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dilemma. n fact it resembles knowledge only
in being. an. aititude and a feeling very similar
to. some attitudes and . feelings which may and
often do-accompany knowledge, But “Knowl-
edge” is an. immensely potent emotive word
engendering reverence towards any state of mind
to which it-is applied. And these “feelings of sig-
nificance” are those among our states of mind
which most ‘deserve to:be revered.:That: they
should be so obstinately described as knowledge
even by those who most carefully remove from
them: all the charactemst;cs of knowledge is: not
surprising.. " - ..

‘Traditionally -what is sald to be known thus
mystically through -the arts-is Beauty, a remote
and.divine entity not otherwise to be apprehended,
one of the:Eternal Absolute Values.-And this is
doubtiess emotively a way of talking which is
effective for a while. When its power abates,-as
the power of such utterances will,.there are several

developments which may easily be used to revive |

it. “Beaunty is eternal, and we may say that it is
already manifest as a heavenly thing — the beauty
of Nature is indéed an earnest (o us of the ultimate
goodness which lies behind the apparent cruelty
and- moral confusion of organic life. ., , Yet we
feel that these thres are.ultimately one, and human
speech bears constant. witness to. the universal
conviction that Goodress is beautiful, that Beauty
is good, that Truthis Beauty, We can hardly avoid
the-use of the word ‘trinity,” and if we are theists
at all we cannot but say that they are one, because

T

Victor Shidovsky

1893-1984

Fhe vena.tzle Rzm.mn man of letrefs Victor § ht‘dovsfcy was bom the son of a teacher in Pcre: sburg a
studied" ot the umvermy tke:e “An outspaken foumlmg membe: aof. t?:e Rmmn lr!ermy s

Tech.luque, I9I 7) and his ideas were smgled out for specml denunmatmn by Lean Tr otsky P ob
with the Bolsheviks pr amptecl his emigration in 1921, but he refurned two years later. Within.q few
years, after the pubitcanon af The Theory of Prose (1925), he backed away from the politically risky
business of theorizing and took up other pursuits, particularly film criticism, scréenwriting, m’ld
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| what else does it not witness? It would be strangg

" But the. wrong approach is easy and far too oftéy

- which: is the more dangerous the nore it is hedged

they are the manifestation of one God If we ang
not theists there is no explanation;™'
Human speech is indeed the witness, and’,

if in a mattér of such moment as this the greatey
of.all emotive words did not come into play. ¥
religion we believe that God is Beauty and Li
that God is Tenth and Light; that God is Goodnegs
and Love, and that because he is all these they aie
all one, and the Trinity in Unity and Unity 1y
Trinity is to.be worshipped.”** No-one who car
interpret emotive langudge, who can aveid |
temptation to illicit belief so constanﬂy Presented
by it need find such utierances “meaningles

pressingly invited by the speakers, labourirg
themselves under misconceptions. To excite;
serious and reveient attitude is one thing, To: gef
forth an explanation is another. To.confuse:the
two and mistike the incitement of an attitude fot
a stateinent of fact is a practice which should he
discouraged. For intellectual dishonesty is ane

about with emotional sanctities. And after all
there is another explanation, which would long
ago have been quietly sstablished to the world’s
great good had men been less ready o sacrifice
the integrity of their thought and feeling forthe
sqke of a local and hn‘uled advantage

" Ypgrey Dearmer, The Natessity of An‘, p. 180. [Richards]
"’A W, Pollard, ibidem, p. 135. [Richards]

Of the Sower lztemry esrablsshment

;ft as Té_chr%ique

storical fiction, He wrote books on Tolstoy (1928), Mayakovsky (1040), and Dostoevsky (1057), and
alse remembered for his awtobiographical account of the revolutionary years, A Sentimental
Jou_mal Memoirs 1617-1922 (1923}, Ultimately, Shklovsky came to be consm’erea‘ an honored mem-

it is thinking in images.” This maxim, which
en high school students parret, is nevertheless
sta1tmg point for the erudite philologist who
ginning to put together some kind of system-
¢ literary theory. The ides, originated in part by
ebnya, has spread. “Without imagely there is

art, and in particular no poetry,” Potebnya
{fes.! And elsewhere, “Poetry, as well as prose,

st. and foremost a special way of thinking and

boetry is a special way of thinking: it is, pre-

sely, a way of thinking in images, a way which

permits what is generally called
tental effort,” a way which makes for “a sensa-

“economy of

tion of the relative ease of the process.” Aesthetic

feeling is the reaction to this economy. This is
how the academician Ovsyaniko-Kulikovsky,’

ho undoubteclly read the works of Potebnya
twely, almost certainly understood and faith-
ully ‘summarized the ideas of his teacher.
Potebnya and his numerous disciples consider
eiry a specizl kind of thinking — thinking
by means of images; they feel that the purpose
¢ imagery is to help channel various objects and
aciivities into groups and to clarify the unknown
by means of the known. Or, as Potebnya wiote:

" The relationship of the image to what is being clari-
fied is that: (a) the image ig the fixed predicate of
that which undergoes change — the unchanging

Translated by Tee T, Lémon and Marion Reis.

léxander Potebnya, [z zapisok pe teoril slovesnosti
Notés on the Theory of Language] (Khmkcv, 1905), p. 83.
l}.lduvsky] .
Ibid,, p. 97 [Shk]ovsky]
Dlmhy Ovsyaniko-Kultkovsky (1835—1920) u leading
ussian scholar, was an early conteibutor to Marxist periodi-
ils ‘and a literary conservative, antagonistic towards the
eliberately meaningless poems of the Futurists. [Tr.]

means of :ltt;nctmg whqt is pemezved as change-
able. , . (b) the unage is far clearer and simpler
than Wh'lt it clﬂuﬁes

In other words:

Since the purpose of imagery is to remind us, by
approximation, of those meanings for which the
image stands, and since, apart from this, imagery is
unnecsssary for thought, we must be more familiar
with the image than with what it clarifies.? ..

It would be instructive to try to apply this prin-
ciple to Tyntchev's comparison of summer light-
ning to deaf and dumb demons or to Gogal's
comparison of the sky to the garment of Giod,®

“Without imagery thére is no_art” — “Art is
thinking in images.” These maxims have led to
far-fetched interpretations of individual works of

art. Attempfs have been made toc evaluzte even
musie, architecture, and lyric poetry as imagistic
thought. After a quarter of a century of such
attempts Ovsyaniko-Kulikovsky finally had to
assign lyric poetry, architecture, and music to a
special category of imageless art and to define
thern as lyric arts appealing ditectly to the emo-
tions. And thus fie admitted an enormous area of
art which is not'a mode of thought. A part of this
area, lyric poetly (narrowly considered), is quite
like the visual arts: it is also verbal, But, rmuch
more imporiant, visual art passes qu1tc zmpe1cep-
tibly info nonvisual art; vet our pelccptions of
both are similar,

Poiebnys, 1z zap:sok po teorll v!m'cmm'n p. 314.
[Shklovsky]

*Ibid., p. 201. [Shklovsky] :

E[‘yodm Tyutchev (1803-1873} a poct, and N]C]]D]'IS
Gogol (1809-52), & master of prose fiction and satire, are
mentioned here baeause their bold use of imagery cannct be
accounted for by Polebaya’s theory. Shklovsky is arguing that
writers frequently gain their effects by comparing the com-
monplace to the exceptional rather than vice versa, [Tr.]
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Neve:’theless the definition “Art is thinking in

images,” which means (I cmit the usual middle |

terms of .@9_. arsument) that art is the making of
symbels, has survived the downfall of the theory
which supported it, It survives chiefly in the wake
of Symbolism, especially among the theorists of
the Symbolist movement,

Many stiil believe, then, that thinking in
images — thinking, in specific scencs of “roads
and iandscape” and “furrows and boundaries”’ —
is the chief characteristic of poetry. Consetuently,
they should have expected the history of “imagis-
tic art,” as they call it, to consisi of o histoFy of
changes in imagery. But we find that images
change little: from century to century, from nation
to nation, from poet to poet,.they flow on without
changing. Images belong to no one: they are “the
Lord’s.”  The more you understand an age,. the
more convinced you. become that the images »
given poet used and which you thought his own
were taken almost unchanged from another poet.
The works of poets are_classified or_grouped
according to the {new  (echiiquete that_poets
discover and share, and according to their arrenge-
ment and development of the resources of lan-

guage; poets are much more concerned with
ﬁang‘hfg\imagcs than with creating the. Images
are given to poets; the ability to remeniber them is
far more 1mport'mt than the ability to cre’lte them.

Imag1st1c thought does not, in" any cage,
include all the '1spects of art nor even ail the
aspects of verbal art. A change in imagery is not
esséntial io the dcvelopment of poetry. We know.
that trequently an expression is thought to be
poetic, t0 be created for aesthetic pleasure,
although actually it' was created without such
intent — e.g., Anuensky 5 opinion that the Slavic
languages are cspecm{ly poetic and Andrey
Bely’s ecstasy ove1 the tec,hmque of pIacmg

eighteenth-century Russmn poeis. Bely joyfully
accepis the technique as something artistic, or
more exactly, as intended, if we consider infen-
tion as art. Actually, this reversal of the usual
adjective-noun order is a peculiarity of ‘the

"This is an allusion lo Yyacheslay Ivanov's Bo:ozdy i

" “Hey, butterfingers!”® This figuie of speech:

. effective than ofher poefic techniques; it Is neither
“more nor less effective than 01dmarv Or negaive

thetorical fgures, and all those methods which

mezhi [Furrows and Boundaries] (Moscow, 1916). 1 major
statement of Symbolist theory. [Tr.] . .
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language (which had been influenced by Chﬁmh‘
Slavonic). Thus a work may be (1) intendeq g
plosalc and acoeptad as poetlc ot (2) intended,
poetic and accepted as prosaic. This suggests,
the artistry attributed to a given work results fig,
the way we perceive it, By “works of art,” in i)§
narow sense, we mean works created- by specl
techniques designed to fnake the works ds 0
ously artistic as possibie.

Potebnya’s conclusion, which can be forry
lated *poetry equals imagéry,” gave rise to
whole theory that “imagery equals’ symbolig
that the jmage may serve as the invariable
cate of various subjects, (This. couclug
because it expressed ideds similar to the theorj
of the Symbolists, intrigued some of their le§di
representativés — Andrey Bely, Merezhkovsk
and his “eternal companions” — and, in*fa
formed the basis of the theory of Symbolish,
The conclusion stems parily from the fact*
Potebnya did not distingnish between the” a
guage of poeiry and the language of pr
Consequently, he-ignored the fact that therg
tw aspects’ of imagery: imagery as a prachi
means of thinking, as a means of placing objet
within categories; and imagery as poetic, &
méans of reinforcing an impression. 1 shall clart
with an example, T waiit to attract the attentio
a young child who is eating bread and butier a
getting the butter on hel fingers. I call, “Hey,
terfingers!” This is a figute of speech, a clé
plo'saic trope. Now a different example. Thec
is playing with my glasses and drops them. I cal],

poetic trope. (In the first example, “butterfinger
is mctonym.ic in the second, metaphoric™—
this is not what I want to stress.)

Poctic imagery is a means ‘of cwatmg .the
strongest possible impression. As a method it 13,
d_eiaeudmg upon its purpose, neither more ner les§

parallelism, comparison, repetition, balanced
structure, hyperbole, the commonly accepted

¥The Russian lext involves a play on the word for #hai®
colloquinl for “clod,” “duffer,” etc. {Tr.] - :

el lelIlE words or even ﬂltlctllagq_g ‘s‘ggug“) But

etic. imagery only externally resembles either
tock imagery of fables and ballads or thinking
mages —e.g., the example in Ovsyaniko-
cilikovsky's Language and Arf in which a little
calls a ball & little watermelon, Poetic imagery
but. one of the devices. of poetic language.
fose imagery is a means of abstraction: a Jittle
atermelon instead of a lampshade, or a little

of one ot the obiéct’s characterigtics, that of
ness. It is no different from saying that the
A The melon are both round, This is what is
igant, but it has nothing to do with poetry.

; ;the law- of the economy of creative effort is
so'generally accepted, [Herbert] Spencer wrote:

. On seeking for some clue to the. law uﬂdéﬂying
hese, current maxims, we may see shaddwed forth
n many of them, the importance of econcmizing
the readet’s or the hearer’s aticntion. To'so present
deas that they may be apprehended with the least
ossible mental effort, is the desideratum towards
which most of the rules above guoted point. . . .
Hence, currying out the metaphor that language is
he vehicle of thought, there seems reason to think
hat in all cases the friction and inertia of the vehi-
le deduct from its efflcxency, and that in compum-
fon, the chief, if not the sble thing to be done, is to
fice this friction ﬂlld mcrtm to the 'smallest | poss;-
le amnunt 0

| R[1chald] Avenarms

a soul possess ‘Inexhaustibie” sneugth then, - of
oiinse, it would be indifferent to how much might
¢ spent . from this inexhaustible source; only the
ecesseuily expended time would be lmportant. But
ince its forces are limited, one is led to expect that
-the soul hastens to carry. ont.the ﬂppemeptwe
rocess as expediently as possible — that is, with

SI_)klovsky is here doing twn thmgq of mujor tl}eomnczﬂ
rtance: (1) he argués that different technlqucs SCTVE 7 §iii-
& Fandtion, gnd that (2) 1o single technique Is all-imporcant,
The second permits the formalists to be concerned with any
kl al! literary devices; the fisst permits them 1o discuss the
es from u single consistent theoretical position. [17r.]
Herbert Spencer, The Philosophy of Stle (Humboldt
Libidry, vol. -34, New -York, 1882), pp. 2-3.: [Shklovsky]

klovsky’s quoted reference, in Russian; prescrves the. ldea
of the original bit shortens it. [Tr,]

grmelon fnstead of a head, js only the abstrac-

comparatively. the least expenditute of energy, and,
+ hence, with comparatively the best result,

Petrazhitsky, with ouly one reference to the gen-
eral law of mental-&ffort; - rejects [William]
James’s theory of the physical basis-of emetion;-a
thsory which -contradicts -his - own. - Even.
Alexander Vese]ovsky acknowledged the-prinei
pi€ of the economy of creative effott, & theory
especially appealing ln the study of rhythin, and
agreed with Spencer: “A satisfactor ¥ style is pre-
cisely that style which ‘delivers the greéatest
amount of thelght in the fewcst words.” And
Andrey Bely, despite the fact that in his better
pdges he gave numerous examples of “fough-
ened” thythm'" and (particulsily in the examples
from Baratynisicy) showed the difficulties inherent
in poetic epithets, also thoughf ‘it necessary to
speak of the law of the e¢onomy of créative effort
in his book'2 =i heroic effort to create a theory
of art sased o tnverified facts from’ antiquated
sources, cn his vast knowledge of the tecliniques
of poelic creativity,- and - on Kmyewch 8 lngh
school physics text,”

Thesé ideas about the economy “of energy, as
well as about the law and aim of CFE“Ith[ty, are’
pethaps_true m thcu application to practical
Janguagerthey-were; however, extended to poetic

ianguage. Hence they do not distinguish properly
betiween the {aws of practical lanpuage and the
laws of poetic language, The fact that JTapanese

poetty has’ sounds not found in ‘conversational
Japanese was hardly the first factual indication of
the differences between poetic and everyday lan-
gugge. Leo Jakubinsky has observed that the Taw
of the dissiinilation of liquid sotinds ‘does not
apply to poetic langusge. * This suggdsted to it
that poetic language tolerated the admission of
hard-te-pronounce conglomerdtions of similar
sounds. In his article, one of the first examples of
sci¢ntific eriticism, he Indicates inductively, the

YTl Russian zarmdymmy means "made. difficult.”” The
suggestion is that poems. with “easy” or smooth thythms slip
by wnneticed; poems that are difficult or “mughened fouce
the reader o attend to them. [1r.]

Reinmolizm, pmlnbly {Tr.] -

 DLey Jakubinsky, “O zvukakh poehches-kovo yd.zyk'l
[*On the Sounds of Poetic Langmge"], Sborniki-1 (1916) 38
[$hklovsky] .
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contrast (T shall say more about this point later)
between the laws of poetic language and the laws
of practical langnags.'*

We must, then, speak about the laws of expen—

diture and economy in poetic language not on the

basis of an analogy with prose, but on the basis of
the laws of postic IzmgmggA

—— If we start to examine the geneml laws of per-

!

ception, we see that as perception becomes habit-
yal, it becomes antomatic. Thas, for example, all
of our habits retreat into the area of the uncon-
smou_jy automatic; if one remembers the sensa-

ALt o) e

tions of hold__g_a pen or ofmggakmg in a foreign |

lauguage for the first time and comparss that with

Leo Jakubinsky's article'®) and, hence, Wi
{along with other slips of the tongue) we Tail:f
pronounce it. The process of “algebrization,” th
over-antomatization of an’ object,

greatest economy of perceptive effort, ki

his feeling at performing the action for_the ten

thousandih time, he will agree with us. Such
habituation explains the prineiples by which, in
crdinary speech, we leave phrases unfinished and
words half expressed. In this process, ideally real-
ized in algebra, things are replaced by symbols.
Compleie_words are not expressed in rapid

speech; their initial sounds are barely percejved,

Alexander Pogodin offers the example of a boy
considering the sentence “The Swiss mountains
are beautzful“ in the form of a series of letters: T,
S, m, a bV

This_charzcteristic ¢ Omf th..,m_lghmt_.nmotk,q,,ly,.i,g.

choice of symbols {Mg‘;‘gels esgec_ g_lﬁl,yﬂ ngttg,LJ,gz_g;,

ters), By this “algebraic” method of thought we

objects are assigned only one proper feature
number, for example — or else they funetion
though by formula and do not even appem 1n c
nition:

I was cleaning a reom and, meandering abo
approached the divan and couldn’t remem
whether or not I had dusted it. Since these 1
ments are habitual and unconscious, I could* iy
remember and felt that it was impossible to remézs
ber — so that if T had dusted it and forget = that is
had acted unconsciously, then it was the same a4
I .had not. If some conscious person had-be
watching, then the fact conld be established. If
hotever, no cne was locking, or looking on une
sciously, if the whole complex lives of many pe
ple go'on uuconsc[ously, then such hves are as
they had never bean

And_so life_is reckoned as 'nnth{n‘g',_
Habitualization devours works, clothes, furniiure,

apprehend objects only as shapes with imprecise

extensions; we do not see them in their entirety

but 1 1athar recognize them by their main charaj:_«

ong’s wife, and the fear of war. “If the whole comnr-
plex lives of many people go on LlncOﬂSClolily

then such lives are as if they had never been,” And K

art_exists that one may recover the sénsation of
life: it ex;'.gts to make one. feel things, to mﬂkfgfhf:
stone stony. The purpose of att is to impart the
sensation of things as they are perceived and no

as they are known. The technigue of artis to n makc
ob]ects unfalmhar, to make forms difficult, tq

teristics. We see the gbject as though it were

enveleped in a sack, We know what 1t 1s by 1ts

configuration, but we see only its silhouetts, The |
object, percewed thus in the manner of prose fder-
ception, fades and does not leave even a first
impression; ultimately even the essence of what it
was is forgotten. Such perceptlon explains why
we fail to hear the prose word in its entirety (see

YLeo Jakubinsky, “Skopleniye odinakovykh plavaykh v
prakticheskom i poeticheskom yazykakh” [“The Accumulation
of Identical Liquids in Practical and Poctic Language”],
Sborniki 11 (1917): 13-21. [Shklovsky]

S Alexander Pogodolin, Yazyk, kak tvorchestys [Language
as Art] (Kharkov, 1831), p. 42. [Shklovsky] The original sen-
tence was in French, “Les miontaignes de I Suwivse sont
belles,” with the appropriate initials, [Tr.]
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ingrease the difficulty and length of perceptich
becguse the process of perception is an asstietc
end in itself and must be prolonged. Ari fs a way
of expenencmg the m!ﬁdness of an ob;ect‘ th

yuixote of Turgenev; from Chatlemagne to the
ame “king” [in Russian “Charles” and “king”
iously derive from the same root, korof]. The
jeaning of a work broadens to the extent that art-
izgs and artistry diminish; thus a fable symbot-
785 more than & poeni, and a proverb more than a
je. Consequently, the least self-contradictory
i of Potebnya’s theory is his treatment of the
“Which, from his point of view, he investi-
l,l101 oughly But since his theory did not pro-
“expressive” works of art, he could not
sh h1s book. As we know, Notes on the Theory
[iterature was published in 1903, thirteen vears
fieir Potebnya's death. Potebnya himself comn-
Jefed only the section on the fable. '3
After we see an object several times, we begin

cagmze it. The object is ini flont of ug and we

pot say anything significant 'lbout it. Art
smoves objects from the automatism of percep-
on in-several ways, Here I want o illustrate a
v, used repeatedly by Leo Tolstoy, that writer
ho; for Merezhikovsky at least, seems to present
ings-as if he himself saw them, saw them in
ir-entirety, and did not alter then.

Tolstoy makes the familiar seem strange by

naming_the familiar object, He desoribes an,

nt ag if it were hapoening for the first & time. In

object is not important.

The range of poetic (artistic) work-extends ﬁom
the sensory to the cognitive, from poetry to prosé
from the concrete to the abstract: from Cervantes’s
Don Quixote — scholastic and poor noblemml
half consciously bearing his humiliation in -the
court of the duke—to the broad but empty Doi

Makubinsky, Sbm ik 1 {1916}, Nhklnvsky]

YLeo Tolstoy’s Diary, entry dated February 29, 186
[Shklovsky] The date is transeribed incorvectly; it should e
March 1, 1897, [Tr.] E

seribing “something he; avoids the accepted

fiow about it, but we do not see it' ence we,,

) iect us if he were seging i ,ig;_mg,ﬁ;@):&mm_kau,

mgies.of its parts and instead names correspord-

parts_ef other . objects, For example, in
Shame” Tolstoy " “defamiliatizes™ the idea of
oggliig in this way: “to strip people who have
10k'e.n the 1’[W to’ hml thern to the ﬂ001 ﬂn’d"to

“to lash about on thc n'lked buttocks
fi ha 1ema1ks

Just why: pleclsely tlns Stupl(l savage means of
causing pain and not any ather - why not prick
:+the shoulders or any part of the body with needles,
queeze the hands or the feet in a vise, or anythmg
ike that?

BAlexander Potebnyn, Iz lekisy po teorii slovesnosti
Lectores on the Theory of Lnnnungej (Khatkov, 1914).
Shk]ovsky]

" Dyigtor Shklovsky, Voskreshestive slova {The Resurrection
of the Word] (Petersburg, 1914). {Shklovsky] -
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I apologize for this harsh example, but it is typi-
cal of Tolstoy's way of pricking the conscience.
The familiar act of flogging is made unfamiliar
both by the description and by the proposal te
change its” form without changing its nature.
Telstey uses this technique of “defamiliarization”

constantly. The narrator of “Kliglstomer,” for
example, is a horse, and it is the horse’s point of
view (rather than a person’s) that makes the con-
tent of the story seem unfamiliar, Here is how the
horse regards the institution of private property;

—

I understood well what they said about whip-
ping and Christianity. But then.I was absolutely in
the dark. What's the meaning of “his own,” “his
colt”? From these phrases I saw that people thought
there was some sort of connection between me and
the stable, At the time I simply. could not under-
stand the connection, Only much later, when they
separated me from the other horses, did I begin to
understand. But even then I simply could not see
what it meant when they called me “man's prop-

- erty,” The words “my horse” referred to me, a liv-
ing horse, and. seemed as strange to me as the
words “my land,” “my air,” “my water.”

But the words made a strong impression on me.
I thought about them constantly, and only after the
most diverse experiences with people did T under-
stand, finally, what they meant. They meant this: In
life pecple are guided by words, not by decds. It’s

" nof so nwich that they love the possibility of doing
or not doing something -as it is the possibility of
speaking with words, agreed on among themselves,
about various topics. Such are the words “my” and
“mine,” which they apply to different things, crea-
turés, objects, and even to land, people; and Horses.
They agree that only ofic ‘may say “ming” about
this, that, or the other thing. And the one who says
“mine” about ‘the greatest number of. things is,
according 1o the game which they’ve agreed to
among themselves, the one they consider the most
happy. I don’t know the point of all this, but it's
true, For a long time I tried to explain it to myself in
terms of some kind of real gain, but I had to reject
that explanaticn because jt was wrong,

Many of those, for instance, who called me their
own never rede on me — although others did. And
s0 with those who fed me. Then again, the coach-
man, the veterinarians, and the outsiders in general
treated me kindly, vet those who called me their
own did not. In due time, having widened the scope

* of my observations, I satised niyself that the
notion “my,” not only in relation to us horses, has

779



no other basis than a natrow human instinct which
is called a sense of or right to private property. A
man says “this house is mine” and never lives in it;
he only werries about ifs'construction -and upkeep,
" A metchant says “my shop,” “my dry goads shop,”
f01 mst'lnce, and does not even wear clothes made
" from the betfer cloth he keeps in his owil shop.
Thers ‘are people. who call a tidct of land their
awn; bu they'never st eves on it and never tnke a
++§troll on it There are people who call others their
sown; yet never see them, And the whele relation-
ship between them is that the so-called “owners”
treat the others unjustly.
g There are people who call women'their owa, ot
their © Wives, but their womeén live with other men,
“"And people strive not for the good in hfe but for
goods they can call their own.
I am now convinced that this is the essentnl dif-
- ference between people und owrselves. And there-
fore, nol even considelihg thie ‘other ways in which
© we are superior, but considering just this ong virtue,
we can bravely claim'to stand higlier than men on
the ladder of iiving creatires, The actions of men, at
least those with whom 1 have had deulmgq, ‘are
guided by wom’s - oure, by decds

The horsc 15 lﬂ]led befme the: end of Lhe st01 Y,
but_the manner of the. narrative, 1ts techmquel

dloes | not chang_

. Much later they put Serpuk.hovsky 8 body, ‘which
had expecienced the warld, which had eaten. and
drunk, into the ground, They could profitably send
neither his hide,. nor hlS ﬂesh nor his bones any-

where. .,

But since. his cledd body, whlch had gong about
in the world Cor twenty years, was a great burden to
everyone, its burial was only a superflucus embar-
rassment for. the people. For a.long time ho one had
needed him; for a long time he had been a burden
on all. But neyertheless, the dead who buried the
dead found it necessary to dress this bloated bedy,
which immediately began to rot, in a4 good uniform

- and.good boots; to lay it in & good new coffin with
new tassels at-the four corners, then (¢ place this
new coffin in another of lead and ship it to Moscow;

_ there to exhwme ancient bones and al just that spot,
to hide this putrelying body, swarming with mag-

- gots, in its new uniform and clean boots, and to
cover it over completely, with dirt,

Thus we sec that at the end of the story Tolstoy
continues to use the techmque even though the
metivation for it [the reason for its usc] is gone.

780 FORMALISMS

- In War and Peace Tolstoy uses the same g
nique in describing whole battles as if ‘baids,
were something new. These descriptions' are’
long to quote; it would be necessary Lo extis
considerable part of the four-volume novel; B,
Tolstoy uses the same method in desdubmg i
drawing room and the theater: : - -

The mlddle cf the stage conmted of ﬂ'tt
by the sides stood paintéd pictures 1epres
irees, and at the back a linén cloth wias Stretc
down to the floor boaids, Maidens in fed'b
and white skirts sat on the'middle of the stags.
very fat, in'a white silk dress, sal apart ori'a ni
bench to which & greeh pasteboard box was glug
from behind.: They were .all singing soméihiy

_ When they had finished, the maiden in white
-proached the prompter’s box. A man insi
tight-fitting pants on his fat legs dpproache L,
with a plwme and began t¢ sing and spr ¢ad his g
in dismay. The man in the ttght panits finishéd
song alone; then the girl sang! After that bofil
mained silent ag the music 1esounded, and the' m

obvmusly waifing to begin singing his part w1thhel_

again, began to run his fingers ovér the hand aph
girl in the white dress: They finished their son,
gether, and everyong in the. theater began to
and shout. But the men and women on stage, -
represented lovers, start to bow, snuhng mc[ rai
their hands.
In the aecoml act there we,ze, p1ctules 1ep1Es

" ing montinents and openings in the linen clotd
‘reserting the moonllght and’ they raised - latnp’
" shades on 4 frame. As the musicians started ¢

the bass horn and cotinter-bass, ¥ large nuribersf,

- people in black mantles poured onto'the stigé froni
* right and left, The people, with something liké;‘.'dgl
gers in their hands, started to.wave their afms,

- still more people came running out and begd
.drag away the maiden who had been weari
white dress but whe now wore one of sky . blu
They did not drag her off immedintely, but'sit
with her for a long time before dragging her'aw

- Three fimes they struck on something -mefall
. behind the side scenes, and everyene got dowi o
his knees and began to chant a prayer. Several tim
all of this activity was interrupted by enthusiisi
shouts [rom the spectators.

The third act is described:

. But suddenly’a storm blew ip. Chrt
qcales and chords of diminished sevenths Wwé
heard in the archestra, Bveryene ran aboul

gnin they dragged one of the bystanders .behind
he scenes asg the curtain fell, Lo

fie. [fouzth act, “Thele was some solt of devil

6 sang, waving his hands, omtil the boards

dre movcd out from undcr him and h dlopped
0

n Resuriection To[stoit describés the city and
‘court in the same way; he uses a similar tech-
e’ in"“Kreutzer Sonata” when hé ‘describes
'lge—“Why, if people have an affmlty of
jitls, must they sleep together?” But he did not
ﬂlmhauze only those thmgs he sneeied at:

= Pierre stood up from his. new conmdes and
s made -his way between the campfires to the other
qlde of the road where, it seemed, the captive sol-
iers were held. He, wantcd to talk with them, The
vench seniry stopped him on the road and oxdeted
3 bim fo return, Pietre did so, but not to the campfire,
iloi to his ceinrades, but to'in “abandoned, unhar-
" nessed camage Qn the ground, near the wheel of
_the carriage, he sat cross-legged in the Turkish
ashion, and lowewd his head. He sat ‘motioniess
or a leng time, thmklng More than an.- hour
passed. No one disturbed him, Suddenly he burst
out laughing with his robust, good natured laugh —
30 loudly that the men near him looked around, sur-
-prised at his conspicuously strange lavghter.
) “Ha, ha, ha,”. laughed. Pierre, And he began to
alk to himself, “The solchel didn’t allow me to
’ISS They caught me, barred me, Me —me — my
mmoltﬂl soul. Ha, ha, ba,” he laughed w1[h tears
t;utmg in his eyes.

Pierre glanced &t the sky, 111t0 the depths nf the
: depaltmg, playing stars. “And all this js mine, all
his is in me, and all this is I,” thought Pierre. “And
Il this they.caught and put in a planked enclosure.”
He smiled and went off to his comrades o lis down
to sleep.?!

-Anyone who knows Tolstoy can find several
hindred such passagesin his work, His method of
eing things out-of their normal context is alsd
parent in his last works, Tolstoy described the
gias and rituals he altacked as i they were

Mhe ’I‘olsloy and Gogol translations are ours, The pas-
ge oceurs in Vol, IL, Pact 8, Chap. g of the edition of War
o Peace publlshcd in Boston by the. Dan.l Estes Co. in
fgos=tgi2, {Te] . -

Hyen Tolstoy, War and Peace, IV P'lrl 3. Clnp 14} [Tr.]

the customarily religions meanings of the words
common in church ritual; Maily persons were
painfully wourded; they considered it hlasphemy
to. present as strange and monstrous. what they
accepted as saergd, Their raction was dug chiefly
to the technique thmuﬂh which Tolstoy perceived
and reported his enviropment. And after turning
to what [1e had lorig avoided, Tolstoy found that
hlS pexcephons had unsettled his f’llth ‘

" The “technigue of def’mulmuzauon {8 “fiof
qustoy s aloue. [ cited To]stoy bemuse h;s wé_]f:

cenerally known,

oW, hwmg explamed the nature of this tech-
nique; Iét tis try to'détermine the approximate lim-
its of its application. I personally. feel- that
defamiliarization is .found afniost everywhere
form is found. In other words, the :difference
between Potebnya's peint of view and ours is this:
An image is not a permanent reférent for those
mutable complexities of life which are revealed

through jt; its puipose is not to mske us perceive
meaning, but to credte 1 special perception of the
obicct - it creafes a_ “vision' of the object

 instead of servmg a3 g means for knowm;g‘zt

ifamiliar, substituting everyday meanings for
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The purpose of it Jimagery. in erotic art can 1 be
studied even more accumtely, an erofic, abject is
usua]ly prcsented as if it were seen_.fm, the first
time, Gogol, in “Christmas Eve, provides the
following example; T

Hete e upproachcd hcl fore clascly_ ughed
smiled ai her, touched her plump, bare’ arin with
- his fingers, and expressed himself in g.way that
* showed both his cunning and his conceit,,. .. ;..
“And what is this you have, magnificent Solo-
kha?” and having said this, he jumped back.a little.
“What? An ﬂllIl, Omp leifmowchf” " she
answeréd.- ' [
“Hmm, an arm! He, ha, he’” qmd the secmtmy
cordially, satisfied with lns begmnmo He wandmed
o about the room; F s
“And whit is this you have, dearest ‘Solckhﬂ?”'
he said in the same way, having applmched her
again-and grasped her ligitly by the neck and in the
very same way he Jumpad back.
Y TMAs if you© r]ont see, Oslp N1 forovich!™
answered Solokha, ‘a neck aud on‘my ncck”a
necklace,”
© 9 inm] On' the neck 4 |1eck[nce' He, he, hel?
and the secretary again wandered about.the room,
rubbing his hands. coa,
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“And what is this you bave, incomparable
Solokha?” .. . It is not known to what the secretary
would stretch his longer fAngers now.,

And Kout Harasin has the following in Hunger:
“Two white’ prodlgles ﬁppemed ftom beneath her
blouse.”

Brotic subjects may also be presented figura-
tively with the obvious p'urpos‘e of leading us
away from their 1ecoguiti01'1 Hence sexual
organs are 1efeued to in terms of lock and key,?
or qullung tools, or bow and arrow, or rings and
marlinspikes, 4s in the legend of Stavyor, in which
a married man does not recognize his wife, who is
disguised as a warrior, She proposes a riddle;

“Remembet, Stavyor, de you recall
How we little ones walked to and fro in the streei?
“You and I together sometimes played with a
‘marlinspike —
You had a silver marlinspike,
But I bad a gilded ring? .
I found myself at it just now anid th(,n
. But you fell in with it ever and always.”
" Says Stavyor, son of Godincvich,
“What! I didn’t play with you at mqlimqplkee
Then Vasilisa Mikulichna: “So he says. -
Do you remeinber, Stavyor, do you redall,
Now nust you know, you and T togcthcr learned to
read and write; -
Mine was an ink-well of silver,
And yours a pen of gold?
But I just moistened it a little aow ad then,
' And I Juet mmstcncd it ever dnd always e

"

ina dlf‘ferent version of the legend we ﬁnd a key
to thc uddle :

-Here the formidable envoy Vasilynshka

Raised her skirts to the very navel, -

And then the young Stavym son of Godmovwh
L Recogmzad her gilded rmg

But defamilarization is not only a te_ch]ﬁcjl.i& of
the erotic riddle — a technique of euphemism — it

HEDIDIUy] S'wodmkov. Zagaffk: ms.skova n(uat!ﬂ
[Riddles of the Russian People] (St [’etmsburf,. 1901}, Nos.
102-107. [Shklovskyl

2bid,, Nos, 588—591, [Shklovsky)

¥A, B, Gruzinsky, ed., Pesit, mbmmzye P[ave.i] N
Rybmkuuym [Songs Coh'efcred by P. N, K_)bn.'kav] (Mcscow.
1909—19[0)‘ No. 30. [Shklevsky]

*Thid,, No. 171.
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is also the basis and point of all riddles. Evejy
riddle pretends to show its subject eithéep:
words which specify or describe it but whig
during the telling, do not seem apphcable
type “lack and white and ‘red’ — read
over”} or by means of odd but imitative seq
(*"Twas brillig, and the shthy toves / D1d gy
and gimble in the wabe”)
Even erotic images not intended as nddln,s
defomilimized (“boobies,” “tarts,” “picce,” e
In popular imagery there is generally souisif
equivalent t¢ “trampling the grass” and “breaki;
the guelder-rose.” The téchiique of defamil
ization -is -absolutely clear in the widesprasd
image — a motif of erotic affectation —- in whiel
@ bear and other wild beasts (or a devil, witha
ferent reason for nonrecognition} do ot rece
nize a man.”
The lack of rec,ogmtlon in the following tale
quite typical:

A peasant was plowing a field with-a piebild
“mare. A bear approached him and asked, “U
what’s made this maré piebald for you?- =~
T “I4id the piebalding’ myself * :
" *But how?” R
“Let me, and I'll do the same foi you.”
The bear agreed, The peasant tied  his*fe
together with a rope, took the ploughshare from the
two-wheeled plough, heated it on the fire;
applied it to his Aanks, He made the bear piebild by
scorching his fur down to the hide with the
ploughshare. The man untied the bear, wh.lch
off and lay down under a tie.-
A magpie flew at the peasant to pick at the nieit
on his shirf. He caught her and broke ené of her
legs. The magpie flew off fo perch in the same

% e have supplied familiar English clemples in placeof
Shklovsky's word-play. Shklovsky is saying that “wé ciealg
words with no referents or with ambiguous referents in erd
to force attention (o the chiects represented by the simil
sounding words. By meking The €ader g0 through'the
step of interpreting the nonsense Wiird; the WillEr prEv His
autermatic response.-A fodd is a-toad; but'tove’foree:
p'luse and think about the beast, [Tr.] . I

¥E. R. Romanov, “Bessiraghny b"Ll'll'l Vglikorusskiye
skazki {Zapiski Imperskove Russkovo Geugnﬂchesknvo
Obselestva, XLIT, No. 52). Belorussky sbornik, “Spmvy-xcﬂlv&f
soldat” [“The Intrepid Gentleman,” Gréar Russian' Tiles
{Motes of the Imperial Russian Geographical Society;
No. 52). White Russian Anthology, “The Upnght Suldf
(1886-1912).] [Shklovsky]

wder: which the bear was lying. Then, after the
magpie, a horsefty landed on the mare, sat down,
wnd began to bite, The peasant caughi the fly, took
1-stick, shoved it up its rear, and let it go. The fly
went to the tree where the bear and the magpie
were, Thete all three sat. -

The peasant’s wife came to bring hls dinner to
he field. The man and his wife finished their dinner
n the fresh air, and he began to wrestle with her on

> the ground,
. The bear saw this and said to the magpie and the
fly, “Hely priests! The peasant wants to piebald

The magpie saicl, “No, he wants to break some-
ne's legs.” .

The ﬂy said, No he wants to shove a stick up
--someone’s rump.”*

he simi]euity of technique here and in Tolstoy’s
Kholstomer,” is, T think, obvious.

: Quite often in literature the sexual act itself is
‘defamiliarized; for example, the Decameron
“scraping out. a barrel,” “catching
ghtingales,” “gay wool-beating work™ (the last
not developed in the plot), Defamiliarization is
ften nsed in describing the sexusl organs,

A whole series of plots is based on such a lack
Jecognition; for example, in Afanasyev’s
fritimate Tales the entite story of “The Shy
fstress” is based on the fact that an object is not
'lle:l by its proper name — of, in other words, on
game of nonrecognition. Se too in Ounchukov's
potted Petticoats,” tale no. 525, and also in
‘he Bear and the Hare” from Insimate Tales, in
hich the bear and the hare make a “wound.”:
:Such constructions as “the pestle and the mor-
wioor . “Old Nick and the jnfernal regions”
{Decameron), are also examples of the technique
of defamiliarization. And in my article on plot
construction. I write about defamiliarization in
psychologieal parallelism. Hcluhgn,_Lchat that™
the, percepnou of disharmony in a harmonious

ntextis important in parallelism, The purposs of |
harallelism, like the general purpose of | imagery, is
to transfer the usual perception of an object inio
& sphere of a new percention — that is, to make ;

quueJmaQnglgm ation,,

2"D[milr_v] 5. Zelenin, Velikornsskive skuzki Pevinskoy
Bubernii {Great Russian Telvs of the Permian Province (St.

Petersburg, 1913)], No, 7o. [Shxloysky]

In studying poetic speech in its phonetic and

lexical structure as well as in its characteristic
distribution of words and in the characteristic

thouf.'.ht stmctmes compounded from the words,

1s. we find material chviously created to remave
the automatism of perception; the author’s pur-
pose is to create the vision which results from that
deautomatized perception. A _work is created

“arfistically” so that its pelceptlonl impeded and

the-greaiest possible effect is produced th1ough ‘

the slowness of the perception, As a result of this
lingering, the chject is perceived not in its exten-
Ssion in space, hut, so to speak, in its continuity.
Thus “poetic language”  gives  satisfaction,
According to Aristotle, poetic language must
appear sirange and wonderful; and, in fact, it is
often actually foreign:-the Sumerian used by the
Assyrians, the Latin of Burope during the Middle
Ages, the Arabisms of the Persians, the Old
Buigarian of Russian literature, or the elevated,

almest literary language of folk songs. The com-

mon archaisms of poetic language, the intricacy

of the sweet new style [dolce stil nuovel,™. the

obscure_style of the language of Arpaut Daniel
with the “roughened” [harte] forms which make

| pronunciation difficult — these are used in much

the same way. Leo Jakubinsky has demonstrated

the principle of phonetic “roughening” of poetic
language in the particular case of the repetition of
identical sounds. The language of poetry is, then,
a difficuit, roughened, impeded language. In a
few special instances the language of postry
approximates the language of prose, but this does
not violate the principle of “roughened” form.,

Her sister was called Tatyana,
For the first lime we shall
Wilfully brighten the delicate

. Pages of a novel with such a name.™

wrote Pushkin. ‘The usual poetic language of

| Pushkin’s contemporaries was the elegant style of

Derzhavin; but Pushkin's style, because it scemed
trivial then, was unexpectedly difficult for them.
We should remember the consternation of

®Dante; Purgatorio, 24:56, Dante refers to the new lyric
style of his contemporaries, [Tr.] - \
B Alexender Pushkin, Exgene Onegin, Lii2g. "
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Pushkin’s contemporaries over the vulgarity of
his expressions.: He used the popular language as
a special device for prelonging attention, just as
his contemporaries generally used Russian words
in their usually French speech (sec Tolstoy's
examples in War and Peace).

Just now a still more chmactemsua phenome-
non is under way. Russian literary language,
which was originally foreign:to Russia, has so
permeated the langnage of the people that it has
blended with -their conversation. On the other
hand, literature has now begun to show a ten-
dency towards the use of dialects (Remizov,
Klyuyev, Essenin, and others,”! so unequal in tal-
ent and so alike in language, are:. intentionally
provincial) and of barbarisms {which gave rise to
the Severyanin group™).- And. currently. Maxim
Gorky is changing his diction from the old liter-
ary language to the new literary colloquialism of
Leskov.® Ordinary speech and literary language
have .thereby changed places (ses the wotk of
Vyacheslay Ivanov and many others). And
finally, a strong tendency, lad by Khlebnikov, to
create a new and properly poetic language has
emerged. In the light of these developments we
can define poetry as attenuated, tortuous speech.
Poetic speech is forméd speech. Prose is ordinary
speech — economical, easy, ‘proper; the goddess
of prose [dea prosae] is a goddess of the accurate,
facile type, of the “direct”’ expression of a child, 1
shall discuss roughened form and retardation as
the general law of art at glealel length in an arti-
cle on plot construction.*

- Nevertheless; the position of lhose who urge
the ided of economy of artistic energy as some-
thing which exists in and even distingnishes

Malexey Remizov (1877-1057) is best kiown as a novel-
ist and sativist; Nicholas Klynyev (1885-1937) and Sergey
Essenin (1895-1925) were “peasaitt poets.” All three were
noted for thelr faithful reproduction of Russian dialects and
colloquml language. [Tr.} .

R Broup nm[ed Fm lts opulent and qemuous vmsc slyle
[Tr]

* "Nicholis Teskov (1831-1895), novelist and short story
writer, helped popularize the skaz, or yurn, and hence, because
of the part dialect peculiarities phy in the skaz, also altewd
Ruastan literary language. [Tr.] -

Mshidovsky is probubly referring te h1s Razvyorryvamye
syugheta [Plot Development] (Petrograd, 1291). [Tr.] «
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poetic language seems, al first glance, tenable.
the problem of rhythm: Spencer’s descriptio' of
rhythm would seem to ‘be absoluter m
lestab]e :

Just as the body in receiving a series of. vmymg'
concussions, must keep the muscles ready te nieey
-the most violent of them, as not knowing whe
such may. come: se, the mind in feceiving:
arranged arliculations, must keep ils peISpEctlvﬁ,s
active enough 'to recognize the least efmly canglit
sounds, And as, i{ the concussions recur in definjta
arder, the bedy may husbzod its forces by adjusting
the resistance needful for each concussion; so, if;
the syllables be rhythmlcally 'umuged the.aing
may econoniize ils energies by antlmpatmg the K
tention required for each syllable.®

This_apparently _conclusive obseryation suffels
from. the common fallacy, the confusion: ofths
Taws of poetic and prosaic : language, 10! e
Philosophy of Style Spencel f’li]ed uttelly. to distin’

functions, The 1hythm of pr plose orof g wmk smm

Vladimir Propp
8951970 -

Indimir Yakovlevich Propp is the originator of folklore studies in the mode of historical and struc-
al typology. Iintitally a philologist of Russian and German, Propp in 1918 took his degree at
ershirg, where he mught from the 10305 (when the insttution had become known as Leningrad
niversity) until hm death. Propp's work, such as the groundbreaking Morphology of the Folktaie
528 ), was supp: essed becanse of official suspicion of formalist influence, but Western intellectuals,
atably Claude Lévi-Strauss (see Ch. 2) rescued him from ebscurity in the r96os. Among Propp’s
thei studies are those-on the vrigins of the tale of enchantment (1947), the Russian heroic saga
0 58}, and the poetics of peasant folk songs (1963}, T he tram lation of " Fairy Tale Tmnsformatmns
Sfrom Rcadmgs in Rm;smn Poetics ( 1971) )

Fazry Tale Transformatzons] )

Adherents 0 this methed do. not compare plots;

he stu dv of th e fairy. tale [y, _ba compared in they feel such cemparison to be impossible or, at

Tike “Pubfnushia,” permits the members of  th
work crew to -do their ‘nécessary. “groaning
together” and also case§wtjlc_mjgwby_mah
_Automatic. Ancl in fact, it is easier.to march wi
“IMusic than without i it, and to march duiing an 4n
mated conversation is even easier, for the walkin;
is done un(,onsciously Tn,u'; the rhythm of prose.is:

an IH}EOltfmt automatizing element; the thythm. g of

POELry 18 not, Liere is “ngmnmamkxgmlmmm
gle column of 2 Greek femple stends exactly in

the very least, erroneous.! Without our denying
ture. Both the natoralist and the folklorist deal tlle.l_\{a]ue of Studymg‘ individual p10t§ andl COH;I_‘
3 il species and. varieties, Whichl 475, S55n _jlally paring- them -solely frem the standpeint of . theix

R similavity, another method, another basis for com-
same f . ’ g
£ The Darwiniax p problem of tho origin o parison may be proposed. Fairy tales ¢an be com-

zcies arises in folklore as well.. The similarii . : P
f phenomena both in nature and in our fi elg pared frem the standpoint of their composition or
structure; their smlllanty then appears. in_a new

iany.respects to_that of(mgamc\fmmatmn in

sts. any direct. exp]anatlun which would be fight.

otli chjective and convincing. 1t is a problem in o
~We observe that the dctors in the tauy t'l[c pel-
7. oW nght Eoth fields allow. two_possible form essentially the same actious as the tale pro-

pioper order, poetic thythh is similacly disordere

have been made, and such attempts are part of i

omts of view: either the internal similarity of | .
o extema]l dlssnnlhr phenomem doesynot gresses, 1o matter how different from one another
| ] . £ .
. y - in shape, size, sex; and occupation,. in. nomeuncla-
|

rhythm.' Attempts to_systematize the irregularities™

ture and other static attributes, This determines the

current problem in the theary of thythm, It is cb
ous that the systematization will.not work; for
reality the problem js not one of complicating th

relationship of the constant factors to the variables.
The functions of the aciors are constant; every-

. i o For ¢ le:.
mg to subSequent metamorphoscs or fransfor- thing else.is a variable. For examp

rhythiy but of diserdering the rhvihm — g disor
dering which cannot be predigted. Should the. dis
ordering of rhythm become/a convention, it wpul

be meffective as-a device for the-roughening ok
lﬂnguﬁge But I will not d{scuss rhythm 11116111_“0_

¥Spencer, p. 169. Again the Russnan text s shoil
tlom Spencel s original. [Tr.] i
¥We have been unable to discover lhe. buok ShldoVSK

promised, [Tr.] -

ations of varying sause and gccnrrence,
1 order to resolve this problem, we need a
car understanding of what is meant by similarity
fairy tales; Similarity has so far been invariably
fitied in terms of'a plot and its varianits, We find :
ch an approach acceptable only if based UPD“ 'Anltl A, Aarne warns against such il “error in his
& Ide‘l of the !:pOl’ltdﬂE:OlIS genel atlon of SPECIBS Leitfaden der veﬁgiefc'fiemlen Mmc.ﬁem‘bmclnmg (Hnmma,
C o 1)13) [Propp]

: R IR S See Propp's Morphology of the Folktale (Amun. 1968)
Do r.]

e “Russtan equivalent of “Jack,” as the stnndard naime fur

the hero of a folktale. .

1. The king sends Ivan aftel ‘the puncess
Tvan departs.” ~

.2, The king sends Ivau aftel somc miarvel;
IV an depm ts.”

-Tfanslatcd by C. H. Severens,
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