUMHUCS HOTaMH, TOOpe 3a TAOyHOM, YHOCS Ha CBOEH KOCTJISIBOM

% The Russian word used hererésuoii (lesho), or wood-goblin. According to V. V. Adamchik's
“CnoBaps crnaBstHckoit Mudooruii "[Dictionary of Slavic Mythology], “In the mytholgy of the Eastern
Slavs, an evil spirit, the demonic embodiment effibrest's enmity toward humans. Acting as a rolehe
forest and its inhabitants, it often has featuesembling a beast with horns and hoofs. Accortiing
legend, théeshoiwas able to appear in the form of a stallion, himgdman, and even a poisonous

mushroom.” Pg 348 (full entry 348-352)
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CIIMHE CTaporo He:CTepa.22

It is possible that the vekdanjat'sjacould have another meaning than “to bow”
here. It has the alternate meaning of “To extemaffier”, or the colloquial meaning, “To
cringe (before), to humiliate oneself (before)”. Mght is not my contention that this last
meaning is the more correct interpretation, | dicelve that it does provide an additional
layer of significance.

Also of note in this passage is the attention ithdtawn to the piebald gelding's
legs as he hobbles, carrying Nester on his bonl. @dey are bentpognuty) and a
compound word of the author's own invention, wibelars further inquiry. While the
Maude translation afepacxogusmumrcs as “stiff’ is probably the most accurate
rendering in English, the effect in Russian is mogre jarring. Literally meaning
“undivergent” in the infinitive, the word is herendered as a past active participle
(having been unable to diverge) and declined irptbeal instrumental case, both of
which combine to not only lengthen the word (aneréfiore make it more noticeable in
relation to the surrounding text), but also mofédalilt to pronounce aloud. The effect of
this is the epitome of Viktor Shklovsky's definitiof poetic language; “a work is created
‘artistically' so that its perception is impeded #me greatest possible effect is produced
through the slowness of its perception” (Art as iDey22).

As the first chapter closes, the reader is fingilyen direct access to the piebald
gelding's thoughts in the form of a monologue. Mo, this monologue establishes a
precedent: henceforth the narrative alibi is abelssin regard to the piebald gelding's

inner world of thoughts and impressions; or rattiexse thoughts are stated explicitly

22 «ps if making a bow he slowly lowered his head aai$ed it again, sighed as deeply as the tightiyvd
girth would allow, and hobbling along on his stffd crooked legs shambled after the herd, beatthg o
Nester on his bony back.” Pg. 5.
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within the text, as opposed to being intimatedhgythird-person narrator. Knowing with
certainty that Nester's morning habit will ineviabause him pain, the horse reasons:
“However, God is with him, and it is not news foeno suffer for the pleasure of others.
| even have begun to find a certain equine pleasutelLet him swagger, the beggar”
(5). This suffering for the gratification of othassimmediately reminiscent of Christian
sentiment, further contributing to the depictiortloé horse's moral composition.
Attention is drawn to the horse’s legs once morernd the chapter, “and carefully
stepping on warped legs, he walked down the midfitee road” (5).

Chapter Two

After having been led to the meadow to graze, &tastfetters the piebald
gelding and scratches him under the neck. Thisaditst kind act to take place within
the story of a horse, and although in reality taklipg “only from delicacy pretended it
was agreeable to him”, nevertheless he feels cdetpi close his eyes “in a sign of
thankfulness and pleasure” (6). The horse is capadii only of dissembling, but here
employs it in an affectation of gratitude outd&flicacy thereby adding another positive
quality to him. The French borrowirtglikatnostis also of note here. Having similar
connotations as in English of “fine, flimsy, or gedul”, as well as a “sensitive and
sympathetic attention to the feelings of othens'Russian the “foreignness” of this word
is much more apparent. The use of the French idhstedéis more Russian equivalents
may serve as a means to elevate the concept a¢ddegl, or to further estrange the word
from the surrounding text in order to draw attemtio it>

This kind act is abruptly halted, however, when:

% For more information on the culturally elevatedgeption of the French language in Russia, seesFige
Orlando.Natasha's Dance: A Cultural History of Rusdiew York: Picador, 2002. Pages 1-68.
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Ho Brpyr, coBepIieHHO HEOXKHUIaHHO U Oe3 BCskoi mpuanHbl, Hectep,
npesnosaras, MO>KeT ObITh, YTO CIIMIIKOM OoJiblasi (paMIIIbSIPHOCTh MOXKET JaTh
JIOKHBIE O CBOEM 3HAUCHUU MBICTH IeroMy MepuHy, Hectep 6e3 Bcsikoro
MIPUTOTOBIIEHUSI OTTOJIKHYN OT ce0s TOJIOBY MEpUHA M, 3aMaXHYBIIUCH y3/10H,
OYCeHb OOJILHO YIapUJI MPSHKKOM Y316 MEpUHA TI0 CyXOH HOTE M, HUYETO He
roBOp#, NOLIEN Ha OYTOPOK K MHIO, OKOJIO KOTOPOTO OH CHYKMBAJI OOBIKHOBEHHO.

24

There is a problem of interpretation in this pgssavhich is best indicated by the
translation. In the Maude the phrase is renderted: uch familiarity might give the
gelding a wrong idea of his importance...”. Thiples that the gelding himself is
misinterpreting his status in relation to Nesteswdver, because Nester is the subject of
this sentence, the use of the reflexive pronaiav describes the horse-herd, not the
horse. Though less pleasing and much more awkwataglish, a literal translation
might be: “Nester, assuming, maybe, that too maahilfarity could give falsities about
his [Nester's] thought's significance for (or todjathe piebald gelding...”. Though small,
the implication of this translation would be thlatdugh his kind act, Nester fears that he
would betray the fact that laetually doewalue the gelding. When viewed in this way,
the possible reason for the violence toward thdigglwould then be one of obfuscation,
rather than to put the gelding in his place; altffotiolstoy's use of narrative alibhaybe
this was Nester's intention) coupled with the niegatvhich begins the passage “without
any reason” intentionally function to make thisuirg fruitless.

The form of this passage mirrors its content, iangsed for dramatic effect to

evoke the reader's sympathy: to inquire into theseaf Nester's irrational and capricious

act requires the invention of something equallgtional and capricious.

24«gyt suddenly Nester, quite unexpectedly and wittany reason, perhaps imagining that too much
familiarity might give the gelding a wrong ideahi$ importance, pushed the gelding's head away from
himself without any warning and, swinging the beidstruck him painfully with the buckle on his Ideq,
and then without saying a word went up the hillezk tree-stump beside which he generally seated
himself.” Pg. 6.

21



Though upset by Nester's actions, the geldingimoas with his business, until he
is met with animosity once again, though this tinoeen his own kind. While he is
drinking from the stream, the brown filly, who isstribed with the colloquiaabijaka
(bully, troublemaker), “always badgered the old ¢starik) and did every unpleasantness
to him, walked through the water toward him, atrbugh some need of her own, but
really only to stir up the mud in front of his n6¢6é). In much the same way as with
Nester, the piebald gelding bears the injusticé wibic resignation, and leaves to graze.
While grazing, his poor health is further describsprawling his feet apart”, and
“almost unbending”, the gelding grazes for exatithge hours until “his stomach hung
like a sack on his scrawny, steep ribs”. Afterwdmel distributes his weight “equally on
four pained legs, in order to lessen the pain ashnais possible, especially the right front
leg, which was the weakest”, and sleeps.

This scene makes it possible for Tolstoy to notnontuce what Gary Saul Morson
describes as the author's “absolute languagehdarsénse that “it does not say; itis a
saying”?° Haunting, contradictory, but not without a certeirarm, this short passage
bears further scrutiny:

BriBaeT cTapocTh BeIMYCCTBEHHAs, ObIBACT rajikasi, ObIBACT JKaJIKas

CTapoOCTh. BriBaeT n rajakasi 1 BEJINYECCTBEHHAs BMECTEC. CTapOCTB Ieroro McpuHa

ObLIIa UMEHHO TAaKOTO po;[a.26

The repetition obsisact (To be, to happen, occur) aachpocts (More literally:

elderlinessput more comfortably rendered in Englishoés agg serve as the semantic

foundation of the passage. To reinforce the absalature of the saying, the author also

% Morson, Gary SauHidden in Plain View: Narrative and Creative Potifg in "War and Peace'.
Stanford University Press, 1987. Pg 9.

% “There can be old age which is noble, there cavilbethere can be pitiful old age. There can bthb
vile and noble old age. The old age of the pielgalding was namely of this kind”. Pg. 7.
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imbues it with a song-like rhythm, making it sintita other such idiomatic phrases as,
for example, “a bird in the hand is worth two i thush”. This memorable aphorism will
provide the foundation for the painstakingly detditlescription of the gelding which
follows.

BBIBa:.eT CTé.pOCTB BG.HI/i‘-I,eCTBeHHaSI, 6LIB§ieT rai;[Ka;I, OBIBACT HKAIKAS CTé.pOCTL.

BBI]?»aeT n Fa,’I[KaSI u ]?CJ'II/ILICCTBG’HI,-IaSI BMCCTC.’ )

CrapocTb neroro MepuHa Obljia IMEHHO TaKOTO POJa.

In the depiction of the horse which follows, iingportant to note that Tolstoy
chooses to begin his description of the geldingaibis piebald spots as reference. The
horse's piebaldness is a prominent feature tottmg §abula), but here also to the plot
(sjuzhe}, and the description of the horse mirrors this:

He had three spots, one on his head, starting &#anoked bald patch on
the side of his nose and reaching half-way dowmadk.... Another spot
extended down his off side to the middle of hidypehe third, on his croup,
touched part of his tail and went half-way downdusrters. (7)

What follows serves to exemplify the “vileness”addl age which introduces the
passage:

The big bony head, with deep hollows over the eyeba black hanging
lip that had been torn at some time, hung low aga/ty on his neck, which was
so lean that it looked as though it were carved@dd. The pendant lip revealed a
blackish bitten tongue and the yellow stumps ofvtioen lower teeth. The ears,
one of which was slit, hung low on either side, anty occasionally moved
lazily to drive away the pestering flies. Of thedimck, one tuft which was still
long hung back behind an ear; the uncovered forkivea dented and rough, and
the skin hung down like bags on his broad jaw-boike veins of his neck had
grown knotty and twitched and shuddered at evarghif a fly. (7)

The countenance of the horse, though ghillsicallydescriptive, serves to
reinforce theessentiglthat is, those qualities which compose the essehthe gelding,

“stern patience, thoughtfulness, and suffering” THe description of the gelding's legs,

ribs, and back are equally vivid, and serve ast@teent to his mistreatment and neglect,
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both prior and current:

His forelegs were crooked to a bow at the kneesetivere swellings over
both hoofs, and on one leg, on which the piebatd sgached half-way down,
there was a swelling at the knee as big as art&.hind legs were in better
condition, but apparently long ago his hauncheskeah so rubbed that in places
the hair would not grow again. The leanness obbiy made all four legs look
disproportionately long. The ribs, though straigi#re so exposed and the skin so
tightly drawn over them, that it seemed to havedifast to the spaces between.
His back and withers were covered with marks oflafthings, and there was a
fresh sore behind, still swollen and festering;liteck dock of his tail, which
showed the vertebrae, hung down long and almost kar his dark-brown croup
- near the tail - was a scar, as though of a thiesize of a man's hand and
covered with white hair. Another scarred sore wagle on one of his shoulders.
His tail and hocks were dirty because of chroniwéldroubles. The hair on the
whole body, though short, stood out straight. (7)

Though the gelding has been driven into “repulsilkage ¢tvratitel'naja
starost)”, the narrator maintains that an “expert immegliatvould say, that in [the
gelding's] time he was a remarkably good horsei8 Flgpothetical expert would also be
able to discern that the horse is purebred, areseathdant of only one breed which could
provide such admirable physical qualities. Thisesteent foreshadows and will serve as
evidence when the gelding-as-narrator explainfirreage. Tolstoy here draws attention
to this contrast between past and present to fluetkemplify the sad state of the gelding.
His history, as yet unknown, is intimated by therfible union in him of repulsive
indications of decrepitude, emphasized by the mattdour of his hair, and his manner
which expressed the self-confidence and calm assarhat go with beauty and
strength” (8). Though this terrible union will bevealed to the reader later, for now it is
sufficient to describe the gelding as “like a ligiruin kak zhivaja razvaling, a once
proud edifice that has fallen into disrepair, deeay alienation, standing alone and in

opposition to the liveliness and mirth of the “stang, snorts, and youthful whinnying”

of the herd.
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Chapter Three

The piebald gelding is conspicuously absent irthirel chapter, and the narrative
instead digresses to a description of the herdjraad doing achieves the effect of
further estranging the “living ruin” from those aral him. If the previous chapter was
concerned with describing how the gelding has wéatievith time, then it is made all the
more evocative when compared to the blossomingotairs all around him. He is
separated not only physically —“he stood alonédnerhiddle of the dewy meadow” — but
also figuratively; the narrative tone here takesdind of nuanced Romanticism,
focusing almost exclusively on the landscape, dsagdahe energy and blissful naiveté of
the young horses.

A rudimentary political/social structure is oudth, consisting of several distinct
groups. The first are, “The old mares who went &lsaorting and made a shiny track
across the dewy grass, always choosing a placeswioeone would disturb them” (9).
Next described are the mares in foal, whose sayateis tacitly acknowledged by the
rest of the group, “The others evidently respetited condition, and none of the young
ones ventured to come near to disturb them. Ifsaugy youngsters thought of
approaching them, the mere movement of an eail@utéiced to show them all how
improper such behaviour was” (9). The colts andly@gfillies comprise another class
within this system, and seek to emulate the oktatelier horses, “The colts and yearling
fillies, pretending to be grownup and sedate, yguehped or joined the merry company
[of the younger horses]. They grazed in a dignifieghner, curving their close-cropped
swan-like necks, and flourished their little brodike tails as if they also had long ones”

(9). Within this group of adolescents, there s sbset of the chaste “two-and-three
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year old fillies not yet in foal”. They are des@tbas “the merriest group” who “almost
always walked about together like a separate nmaiglenlike crowddtdel'no veseloi
devich'ei gurboi’ (9).%’

The way in which this social construction is reeebterves an interesting
function in the “story of a horse”. Firstly, theepiald gelding is not included in relation to
this scene, he exists outside of it; in fact, TwJghrough the use of absolute language
will further draw attention to the gelding's occtipa of a completely separate sphere of
activity in the beginning of the next chapter. Téifectively serves to alienate the horse
to an extreme degree, but it is possible thatdbigd also function to further characterize
him.

In Aristotle'sPolitics, he states that the most refined social consarcmdrding to
his thought, the city, “belongs among the things #xist by nature, and that man is by
nature a political animal. He who is without a dityough nature rather than chance is
either a mean sort or superior to man”. Throughatitbropomorphization which will be
made explicit when the author describes the coamntes of the chestnut filly, (She was
seized with a joyous fifust as human beings sometimes[araphasis added]),
Aristotle's position could be extended to the hemsihin the story, especially since his
evidence for political activity belonging solelytean is that “man alone among the
animals has speech”. Speech gives one the abdityonvocalize simply the “painful and

the pleasurable” as animals do, but the more nubfazb/antageous and harmful, and

%7 Sex, or abstinence from it, would consume mucihefater Tolstoy's ethics. For the relation o$ thu
the “story of a horse” see Ronald D. LeBlaridtsMore Horsing Around: Sex, Love, and Motherhaod i
Tolstoi's 'KholstomerSlavic Review, Vol. 70, No. 3 (Fall 2011), pp. 5868 This article will be
referenced in more detail later.
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therefore thgust and the unjugemphasis addedf.Since Tolstoy extends the power of
speech to the piebald gelding so that he may rélatgust and the unjust, and since he is,
essentially, extra-societal, these two features seaye to subtly depict him as a
“superior sort” in general.

Having outlined the herd in general, the focustsho the chestnut filly
specifically, and gives an account of her misciniaking that day, which culminates in
her contriving “to turn the head of the of a roamde, with which a peasant was
ploughing in a rye-field far beyond the river” (1&he neighs, and in it “Mischief,
feeling, and a certain sadness were expressedticdl. There was in it the desire for
and the promise of love, and a pining for it” (1®)s here that the evocations of a
Romantic narrative style reach their zenith.

The next two paragraphs which follow serve totfartdescribe the characteristics
of the chestnut filly's call, as well as eluciddte youthful “self-confidence and calm
assurance that go with beauty and strength” whiab mventioned in the previous chapter.
Though in the Maude this first paragraph is atteblto the filly through quotation, in the
original it is separate; it prepares visually wtna filly will “say” in the second
paragraph. It also breaks the progression of namat is a non sequitur which stands
out from the surrounding text and therefore drdwvesreader's attention.

Bown geprad, B rycTOM TPOCTHHUKE, Tiepederast ¢ MecTa Ha MeCTO, CTPacTHO

30BeT K cebe CBOIO MOAPYTY, BOH M KYKYIIIKa U MEperes MOoT J000Bb, U IIBETHI
29
10 BETPY NEPECHIIAIOT CBOIO TYLIUCTYIO MbUIb APYT APYTY.

% Aristotle. Politics. Trans. Carnes Lord. Chicago: University of Chic&gess, 1984. 1253a.
Y “There is a crake, in the thick cane, running fplace to place, ardently calling to his femaletier,

there both a cuckoo and quail sing to love, antherwind the flowers send their fragrant dust te on
another.”
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This paragraph shows, while the next tells:

«W 1 1 MON0J1a, U XOPOIlIa, ¥ CHUJIbHA, —TOBOPHUJIO PKaHbE IIAYHbU, —a

MHE HE JJaHO OBLTO JI0 CE€H MOPBI UCTIBITATh CJIAIOCTh ATOTO YYBCTBA, HE TOIBKO HE

JaHO UCHbITaTh, HO HU OAUH JIIO6OBHI/IK, HHU OOUH €1IC HE B AT MGHH».SO

This act achieves its desired effect: the roasda “bewitched by the silvery
sound of the distant neighdharovana serebrjanym zvukom daleko rzhdh'gnd only
the peasant-master's violence toward him so thaaheot complete his response is
successful in returning him to work. Idealized dess forcibly opposed to the “real
world” of labor and servitude.

The filly's feeling lasts only as long as the reaesponse, and when he grows
silent she finds the next subject of jest in trebpid gelding, who is described as an
“eternal martyr ysegdashnii mucher)ikat the hands of the young horses. The last three
sentences of this chapter are of no@s= trpagan ot 3T0it MONIOAEKHM OOJBIIE, YEM OT
moneit. Hu teMm, Hu apyrum oH He nenan 31a. JIronsm oH ObUT Hy)KeH, HO 3a 4YTO JKe
myuaiu ero mojozabie jgomanu? (The piebald gelding] suffered more from these kout
than from people. Neither to one nor the other hadlone evil. To people he was
needed, but why did these young horses torment)h{a).

These words are spoken by the omniscient narsatoch implies that the
information presented is objectively true. It istfethat the gelding suffers from horses
and people, though he has done harm to neitherloBieeconcerning the question which
ends the chapter operates under a fallacious aphotihat things which are necessary
must invariably suffer. The structure of this figgiestion presents a problematic

syllogism: The gelding suffers, though he doeswb €his suffering is inevitable in

30«And | am young, and beautiful, and strong, shiel minx's neigh, 'but it has not yet been alloweto
know the sweetness of that feeling, and not onlyaibexperience it, but no lover, not a single dvaes ever
seen me™
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reference to people, but not when applied to dlibeses. Therefore the ultimate effect of
this final passage is not to show the geldingismatization of his mistreatment by
humans and confusion about the young horse's tdrménwhat Morson describes as
those fictions which “therefore work by morally ifrgating the reader in the experience
which is in process as he reads that very fictidre reader of the story is culpable
becausée is a reader of the stord 1t is the author presenting a challenge to thdeea
Chapter Four

What chapters two and three have shown separabepter four combines, then
explicitly states the contrast between the piegalding and the other horses, “He was
old, they were young; he was thin, they were wetl:fhe was dull, they were cheerful. It
came to be he was completely foreign, externabnaptetely different essence, and
whom it was impossible to pity” (11). The piebaglelding is so alien that he has become
completely unintelligible to the other horses, anapathy is impossible without
understanding. Tolstoy again poses a questioretoethder, “But was the piebald gelding
truly guilty in this, that he was old, gaunt, andmatrous?” This is a leading question,
however, which is evidenced by the answer whigmimediately presented, “It would
seem not.” The narrator here is establishing exgpect, and the reader is led (quite
logically) to believe that of course the geldingeat be held at fault for things outside
his control — time, neglect, and maltreatment, eespely — but the reader is then
informed that in the eyes of other horses, quikedpposite is true: “he was guilty, and
rights were always only for those who were strommging, and happy” (11).

Another tension presents itself here between d¢hdirtg's rationality, “Maybe the

31 Morson, Gary Saullhe Reader as Voyeur: Tolstoi and the Poetics déglic Fiction.Canadian-
American Slavic Studies, 12, No. 4 (Winter 1978). #65-80.
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piebald gelding himself understood this and induget moments was ready to agree that
it was his fault that he had already lived his,lded that he had to pay for that life”; and
his horse sensef inherent morality, “but all the same he wasesk and often could not
refrain from a feeling of offense, sorrow, and reéegent when he looked at all of the
young ones, who having punishedsfusmuii) him for the same thing to which they
would all be subject at the end of their lives”)Ilhe choice of the worklaznit’ in this

last passage is interesting, in that it has twandefns which are quite different from one
another. The figurative definition in English isd"punish, chastise; to castigate”, but the
more common meaning is “To execute, put to deafiving the word in Russian quite
more dire overtones than “torment” which is usethm Maude translation.

The conflict now becomes twofold: there is thenard tension between the
gelding and the other horses, and the inward skeuggfween his reason and his feeling.
These two tensions combined will serve as the catife events which culminate at the
end of the chapter.

Having outlined the attributes of the young hasetelty bezzhalostnost' —
literally “pitilessness”, from the rootasn- pity, favor, plaint), the narrator now states its
cause: aristocratic feeling. A description of tigisling follows, “Every one of them
traced back its pedigree, through father or motidhe famous Creamy, while the
piebald was of unknown parentagex). He was a chance comepfiien), purchased
three years before at a fair for eighty rubles wegsignationaccurnammus).” (11).

In Russian, the word translated as “parentage’skasral different connotations
which drastically affect the meaning of this pagss&pdhas several different meanings,

the most common are “family, kin clan” and “birtirjgin, stock”, however it can also
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signify “genus, class, kind, sort”. With this lat@efinition in mind, or rather, that it is
possible to think of the piebald gelding being ah‘unknown class or kind”, the passage
could serve to reinforce his alienation due toumknown historyPrishletshas a similar
double meaning. In addition to “new-comer” it cdsoabe used to indicate something
“strange, alien”, which could serve to explicitgimforce the implications of his
unknown class. The gelding's merit is further dedlitbecause he was “bought at a fair
with assignation”. The use of the word “assignatisrnnteresting, as it signifies that the
gelding himself was not procured suchbut rather the title granting ownership of a
property was transferredifle in Russian isipaBo coocteennocty, literally “the right to
property”, which will be discussed later within tei@ry at greater length), further
distancing him from his peers specifically, ancdhasautonomous being in general. This
latter implication will be stated explicitly by therse himself later in the story.

Ultimately, chapter three serves to show thapikbald gelding is so
defamiliarized in reference to the other horses hiaultimately becomes depersonalized;
he is no longer recognized as a haseuchyy the other horses. This phenomenon has
recently been documented by Susan T. Fiske inrtfeéesEnvy Up, Scorn Down: How
Comparison Divides Usnd can serve to elucidate this idea.

In her study, Fiske investigated the ways in whoebple reacted to those of a
different social class. The results generally arsry for those of a higher status, and
scorn for those below. The farther down the saal¢he wider the perceived distance
between the subject and object, the more scorrs giwag to contempt. “The scorned do
not merit attention, being worse than useless. lRBetipnot expect to interact with them,

because they have neither resources nor presiige.fowest on the scale, what she
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terms “the disgusting outgroups (low warmth/low @atence) might not trigger the
usual social cognition which attributes a mindte other person® This severe lack of
empathy, which can progress to such an extenttttestables the subject's capacity even
to recognizethe autonomy of another, seems to help explaintivdyentirety of the herd
turns against the gelding after he bites the whitetted great-granddaughter of the
illustrious purebred.

The act which was committed by the gelding, whiefsrred to as the “scabbed
trash korostovaja drjan”, “who was bought at a horse fair and did not\krias father
and mother... therefore offended the aristocrattimg of the entire herd” (11-12). The
herd chases and beats him, until he is exhauskesh, Expressing the “disgusting, weak
exasperation of impotent old age, then despaidropped his ears...” seemingly
accepting his fate. It is only the singular altrisef the old mare WWazapurikha which
spares him from an unknown fate and allows theiggltb tell his story, and in so doing
the chance to also abrogate the effects of hisrdepalization.

Chapter Five

Chapter five begins the piebald gelding's reco@ii©life, which will take place
over the course of the next three chapters. Thairgg$ narration is framed in the third-
person narration, and the latter always introdaeesconcludes the chapters.

The way in which the third-person narration introés the gelding as he begins
his story is of note:

[TocepenuHe O0CBELIEHHOTO JIYHOH JBOpA CTOsUIA BRICOKAsI Xyast purypa

MEpHUHA C BEICOKUM CEIJIOM, C TOpYaIlEeH MUIIKON JyKH. Jlomaan HemoABMXKHO 1

B IITyOOKOM MOITYaHHH CTOSUTU BOKPYT HETO, Kak OyITO OHU YTO-TO HOBOE,
HEOOBIKHOBEHHOE y3HAJIM OT Hero. M TouHO, HOBOE U HEOXKHIaHHOE OHU y3HAIIN

32 Fiske, Susan TEnvy Up, Scorn Down: How Comparison Divides Bablished in final edited form as:
Am Psychol. 2010 November ; 65(8): . doi:10.10308066X.65.8.698. pp. 4-5.
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OT HECTO.
Bot 4T0 OHM y3Ha/IM OT HETO.

33

The horses gather around the gelding as specta®es audience. In terms of
Tolstoy's didactic fiction, Morson states that tisiget another device which the author
employs to implicate the reader, “Tolstoi's chaggstic device for implicating the
audience of his fiction is to depict an audienchigfiction: the audience in the narrative
becomes the reflection of the audience of the timeta®*

To reinforce this, the phrasenanu ot Hero is thrice repeated in this short
introduction.Y3uars (Uznat) can mean “To recognize”, “To get to know, becdamailiar
with”, or “To learn, find out”. The importance diis repetition would seem to be an
emphasis on learning, discovery, and revelationVidsson again states, “The hero of
Tolstoy's story is Truth, with whom only he (thetaar) is familiar"® But there is also
Seifrid's statement that Tolstoyan didactic naoraserves to reveal the truth, that “the
creative process [is] the gradual removal of coyarskpos” [19:42]) from a preexisting
truth that needs only to be revealed, not create@ihat the mare \Wazapurikha is
introduced as a witness seems to reinforce thisitging credence to the objective truth
of the gelding's story and establishing him adialyke narrator.

It is here that the reader first learns the geldiggnealogical nam&lyxux

(muzhik peasant). This draws an explicit corollary whias only been intimated thus

% In the middle of the moonlit paddock stood thédalnt figure of the gelding, still wearing theghi
saddle with its prominent peak at the bow. The émranmoving and in deep silence stood around dsm,
if something new, and unusual they discovered fninim And exactly, something new and unexpected
they discovered from him.

This is what they discovered from him.

34 Morson.Reader as VoyeuPg. 479.
% Morson.Hidden in Plain ViewPg. 42-43.
% Seifrid. Gazing on Life’s PagePg. 440
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far: the piebald gelding occupies the lowest s@aonomic strata through the
coincidence of birth, and alludes to the similaxtiitrary ordering of human society.
Though he should be considered high-born by blb@dgoat relegates him to the
peasantry; to ridicule and to toil, and this codition between essence and attribute
becomes a focal point in the story. The naiveaagid viewpoint of the gelding serves
to expose this injustice all the mor&otna s ponucs, s He 3HaN, YTO TAKOE 3HAYKUT
nerui, s xymain, uyro s gomans. (When | was born | did not know what kind of &th
piebald meant, | thought that | was a horse” (I#g logic in this passage is of course
sound, in essence esimply a horse, but due to the arbitrary prodkeatof those who
control his fate, the attribute of his spots neghi® His nickname, Kholstomer,
reinforces the essential, that is, the innate feslof good breeding, the “long and
sprawling stride, in which there was no equal irs&ta’ (13).

The gelding's inability to understand the fatefaplications his coat will have
serves to reinforce the injustice he will suffgéee cmesttucs, risas Ha MOU TICKHUHBI, U
AaBaJii MHC Pa3HbIC CTPAHHBIC HA3BAHU. He Tonnko s, HO 1 MaTh HC ITIOHUMaJia 3HA4YCHUA
9THUX CJIOB. I[O CHUX IIOp MCXKAY HaMH U BCCMU MOUMHU POJHBIMHA HC 6BIJIO HHU OOJHOI'O
neroro. Mel He aymaiu, 94To0 B 3ToM ObLTO uTO-HUOYAH MypHOE (14). (All laughed,
looking at my spots, and gave me various strangeesaNot only I, but also my mother
did not understand the significance of these wddasil that time not one among my
clan had been piebald. We did not think that theas anything badifproii) in it.) The
use of the wordlurnoiis a bit more forceful in the Russian, meaningadidition to
“bad”, “wrong; evil, sinister; ugly”. This sentimers echoed twice by the equerries, as

the young horse is callegprénox (imp), andypoauna (freak, monster, deformed
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person). The character of the equerry will thertiome, adroitly stating the nature of the
problem and exposing the underlying, inherent @zhttion:
-- 11 B Kakoro 4epTa OH YpOAUICS, TOYHO MYXUK, -- TPOAOJIKAI OH, -- B
3aBOJIE HEJIb35 OCTABUTH, CPaM, a XOPOIll, OUEHb XOPOIll, -- TOBOPUJII U OH,
TOBOpUJIM U BCC, ITIAJAA HA MCHA. IIepe:a HECKOJIBKO ,Z[HGf/i OpHUIICII 1 CaM I'CHCpall

IMOCMOTPETh HA MCHA, U OIIATH BCC YEMY-TO y>KaCalluChb U 6paHI/IJ'II/I MCEHSA U MOKO

MarTh 3a LIBET MOEH IEPCTH. <A XOPOIll, OUEHb XOPOIL», -- [IOBTOPSI BCAKHUI, KTO

TOJIBKO MCHS BI/II[CJ'I.37

The repetition of this contrast serves to estrahgenature of the problem to
absurdity, which is key for the continuation of gtery.

To further expose this problem of class, thégle narrator then focuses on its
relativity. The purebred horses, in essence, diiéay little from other horses. The
gelding recalls the “celebrities” of the herd “glithered together with their foals,
walking about in the sunshine, rolling on the fresilaw and sniffing at one another like
ordinary horses.” In other words: class denotesdloot behavior. This relativity of
class is especially noticeable at the end of tmagyaph; although Wazapurikha is
considered “one of the finest thoroughbreds” atdineent estate, when compared to the
other horses at the illustrious Khrenovo, she veelsdng the poorest in the stud”. This
classism is more refined in humans than horsesfuatiter shows the divide between the
two spheres: “My mottled appearance, which waskgidlby people, was immensely
liked by all the horses; all gathered around mey tadmired and flirted with me”. It is
this aesthetic discrepancy which will ultimatelgdeto the piebald horse's castration.

The remainder of the fifth chapter focuses onréta&tionship between the

37«And in such features he is deformed, truly agaes,' [the equerry] continued, “it is impossilte fim
to stay, shame, [he] is well-built, very well-bylithoth he and everyone said looking at me. Aftisva
days the general himself came to look at me, aathal were horrified at something, and berated my
mother and me for the color of my hide. 'But hevédl-built, very well-built,’ repeated all, who sply saw
me.”
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newborn piebald colt and his mother. It is thetfiesl injustice of many which will befall
the young horse. Tolstoy's conception of motherhmmdes into play here, and its
relation toKholstomerhas already been skillfully addressed by Rolantdblanc in his
articleNo More Horsing Around: Sex, Love, and Motherhoodalstoi’'s Kholstomer.

The mother’s injustice which the young horse ssgfisrspiritual, moral, and may even be
viewed as a crime against nature. As Leblanc stélekstoi’s Neoplatonic Christian
notion of love required, in short, that a womams@end being merely a biological
‘childbearer'hatkg and become instead a true ‘mothenaf), providing maternal
concern for, and offering spiritual nourishmentdth those in need of care and affection.
Motherhood thus came to acquire divine charactesi§or Tolstoi...*®

The piebald colt's mother rejects this ideal wofaof carnality, and it is for this
reason that the description of the mother beingdddobry (good, kind, genial) the First
by the equerries takes on a lascivious toHe, e romoc maaeko oTo3Baics
MOTYIIECTBEHHBIN TOJIOC, KaK 5 mocie y3Hal, JJooporo nepBoro, KOTOPHIi ¢ ABYMsI
KOHIOXaMHU HO CTOPOHaM IIIeJI Ha CBUJaHKUe ¢ Moeto matephio. (A powerful voice
responded to hers from afar, it was Dobry the Fast would later learn, who with two
equerries on each side walked to the rendezvoumsmytmother)” (16).

The reaction of the colt to this accentuates thgetly. Although rebreeding of his
mother would have occurred regardless, the pieti@tdsiews it as being a result of his
appearance:

S1 yyBCTBOBAJ, YTO HAaBCETa MOTEPsUI J1I0O00BH cBOei Marepu. 1 Bce orToro, uTo s

MIEeTUi, TyMaJ s, BCIIOMUHAs CJI0BA JIIOAEH O CBOEM LIEPCTHU, U TAKOE 3710 MEHS B35JI0, UTO

3 |eblanc, Roland DNo More Horsing Around: Sex, Love, and Motherhaod@dlstoi's Kholstomer.
Slavic Review, Vol. 70, No. 3 (FALL 2011), pp. 5568.
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s cTaa OUTHCS 00 CTCHBI ICHHUKA TOJIOBOU U KOJIEHAMH -- U OWJICS IO TeX IMOp, TOKa He

BCIIOTCI U HE OCTaAHOBUJICA B I/I3H€MO)KCHI/II/I.39

The young colt is immediately forced to substitiz@menif this lost love of his
mother for that of the other young horses. Thougtvas a happy time” when
“Everything was forgiven me, everybody loved menaed me, and looked indulgently
at anything | did” the reader is immediately infaanthat it “did not last long. Soon
something terrible happened to me”, which foreshadihe events that will be described
in the next chapter. The narrative here is broked, Mepun B310XHYI THKETO-TSHKETO
u morren nmpods ot somazaei. (The gelding sighed heavily-heavily and walkecigvrom
the horses)” prepares the reader to expect thedgdesvents.

Chapter Six

The gelding begins his narrative by recountingghgsical separation from his
mother, though this is in no way as upsetting assghiritual and emotional separation
which was described in the previous chapter. Heased to the “general division of
foals”, and paired in a stall withlunsiii (milyi —nice, sweet; loveableMilyi is
described with youthful vigor, “He was always liyefjood-tempered, and amiable,
always ready to gambol, exchange licks, and laksron horse or man”, and as a result
the piebald colt seeks to emulate him.

OH Torna y)xe HauMHAaJI JTIOOUTh, 3aUTPHIBAIT ¢ KOOBUTKAMHU U CMESIJICS HaT

MO€EU HEBUHHOCTEIO. I/I, Ha MO€ HECHACThE, g U3 CaMOJIFOOUS cTall noapaxarb

eMY; ¥ OU4eHb CKOpO YBJIEKCs JII000BbI0. 1 3Ta paHHSIsS CKIIOHHOCTH MOsi ObLIa
NPUYMHON BeIHUaiieil mepeMeHsl Moei cynp0bl. CIIyduIIoch Tak, 4To s

394 felt, that | had forever lost my mother's lovend all because | was piebald, | thought remenmgeri
people's words about my coat, and such evil tooktha | began to hit the walls of the stall witly meead
and knees — and | hit until | was sweating anddowit continue from exhaustion.” Pg. 16.
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40
YBJIEKCHL.

Twice in this passage the verlaiekarscs (Uvlekat'sjd is used in reference to
love, and can mean both “to captivate, becomeuatatl with”, and “to be carried away,
become mad (about)”. There may be wordplay betwleese two definitions within the
text — with the horse “becoming infatuated” witlvdoand subsequently getting “carried
away” — and both serve to texture the way in whieghhorse-narrator reveals his
understanding of the concept of love to the realde.noun-form will be used in the next
passage in the phraesymuoe ysieuenue (bezumnoe uvlecheniénsane infatuation).

While describing his relationship to Wazapuriktiee gelding interrupts his own
narrative to discuss narration itself.Fo. s He crany paccka3biBaTh BCeit 3TOi
HECUaCTHOI MCTOPHM MOEH IIepBOii JTI0O0BH, OHA caMa IIOMHHUT MOe O€3yMHOE YBJICUECHHE,
OKOHYHBIIICECS JIJI1 MECHSI CaMOU BayKHOU TiepeMeHol B Moeit xu3uu. (But | cannot begin
to narrate the entire unfortunate history of mgtflove; she herself understands my
insane infatuation, which ended for me in the niogortant change in my life)” (17).
There are two possible reasons for this interruptiorst, to digress into describing the
courtship would detract from the overall goal c# #tory of a horse; as far as plot is
concerned, the reader only needs to know that Kdrolsr loved, and that that love was
made impossible at the hands of his masters. Soateefated to this, if we understand
narration in terms of what the author reveals ®réader, then it is an intentional device:
the reader is denied a description of love jughadorse was denied love itself. Upon

discovery of the courtship, the piebald colt istbaaand put in an individual stall, where

“0“He had already begun to love, he flirted with fitiees and laughed at my innocence. And, to my
misfortune, | began to imitate him from vanity; arety soon | became infatuated with love. And tasly
tendency of mine was the cause of the greatesgehammy fate. It happened thus, that | was carried
away.” Pg. 17.
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he “neighed all night, as if foreseeing what wakdppen next” (17).

The castration scene is conspicuously absentisandtead represented by
lacunae. It is most likely that this was done dudeicacy, but it is so heavily implied
that it leaves the reader to imagine the horriklneé It is such an unnatural and horrid
thing, as the reader will see in the next pasdagejt has been estranged even from the
form of the narrative.

The castration affects the horse's entire nature:

Ha npyroi#t nenp nociie 3Toro s y»ke HaBEKHU MepecTal p:Karb, sl CTal TEM,

4ToO A TCICPb. Becr cBeT n3MeHmICS B MOMX I1azax. HU4To MHE He cTano MUJIO, s

yriyouscst B ce0st ¥ ctan pa3MbIuiaTh. CHauaga MHE Bce OBLIO TOCTBLIO, S

repecTan Jaxe MUTh, €CTh U XOAUTh, a YK 00 Urpe U AyMaTh Hedero. lHorna MHe

MIPUXOAMIIO B TOJIOBY B3OPBIKHYTh, TOCKAKaTh, TOPXKATh; HO Ceifdac e

MIPEACTABIUICS CTPAITHBIN BOMpoc: 3aueM? K ueMy? 1 mociennue cumb

HpOHa,Z[aJII/I.41

This world which has so drastically changed intlibese's eyes and becomes so
repulsive that he emaciates himself does not agithel_eblanc's assertion that the effect
of the castration serves “as the expression ofaat& desire on the part of the author to
be unburdened of what he saw as the afflictiorestial lust and thus to be freed to
pursue a more spiritual, less carnal existenceadinea position that Tolstoi would later
promulgate as part of his championing of a non-aahristian brand of love®

While | do agree with Leblanc that the charactdPrince Serpukhovskoy serves

as stark contrast to the gelding within the stthrg, castration does not necessarily serve

this purpose. As can be seen above, and also phifase “I began to look at the

*L“The day after that | ceased neighing forevereddme what | am now. The whole world was changed in
my eyes. Nothing mattered anymore; | became salbrded and began to brood. At first everything
seemed repulsive to me. | even ceased to eat, dninkalk, and there was no idea of playing. Now an
then it occurred to me to give a kick, to gallopt@start neighing, but immediately came the kderi
qguestion: Why? What for? And the last of my strérdjsappeared.” Pg. 17-18.

“2 Leblanc.No More Horsing AroundPg. 547.
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approaching herd, as one looks at forever lostr@aadoverable happiness” (18), the
effect of the castration to the story is not anurdiening which spiritualizes the horse, it
is a mutilationand as it will be echoed later in the chapter,fahing to do with
Christianity khristianstva ngt

The ways in which the world is forever changethm gelding's eyes are
explained next. He realizes that nothing is torbsted, that in everyone — horses and
humans alike — there is a fickleness, that evangtis contingent on superficiality, but
most importantly; he feels these things, but dadsunderstand them.

| pondered over the injustice of men, who blamedonéeing piebald; |
pondered on the inconstancy of mother-love andrgrailove in general and on
its dependence on physical conditions; and abdueahdered on the
characteristics of that strange race of animall whiom we are so closely
connected, and whom we call men - those charatitsrishich were the source
of my own peculiar position in the stud farm, whidelt but could not

understand. (18-19)

The significanceznachenigof this is explained in the next scene, in whach
groom is flogged for neglecting the gelding. Thewersation between the two grooms
(who are only referenced within the text as “theagn” and “the other groom”) is
noticeably without markers denoting who is speakirtgere is also mention of a Count
(though indirectly through his horses) and the Gan©f these four characters, none
have been introduced to the reader, and it seemhsh@sconfusion in this passage is
intentional. If this is indeed the case, then itldeserve as a device making all of these
sentiments and actions pan-human. Both groom&dbherry who informs the General of
the laziness, and the General who obsessively taréss horses (and has the groom

flogged when he neglects even the insignificanbgi@) and yet not for the Count's

(whom it can be assumed pays the General for tiviceg all of these factor into the
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horse's depiction of thgeneralhuman condition, and this is reinforced with tihegse
“khristianstva nefthere is no Christianity [in it]”. This sentimeistrepeated to end the
conversation, “He has no Christian soul”.

-- KaObI HE ATOT KOPOCTOBBIH, -- CKa3aJl OH, -- HUYEro Obl HE OBLIO.

-- A 4TO? -- CIIPOCHIT IPYTON KOHIOX.

-- HeGock rpadckux HE XOAWT MPOBEABIBAThH, a CBOETO KepeOeHKa 1o JIBa pa3a B

JCHb HAaB€AbIBACT.

-- Pa3Be oTganu emy meroro-to? -- CpoCHiI Jpyroi.

-- [Tpomanu, momapwiu i, nec ux Begaet. [ pag)ckux XOTh BCEX TOJIOIOM ITOMOPH

-- HIYETO, a BOT KaK CMEJ €ro KepeOCHKY KOpMY He AaTbh. JIOKHUCH, -- TOBOPHUT, --

1 Hy Oy30Barh. XprucTuaHcTBa HeT. CKOTHHY jKalldell yeoBeKa, KpecTa, BUIHO,

Ha HEM HET, caM CuuTall, BapBap. [ eHepasl Tak He mapbIBaJl, BCIO CIIMHY

HCIIOJIOCOBAJl, BUJHO, XPUCTUAHCKOU JYIIU HET.

That the ideas introduced above — namely lackhwisBanity and flogging — are
immediately followed by a long digression regardiing nature of property is not
accidental. The gelding himself draws this conmegtbut cannot understand how
someone might be able to think of another livingdghas “his”. “The words: my horse, in
relation to me, a living horse, seemed to me jasiteange as the words: my earth, my
air, my water” (19). It is in this way that the rator introduces the concept of ownership
and property.

The concept of ownership is shown as arbitrang, simply a naming of

something as one's own; it implies no responsybitibaction but is merely a label. The

cause and significance of this inclination is thpople are guided in life not by actions,

. “If it weren't for this scabby one' he said,tling would have happened.’

'‘What?”, asked the other groom.

'| dare say the Count's he doesn't go to visithiziown colts he visits twice a day.'

'Have they really given him the piebald?' askeddther.

'Sold, given, who cares. The Count's could allfdien hunger, it's nothing, but just dare to not
give food to his colt. 'Lie down', he says, and rnthen, to beat. There is no Christianity in it. &mmal is
more pitied than a man, a cross cannot be seemgrhb counted [the lashes], the barbarian. Thee€n
never flogged like that, my whole back is scourgatharently, there is no Christian soul in him. Fg.
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but words” (20). Theory is here contrasted withxgaand the description of the nature
of property will lead the estrangement of the scibje parodical, and ultimately didactic

ends:

Such words, considered very important among theemgandming
which they apply to various things, creatureslgects: even to land, people, and
horses. They have agreed that of any given thilgare person may use the
word “mine”, and he who in this game of theirs nusg that conventional word
about the greatest number of things is considdredhappiest. Why this is so | do
not know, but it is so. For a long time | triedeplain it by some direct
advantage they derive from it, but this proved wgron

For instance, many of those who calledtimar horse did not ride me,
quite other people rode me; nor did they feed mpaite other people did that.
Again it was not those who called me “their” hovelgo treated me kindly, but
coachmen, veterinaries, and in general quite qibeple. Later on, having
widened my field of observation, | became convihteat not only as applied to
us horses, but in regard to other things, the ademinehas no other basis than a
low, mercenary instinct in men, which they call theling or right of property. A
man who never lives in it says "my house" but ardyicerns himself with its
building and maintenance; and a tradesman talkpfcloth business™ but has
none of his clothes made of the best cloth that iss shop (20).

The repetition of “quite different{sepuienno npyrue) emphasizes this disparity
between those who “own” and those who “do”. Intlegt passage, this sentiment will be
absolutized by the words “there are peopta mroau)”, affirming that these people do
indeed exist, and systematizing their actions lbyaasing degrees: the first, land, is
related to what has already been stated by thatoarNext this person calls others “his”,
that is, he exists over them; and the nature alsdan the narrator resolutely posits, is
one of harm.

There are people who call land theirs, though tiese never seen that
land and never walked on it. There are people vaticother people theirs but
have never seen those others, and the whole redaijp of the owners to the
owned is that they do them harm (20).

Lastly, though most problematic for these “ownees€ women who refuse to be

owned. “There are men who call women their wometheir wives; yet these women
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live with other men” (20). It is this inclinatiolwards ownership which alienates
humans not only from the rest of the animals (ashawes seen), but even from each other
(which will become evident from the interactionween the land owner and Prince
Serpukhovskoy). The narrator concludes, then,itbeges comprise a wholly different
(and superior) essence than humans. However,thiserevelation he realizes in
summary that, “I was thrice unfortunate: | was pidb| was a gelding, and people
considered that | did not belong to God and to fiyas is natural to all living creatures,
but that | belonged to the stud groom” (21).

As a consequence of this, all of the horse's sseseare diminished. Though all
still comment on his grace and strength, the faat he belongs to the equerry and not the
Count lessens the importance of his successesislha the most important
consequence, however, which the gelding ominousigngses to relate to his audience,
“if we are still living tomorrow”.

Before the chapter ends, it is summarized in adipthe horses who
“respectfully treatedpochtitel'no obrashchaliy’ Kholstomer and the “brutish treatment
(obrashchenie ... grubof Nester.

Chapter Seven

The third night provides a particular accountrd gelding's diminished successes
as a result of ownership, which was generally dieedrin the last chapter, by
juxtaposing him against one of the Count's bestdwrSwanJ{e6ens). Though Swan is
described as “moving welkg¢poo exars)”, he lacks the precision of movement which
the piebald possesses. They race twice, and thaldigelding wins both times. “ | was

the faster, and this produced consternation inyewes” the narrator asserts, and is
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immediately sold to a horse deal&afumauk), which in Russian carries similar negative
connotations as in English of “profiteer; hucksté&gain the notion of injustice is
invoked as the gelding bitterly recounts leaving déistate, “All this was so unjust
(mecnpagBemuBo), SO cruel, that | was glad when they took me afsay Khrenovo and
parted me forever from all that had been familizt dear to me.”

This bitterness is made tragically poignant inghease:

WM nipeacTosiin JIF000Bb, OYECTH, CBO0OIA, MHE -- TPY, YHUKCHUS,

YHUXKEHUS, TPY/, ¥ 10 KOHIIa Moei ku3Hu! 3a 4to? 3a To, 4TO 51 OBUI METUH U 9TO

OT 3TOI'0 A JOJIDKCH 6BIJI CACJIaTbCAa YbCHO-TO JIOH_Ia,Z[BIO.44

It is interesting to note the repetition and irsien of the words laborrgya) and
humiliation (yrmwxenne) which conflates the two concepts, and echoesdpetitive and
unceasing qualities of this labor-humiliation cyelkich will be explicitly stated later.
This absolute phrase ends the gelding's narra®hge is immediately interrupted by a
birth.

The meaning of this birth within the story is plizg, though there are some
possibilities for its inclusion. The “spontaneityf the event which severs the gelding's
narration could serve as a device to add realistihegstory. Though this birth may seem
a non-sequitur, it could function to reinforce Hiesolute language quoted above with the
implication that the new foal “has his whole lifeesd of him”, in a sense. It could be
referencing the mother/offspring problem which wascribed in chapter five. It may
also be a device to contrast the gelding's “alrdeyng lived his life”, as previously
stated in the narrative, with new life. Finallyjstpossible that the birth could serve as a

chastisement against the “audience” both in arti@&tory: those who would rather be

44 «To them awaited love, honor, freedom, to me -etabumiliation, humiliation, labor, and until tead
of my life! For what? Because | was piebald, anthad to become someone's horse.” Pg. 22-23.
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distracted from the gelding's tale of woe in fagba happy event.
Chapter Eight

Chapter eight is subdivided temporally, encompasbkoth the fourth and the
final night of the gelding's account of his lifehd fourth night will be concerned with the
“best time” of the gelding's life in service to tHeissar officer; the fifth with his
ruination, and the unfortunate series of evenexatird concluding with the “present”.

Immediately there are two oppositions which thielipg relates in the beginning
of the eighth chapter; there is the officer, wHtha@ugh he is thrice unlovingifiuero u
HUKOro HukKoraa He itooun [nothing and no one ever did he love]), was aidistoved
by the gelding for exactly this quality6u ero u m06II0 Yro nMeHHO 3a 310). Second
is the gelding’s statement that “The happiest tohey life | spent with the Hussar
officer. Though he was the cause of my ruinativ(23).

Of particular interest is the syllogism about tlagises of the officer's unloving: “I
loved in him namely this: that he was handsomepfaich, and thereforei[noromy]
loved no one” (23). Stated in this way, it wouldldav that handsomeness, happiness, and
wealth lead directly (*and therefore”) to an absentaffection. The narrator does not
dwell on the logic of this, but quickly reinforcesy saying, “You know this is a high
equine feeling of ours” (23).

In describing his time with the Hussar officeg tmarrative tone shifts. From the
beginning of the chapter the gelding's narratios lieen mostly curt and factual, but here
it acquires a more evocative sentimental/nostaégiture:

The groom was a lad from among the peasants. H&dvapen the door,
let out the steam from the horses, throw out tloppings, take off our rugs, and

begin to fidget over our bodies with a brush, andwhitish streaks of dandruff
from a curry-comb on the boards of the floor thaswlented by our rough
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horseshoes. | would playfully nip his sleeve and gze ground. Then we were
led out one after another to the tough filled vatid water, and the lad would
admire the smoothness of my spotted coat whichaldepblished, my foot with its
broad hoof, my legs straight as an arrow, my glagsrters, and my back wide
enough to sleep on. Hay was piled onto the higks;eend the oak cribs were
filled with oats. Then Feofan, the head coachmamlevcome in.

Master and coachman resembled one another. Neitlieem was afraid
of anything or cared for anyone but himself, andtii@t reason everybody liked
them. Feofan wore a red shirt, black velveteenkarizockers, and a sleeveless
coat. | liked it on a holiday when he would commithe stable, his hair pomaded,
and wearing his sleeveless coat, and would shhiaty'then, beastie, have you
forgotten?" and push me with the handle of thelsttdrk, never so as to hurt me
but just as a joke. | immediately knew that it vageke and laid back an ear,
making my teeth click (24).

After this description, however, the oppositiomgain stated: “In their service |
lost the best of my qualities and half my lifeBut despite this, this was the best time of
my life” (24). These oppositions serve as bookdndbke nostalgic scene above depicted,
they temper it and diminish the effect of the seettalism.

In describing being harnessed at the bottom o€ pagnty-four, the verb tense
unexpectedly changes from past to present andnuagifor most of the remainder of the
fourth night. In the Maude, this is rendered ugagt-passive verbs (were harnessed,
would come, would examine, etc). Though this isrttwest reasonable for translation, it
does lose some of the meaning from the original:

3anparyT B capae Ha pasBsske. Boiiiner @eodan ¢ 3a10M mupe 1ied, B

KpPaCHOM KYIIIAKe MO/ MBIIIKH, OIVISIAUT 3aIPSOKKY, CSAJIET, 3allpaBUT KadTaH,

BBICTABUT HOT'Y U CTPEMS, TIONTYTUT YTO-HUOY/Ib BCETIIA, TPUBECUT KHYT, KOTOPHIM

MOYTH HUKOTJIA HE CTETHET MEHS, TOJIBKO JJIs TTopsiaka, U ckaxeT: "'[lymait!" U,

HArpast KaXIbIM I1aroMm, s TpoTraro U3 BOPOT, U KyXapKa, BBIIIEAIIAas BEIIUIECHYTh

IIOMOH, OCTAHABIIMBAETCS HA IOPOTe, U MY)KUKH, IIPUBE3IINE HA ABOP APOBa,

Tapamar rasa. Beleget, npoeaet u ctaner. BeliiayTt 1akeu, noabenyT Kydepa, u

MOMAYT pa3roBophl. Bee s ayT, yaca Tpu HHOTJA CTOUM Y MOAbE3/a, U3peaKa
MPOE3KaeM, 3aBOPAYMBAEM U OMSATH CTAHOBUMCS.

*5“They are harnessing in the barn with ease. Felefaves with his hips wider than his shoulders; red
belt under his arms, he looks over the harness,adjusts his caftan, puts his foot forward it $tirrup,
makes a joke at something always, produces a wiiip,which he almost never lashes me, only for form
and says, 'Go!" And, playing with every step, |starting from the gate, and the cook who was coroirtg
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One of the possible effects which are achievethlsy is that it presents the
events with a tone of immediacy. They are happemog/”, thus serving to involve the
reader in the action. It is also the gelding “relyy the happiest time of his life in the
present. The events have the quality of being nbyt current, but recursively so; though
the events have concluded, they are forever-preshase taken as a whole function to
reinforce the nostalgic and sentimental tone offdini-night narration. This nostalgia
can also be seen in the metrical quality of moveamen

KHs13b B z:yxe I/IHOFI[a TOIIYTHT C CDeO(baHOM CDeocbaH OTBCTI/IT qyTh

O60pan/IBa$I KpacHUBYIO TOJIOBY, U, HE CITyCKas YK, I[CJIaGT 4yTh 3aMeTHoe

TIOHATHOE JUTS MEHsl ABIDKCHHE BOXOKAMH, U Pa3-pas-pas, Bce MUPe U LIHpE,

COAPOrasiCh KaKIAbIM MYCKYJIOM M KHJasi CHET C TPS3bIO MO/ MEPEIOK, s eIy
(25) .46

The past tense is reintroduced, and seems toduras a way to bookend the
passage in which the gelding conveys his love @hma It begins and ends with the
phrase “I loved to outrun a trotter”, however thescription of the act itself is in the
present:

Jlrobun s mepernars peicaka. Korma, ObiBasio, MBI H3/ajieka 3aBUAUM C
®eodaHoM ympsiKb, JOCTOMHYIO HAIETO YCHIIWS, W MBI, JIETS, KaK BHUXPb,
MEIJIEHHO HauyMHaeM HaIuIbIBaTh OJbke M ONmke, YK S KUAAI0 TPsA3h B CIHHKY
caHeil, paBHSIIOCH C CEJOKOM U HaJ| TOJIOBOH (DBIPKAI0 €My, PaBHSIOCH C CEIEIKOM,
C JIyroif, y’X HE BUXY €ro U CIBIILY TOJIbKO C3aJU ceds BCe YIaJSIOUINecs ero
3BYKH. A KH:3b, U DeodaH, U s -- MBI BCE MOJTYHUM H JIeJIaeM BHUJ, YTO MBI IPOCTO
€IEM T10 CBOEMY JEIIy, YTO MbI U HE 3aME€YaeM TeX, KOTOPbIE MOMAIA0TCs HAM Ha

to empty the slop pauses on the threshold, angelasant who was bringing firewood to the courtyard
gawks. He walks out, passes, and stops. The foolvallnout, coachmen pass, and go about conversation
All are waiting, sometimes for three hours we damding by the porch, occasionally going a littlayw
turning, and again waiting.”

“6“The Prince in a spirit, sometimes is joking witeofan, Feofan answers, turning his red heade litt

and not lowering his hand, makes a little sign lovimg the reins which | understand, and one-twe¢hr
all wider and wider, shuddering with every musate #linging dirty snow under the front, | walk.”
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47
MyTH HA TUIOXUX Jomaasax. JIFDOUm s meperHars, ....

The fifth night is one of change and conclusibime weather itself establishes the
tone of this, and is a foreshadowing device whicbammon to much of Tolstoy: “The
weather was beginning to change. It was grey sma&ing and there was no dew, but it
was warm, and the mosquitoes were tenacious” (£6)in this setting that the gelding
ends his story.

Again the contradictory theme of success whields$eto failure arises, and
achieves its zenith. “At the end of the second evitite happiest event of my life
occurred, and following it the greatest misfortuii2g).

After winning a race against the favored horsen3Ariacusiii), the Prince is
offered thousands for the piebald gelding, whicpr@mptly refused. “No’, he said, 'this
is not a horse, but a friend, | would not trade lfema mountain of gold” (26). These
words will contradict the deeds which follow, theenforcing the gelding-narrator's
previous assertion on the subject. This is agaioed immediately afterward. The
gelding and the Prince “fly” to his mistress' apaght, where the deed (We arrivei/ts
npuexanu k Heit) and the word (He called her hi®# naspiBan ee coero) are conflated.
The Prince, enraged, pushes the horse:

They did what had never been done to me befomeickstne with the
whip and made me gallop. For the first time | @it of step and felt ashamed and
wished to correct it, but suddenly | heard the ggishout in an unnatural voice:

"Get on!" The whip whistled through the air and m&, and | galloped, striking my
foot against the iron front of the sledge (26).

74| loved to outrun a trotter. When it happened tha catch sight of a harness from afar worthywsf o
effort, we are flying like a whirlwind, slowly wedlgin to run nearer and nearer, | am flinging ditdithe
back of the sledge, pulling even with the rider ar@iyhing above his head, pulling even with thedad
with the arch, indeed | cannot see him and | oelgrthis sounds receding behind me. And the Prarw,
Feofan, and |, we are all quiet and give the appes, that we simply are driving on our own bussnes
that we do not even notice those with bad horsatswib meet on our way. | loved to outrun....” P5:25.
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The consequence of this is described in tragidldeta
| was ill, and they tormented me and maimed mectatong me, as people
call it. My hoofs came off, | had swellings and tegs grew bent; my chest sank in
and | became altogether limp and weak. | was soldhorse-dealer who fed me on
carrots and something else and made something guiteeunlike myself, though
good enough to deceive one who did not know. Mgrgjth and my pace were
gone.
When purchasers came the dealer also tormented manting into my
stall and beating me with a heavy whip to frighte madden me. Then he would
rub down the stripes on my coat and lead me ouR{6
Then he is sold to an old womandpymxka) who provides still more evidence of
there being “no Christian soul”. This is condens#d the simple sentence, “She always
drove to [the church of] Nikolai the Wonder-Worleerd flogged her coachman”, which
in turn leads to another interesting narrative devi he gelding states that, “The
coachman cried in my stable. And there | realizledt tears have a pleasant, salty taste”
(27). This empathetic scene, which would be thdiggls licking the coachman's face in
an attempt to comfort him, is only implied; and tmanection made between “tears” and
“pleasant” lends an overall bittersweet texturé.to
The old woman dies, and the gelding suffers stdle through a tragedy of
errors, until concluding his story with the simf#end so | am herel{ Bot st 3nech)”
(27). The audience is obviously stricken by theystand the weather again reinforces
this sentiment, “All were silent. Rain began tazdte” (27).
Chapter Nine
Once the gelding has concluded his story, the 4pgncton narrator again becomes
the primary storyteller, though the tone has chdnggelight of the information that has

been presented, the narrative tone accordinglyrbesanore judgmental of human

affairs. Seemingly knowingly, the old mare Zhuldyhace casts a sidelong glance
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(moxocuthes) at the host and the “tall, fat, bloated militanan”, and the young horses
“take alarm fiepenonommutscs)” (27).

Again the falsity of the notion of property iseegénced in the phrase, “[The host
and his guest] were unable to see all the horséiseanwalk” (27). The horses
themselves only serve as means by which the meateboast of his success. The
interaction between the host and his guest wiktbéncreasingly sinister game: of the
host's bragging and the guest's envy, which waltheits height in the twelfth chapter.
This envy will be the cause of many of the Prineesons, and so should be addressed.

“Related to jealousy, resentment, and injustiogyaes directed up, toward the
rich, professional, and entrepreneurial but alseatd peers and allies doing better than
the self*®This latter description certainly is relevant te frince, but also Fiske asserts
that envy also has the effect of estrangement: igehoutgroups seem high status and
competent, but cold, not 'us’, so they are res&ritethese intertwined emotions of envy
and scorn help explain many of the Prince's seaé-remarks and his denial of the host's
gifts, and scorn which is taken to such an extram® completely alienate the object
being viewed is clear in the passage which endshhbpter:

Suddenly above his ear he heard a stupid, wealgestfh. This was the
piebald's neigh, but he broke off as if embarrasseither the guest, nor the host
paid attention to this neigh and went home. Khah&orecognized in the bloated
old man his beloved master, the former glowind),rand handsome
Serpukhovskoy (28).

Though Serpukhovsky is an actual Russian surnameed! from the word

serpukha(saw-wort), there may still be an instance of vpbagl. Though it is not certain,

it is possible that the Prince's name is a cowffatf the words &p (ser)” and a variant

“8 Fiske.Envy Up, Scorn DowrRg. 7.
9w pg. 8
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of the root fiyx- (pukh)”, making his name essentially, “Sir Fluffy” or hE Respectable
Mr. Powder-puff”.
Chapter Ten

The divide between the two spheres of activityodtices the tenth chapter, and
moves away from the horses and into the “grand Aot word used in reference to
the host'sxo3sitn) pregnant female counterpartisssiika, which is best translated as
“hostess; proprietress” and does nothing to inditlaeir relationship. It will remain
unclear whether she is his wife or mistress uh&lwordlyubovnitsalmistress) is used
later. It is possible that this is an intentionbfuscation intended to play with the reader’s
preconceived expectations, to expose the amoddlitye host, or to reference the
gelding's statement that “there are people whoveathen their own... and strive in life
not to do what they think right but to call as mahygs as possible 'their own'.”

Much attention is paid to describing the opulewa@é which the host surrounds
himself and its superficiality, which is satiricataptured in the passage, “Around the
table jingled the silver collar of the Italian gheyind, unusually thin, and which was
called by an unusually difficult English name whiabth [the host and hostess] poorly
pronounced, not knowing English” and summed inftlewing absolute, judgmental
passage: “Everything gave the impression of newrhessry, and rarity. Everything was
good, but it all bore an imprint of superfluity, alth, and the absence of intellectual
interests” (29).

Though with less detail, the physical descriptwdfrince Serpukhovskoy is
summed best with the phrase, “He may have beenhargisome at one time. Now he

had fallen low, it appeared, physically, morallgddinancially” (29). The narrator will
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continue by enumerating this three-fold destitutio® has squandered his fortune, and
lived on credit until that too is gone; his dringihabits, “strictly speaking, are never
either begun nor ended”; and his moral povertyesst Bummarized in the passage:

He always treated his friend's mistresses withaetsmot because he
shared the so-called convictions promulgated irodarals (he never read trash
of that kind) about the respect due to the persgnafl every man, about the
meaninglessness of marriage, and so forth, butusecal decent men do so and
he was a decent, though fallen, man (30-31).

The Prince's diminished position greatly affegssdountenance, not only in
relation to the young host, but also internallyhia sense that his former-self scorns the
present, while his present-self envies the paste“3ight of his young host's good fortune
humiliated Serpukhovskoy, awakening a painful eimvigim as he recalled his own
irrecoverable past” (30). And again when he refubescigars offered snidely by his host,
“Nikita pushed aside the hand with the cigars, amggeam of offense and shame showed
itself in his eyes” (21).

If we recall the “vile, pitiable, and noble” catates of old age, then
Serpukhovskoy is most assuredly denied nobilitys t& looked at them, Serpukhovskoy
for their sakes tried to force a smile, but aftex host had got up, embraced her, and led
her to the portiere, Serpukhovskoy's face suddemynged. He sighed heavily, and a
look of despair showed itself on his flabby faceei& malevolence appeared on it” (32).

Chapter Eleven

The host and guest continue their conversatiom #feshostess leaves, and

chapter eleven continues to show the divide betwleem financially as well as more

fully develop their moral degradation. In genetiais chapter reinforces more blatantly

what has already been stated in chapters nineeanfobit didactic effect. The
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fundamental pettiness of their interaction is peijesummarized in the assertion, “The
host sorted out in his head, how he could bragggiest. Serpukhovskoy contrived how
he would show that he did not consider himself lpapk (33).

The moral degradation is emphasized in the phitaseiag their commodification of
women, and also validating the gelding’s thougim®wnership, “They spoke of women
and of who kept this one or that, a gipsy, a bajidf a Frenchwoman” (33). Then
Serpukhovskoy, tiring of his host’s bragging, chesithe subject to focus on himself in
the prime of his life. He remembers Kholstomer fgr{tiOh, what a horse that was!”)
and then remarks, “There are no such horses naw.chh that was a time. Ah, youth!”
(34). The implication of this statement is thatggathovskoy is theeasonthere are no
such horses anymore. The Prince and those likethnorigh mindlessness, mistreatment,
and neglect causes the ruination of good thingss@ lraits in Serpukhovskoy coalesce
and are involved in every facet of his life; he haised his estate, his health, and his
soul.

To end the chapter, his drunken boorishness ikigqal in detail to highlight this

point:

"It seems to me that | was lying a lot," he thougtell, it's all the same. The
wine was good, but he is an awful swine. Therasething merchant-like about him.
And I'm an awful swine," he said to himself andghed aloud. "First | used to
support women, and now I'm supported. Yes, the Wirdirl will support me. | take
money of her. Serves him right, serves him righitl,$ must undress. Can't get my

boots off. Hey! Hey!" he called out, but the manoatad been told off to wait on him
had long since gone to bed.

He sat down, took off his coat and waistcoat amdedoow managed to kick off
his trousers, but for a long time could not gethusts off - his soft stomach being in
the way. He got one off at last, and struggledaftong time with the other, panting
and becoming exhausted. And so with his foot inbibet-top he rolled over and
began to snore, filling the room with a smell dbaoco, wine, and disagreeable old
age.
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Chapter Twelve

The scene sharply moves from the house back tpasieire, and the reader is
informed that Kholstomer has fallen ill with scgi@pocra, similar to the pejorative used
toward the gelding earliexppocrosoii). Absent from the Maude translation is the horse's
perspective on the diseaseYtw-to 6onbHO yemercs», -- aymain ox. (‘'Something
painfully itches', he thought) (35).” When the vetarian suggests that he be sold, the
response is that there is no point, that the ggldhould just be slaughteregesars).

The description of the “flayepipaua)” is appropriately malevolent. “There arrived a
strange man. Lean, black, dirty, with somethingtipted on his black kaftan” (35).

The gelding is led to a ravine, and his non-urtdeding of impending events
lends a final, tragic quality to the gelding:

The gelding stretched towards the halter meanirapéov it a little from
dullness, but he could not reach it. He sigheddoskd his eyes. His nether lip
hung down, disclosing his worn yellow teeth, andbgan to drowse to the sound
of the sharpening of the knife (35).

This misinterpretation by the gelding reachegitigble zenith as the act is
committed. Again the event is estranged, similarlthe saddling; in much the same way
as “a finger is shoved in his mouth... and strapgpalled tight”, the gelding feels “that
something had been done to his throat”. The déself,ifor the gelding at least, is not
tragic. It is a release from his life of needlestesing, where, “All the heaviness of his
life was relieved”.

“Surely they want to doctor me”, he thought. “Lieéin!” And directly he
felt that something had been done with his thribatas painful to him, he
flinched, gave a kick with his leg, but restrairiechself and began to wait to see

what would be next. Then he felt something wet puin large spurts on his
neck and chest. He sighed with all of his sided,f@began to feel immensely
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better. All the heaviness of his life was relieviel@. closed his eyes and began to
droop his head. No one was holding it. Then his kpgvered and his whole body
swayed. He was not so much frightened as surprisegtything was so new to
him. He was surprised and started forward and ugwart instead of this, in
moving from the spot his legs got entangled, heabeg fall sideways, and trying
to take a step fell forward and down on his letesiThe knacker waited till the
convulsions had ceased, drove away the dogs tdatreat nearer, took the
gelding by the legs, turned him on his back, tdddRa to hold a leg, and began to
skin the horse (36).

The reader is spared the actual grisly deed oflageng, but when the herd
returns for the day they only see “something rddwearound which dogs were romping
restlessly and ravens and kite-birds flew” (36)e Trerspective then jarringly shifts again
to depict the scene of a mother-wolf feeding hemgp

At dawn, in a ravine of the old forest, down inaergrown glade, big
headed wolf cubs were howling joyfully. There wéve of them: four almost
alike and one with a head bigger than his bodgahlold wolf who was shedding
her coat, dragging her full belly with its hangithggs along the ground, came out
of the bushes and sat down in front of the cubs. ditbs came and stood round
her in a semi-circle. She went up to the smalkasd, bending her knee and
holding her muzzle down, made some convulsive meves) and opening her
large sharp-toothed jaws disgorged a large pietwideflesh. The bigger cubs
rushed towards her, but she moved threateninglyeah and let the little one have
it all. The little one, growling as if in anger,|fmd the horseflesh under him and
began to gorge. In the same way the mother wolgleced up a piece for the
second, the third, and all five of them, and tregndown in front of them to rest.

(36).

Leblanc cites the significance of this scene asmportant contrast in sexual
morality established in the story ... between Ktaortser's mother, who, as we have seen,
abandons her son early on to pursue her own seffistal pleasures and romantic
interests, and the wolf-mother, who at story’s &aedls her five cubs meat from the body

of the slaughtered horse-hero.” As well as incaaping Christian allegory, “she insures

that the smallest cub is fed first, in accord vifth New Testament promise that the last
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shall be first™°

It is also, | believe, a juxtaposition between ‘thatural” world, and human
affairs. Men, after mistreating, slaughtering, flagiing the gelding only to take his hide
(which, ironically, was the cause of all his mistme), leave his body to rot. Even in
death, however, the gelding is useful to those vdrorecognize his intrinsic worth. This
concept of the natural is extended also to thegmathat class which is so dear to
Tolstoy — “those who work with their hands and féleel world with what they produce;
they are close to nature and therefore closesbtty Gis able to see the value even in the
skull and shoulder-blades which have been pickgadd “put them to userycrun ux B
neno)” (37).>1

Interestingly, the “story of a horse” does not anth the horse but with another
death: Serpukhovskoy's. The Prince, whose greatbgtvements in life were “having
walked about the world, eating and drinking” andvwbiom, “neither his skin, nor the
meat, nor the bones proved useful anywhere” (3 HeMas Kholstomer's death is an
easing of weightrokects), the Prince's is a burdemfocts) on those around him, and
the burying of this body “in the earth was simptyextra difficulty for people” (37). His
body immediately begins rottingdruac »e 3arausiiee), a negative allusion to
Incorruptibility, the belief that certain bodiesasesult of their holiness resist
decomposition. His podgyryxueiii) body is laid to rest amid all his earthly finesj@and
through the parodical use of estrangement the taarcheekily ends his story by stating,
“older human bones are dug up and in that plated® this carriontfutommii), worm-

infested body in a new uniform and polished boaots @ fill it all with earth” (37).

0 |eblanc.Sex, Love, and Motherhoolg. 562.
*1 Tolstoy, AlexandraTolstoy and the Russian PeasdRussian Reviewol. 19, No. 2, [Special Issue:
Leo Tolstoy] (Apr., 1960), pp. 150-156.
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There are several possibilities which help explery the author would end the
story this way. First, it is a way for Serpukhovgho get his comeuppance, as well as
still further extol the virtue of Kholstomer througomparison. It also leaves the reader
to contemplate his own death, and in so doinglifieiss he is living it This conveys the
ultimate didactic strength of the story, and theside is used quite frequently by
Tolstoy>? This contemplation is (ideally) a recursive prageme is intended to think
about his life in relation to his death, which theads to consideration of death, and
again to think about his life in relation to dedththis way the story, in a sense, is
“living”. Though the text concludes with the degtion of Serpukhovskoy being covered
with dirt, the story is not ended. Rather, it idstoy's ability to, as Morson states, “not
allow the curtain to fall. In this particular seniee story strives to remain open, as its
ontological status seeks to be (in the full etyrgadal sense of the word)

indeterminate®

*2 Similar plot devices can be found in, namétpw Much Land Does a Man Need? The Death of Ivan
II'ich, Master and Man, and Alyosha Gorshthich bears striking resemblance to many of tleentés of
Kholstomer), among others.

3 Morson.Reader as VoyeuPg. 477.
57



CHAPTER I
CONCLUSION

Having looked at the way in whichparticular didactic work is constructed, |
would like now to focus on how this interacts witbistoy’sgeneralconception of art.

For Tolstoy, art is a labor, which should be vdlbased on the “purpose it may
serve in the life of man and of humanif{’’Art is not necessarily a rational undertaking.
Much like the piebald gelding “felt but did not werdtand”, so too is the purpose of a true
work of art for Tolstoy: “The activity of art is bad on the fact that a man receiving
through his sense of hearing or sight another naxpsession of feeling, is capable of
experiencing the emotion which moved the man whoessed it®° This definition
categorically seems to better describe didactiofi¢ rather than art in general, and is
aligned with Morson’s statement that didactic batimust seduce and implicate the
reader.

Art is not simply a story; it must also convey miegs, impressions which can
instruct the person hearing or reading it. It is #uthor’s duty to “infect” his audience
with his own feelings and impressions: “Art is arfan activity consisting in this, that
one man consciously by means of certain extergaksihands on to others feelings he
has lived through, and that others are infectethbge feelings and also experience
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them”.

To accomplish this, it is necessary to have a padie of form; however this form

> Tolstoy, Lev.What is Art?Trans. W. Gareth Jones. London: Oxford UniverBitgss, 1994. Pg. 56.
55 “n Pg. 57.

% pg, 59,
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is only useful insofar as it allows the artist igress himself. The form of any art is a
vehicle by which the content is transmitted todhelience. It is the encoding of an idea
in such a way that it may be accessible to all vezal it.

This essay has studied the way in which form amdesd combine to create
meaning in garticular work. | have also looked at the ways in which thisaning
expresses itself within the text in relation toiedastorical events that the author found
pressing; most notably how labor, property, andslalate to the idea of a general
morality. This is not a final interpretation, bather the beginning of a dialogue not only

of the ideas withilKholstomey but also with Tolstoy’s other later didactic werk
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