UiT

Faculty of Humanities, Social Sciences and Education

UTNH.EV':':QCST.ITCY Tradition and Novelty in Stepan Pisakhov's Tales

OF NORWAY

Larissa A. Johansen

RUS 3930 Master Thesis in Russian Literature May 2017







PREFACE AND ACKOWLEDGEMENTS

It is tempting to start my thesis by quoting and paraphrasing one of the most famous tales by

Stepan Pisakhov, “Do not listen if you do not like it”, into “Do not read if you do not like it”.

Writing a master thesis had been a long and interesting journey, anchored in my childhood‘s
first fairy tales's impressions. Who could have known then that half a lifetime later, wise but
humorous words of a local storyteller will awake my old memories of and curiosity about

Stepan Pisakhov‘s creative writing.

On the journey of thesis writing, I have acquired a great deal of new knowledge and at the
same time refreshed and reassessed what I have learned by my wonderful professors in the
University of Tromse who I would like to thank sincerely. I would like to thank my
supervisor, Professor of Russian Literature and Culture Andrei Rogatchevski, for his

professional advice and encouragement throughout my work on this thesis.

Work with primary sources in summer 2016 at the Arkhangelsk Regional Scientific Library
named after Nikolay Dobrolubov, was incredibly inspiring. I would like to thank the

Department of local history and literature for help and support in my work.

I would also like to thank my International Baccalaureate students, who inspired me to look at
more possibilities suitable for my educational and professional competency through working
on my thesis. Without help and support of my employer, Troms County School Senja VGS

administration, this project would have been impossible.

Finally yet importantly, [ would like to thank my family. Thanks are due to my parents for
showing me the greatness of literature and the power of storytelling, as well as for teaching
me to love my city and the wonderful Russian North. Owing to the patience and support of
my husband and children, I have had a chance to develop my professional skills through work

with this thesis.

Finnsnes, May 2017



Table of Contents

Preface and acknowledgements

1. Introduction

1.1 Research question
1.2 Why did I choose the topic
“Tradition and novelty in Stepan Pisakhov‘s tales”
1.3 Sources and theories used
1.4 Work process
1.5 Structure
1.6 Tools

. Literature: literary and folk fairy tales

2.1 Who is Stepan Pisakhov and where does he come from?
2.2 The main comparative features of Boris Shergin‘s and Stepan
Pisakhov‘s tales anchored in the Northern Russian folk tradition

2.3 Other folk tales from Northern Russia

. Language: Arkhangelsk dialectal features

3.1 Linguistic variation

3.2 Phonological features

3.3 Lexical features

3.4 Pisakhov‘s language and style

3.5 Senya Malina, Pisakhov‘s narrator

3.6 Audience / Purpose; Content / Theme; Tone / Mood;

Stylistic Devices; Structure

. A theoretical approach to fairy tales

4.1 Vladimir Propp‘s “Morphology of the tale”

4.2 Satu Apo,”The Relationship between Oral and Literary Tradition as a

Challenge in Fairy-Tale Research”
4.3 Jackie Wullschlager, “Hans Christian Andersen:
The Life of a Story Teller”

=

=B T N

28
35

38
38
40
44
46
47

53

68
68

72

74



5.

6.

7.

8.

Translation theories and practice: Blackwell Boyce

5.1 Korney Chukovsky «Vysokoe iskusstvo» («The high art»), 1941
5.2 Hans—Georg Gadamer “Translation and Method”, 1960

5.3 Sylfest Lomheim «Omsetningsteori», 1995

My translation of Pisakhov*s tales

6.1 A Walk on Cod in the Sea

6.2 Frozen Songs

6.3 Sauna in the Sea

6.4 Do Not Listen if You Do Not Like It!
6.5 Star Rain

6.6 Northern Lights

6.7 Wind in Stock

6.8 Trousers Eighteen Versts (Miles) Long

Translation challenges
7.1 Back to Chukovsky

7.2 What were my own translation challenges?

Conclusion
8.1 Impressions and self-evaluation

8.2 Experiences and recommendations

Bibliography and references

75
79
83
85

87
88
89
95
99
103
104
105
108

111
111
112

117
117
119

120



1 Introduction

1.1 Research question

This thesis is aimed at making a research on two specific issues of literary fairy tales by the
famous northern Russian artist and writer Stepan Pisakhov (1879-1960). First and foremost,
these issues are connected to the traditions of Northern Russian Folklore in Pisakhov‘s
creative writing and I intend to study and explore to what extent did the author use the
elements of traditional oral narrative in his works. He grew up in the family that loved
folklore and, naturally, he was exposed to traditional local Pomor tales, which shaped his
personality and artistic talent from the early age. Secondly, I shall examine Stepan Pisakhov‘s
texts and analyse which elements of innovation, if any, he has introduced in his stories.
Stepan Pisakhov‘s writing has a unique style. His tales are created by the author himself with
many new approaches and contain some of the elements of the traditional fairy tales too. In
my research, I shall make an attempt to evaluate the correlation of “the traditional” and “the
innovative” in the literary heritage of Stepan Pisakhov’s tales. I shall present a portrait of the
author, and try to define what kind of factors played a crucial role in Pisakhov’s becoming a
writer of fairy tales.

A research of Pisakhov‘s language and style would be presented. Pisakhov’s translation
challenges generally — and particularly into English, as done by Blackwell Boyce in 2014 —
would be discussed. Additionally, I shall present my own translations of some fairy tales and

try to examine what kind of dialectal features it may be possible to preserve.

1.2 Why did I choose the topic “Tradition and novelty in Stepan Pisakhov‘s tales”

The idea of writing about Pisakhov*s fairy tales came to me quite naturally. From my early
childhood in Arkhangelsk, my parents have been reading many locally written stories for me,
particularly the ones by Stepan Pisakhov. I still keep my old fairy tales books with Pisakhov*s
works. They are treasures filled with love and devotion of the author and artist for his native
place, Arkhangelsk in Northern Russia. A long gallery of various characters is presented for a
vast audience in Pisakhov*s texts, which embrace everybody, from small children to the
elderly people.

His language seems beautiful and spirited to me. Pisakhov literally paints marvellous
canvases portraying amazing Northern nature with its Northern lights and broad mighty

rivers. What is even more important to me is his characters. One cannot help falling in love



with his main narrator Senya Malina (English: Simon Raspberry), who is actually Pisakhov‘s
voice. He represents a true Northern Russian spirit of love and care for common people, great
sense of humour and endless fantasy and optimism.

We have much in common. I was born and lived in the same neighbourhood as Pisakhov, 90
years later than he did. He was a great artist, traveller, storyteller and art teacher - something
that I am interested in too. He loved and worshiped the local dialect and literature, as well as
old Pomor traditions, and understood how important communication is in people‘s lives and
what an immense role the author can play in furthering a powerful message. That author in the
old days was Russian people, who had expressed their feelings though their local dialects and
storytelling.

Pisakhov grew up on old traditional (folk) stories. I did that too. However, he contributed
much to the development of the local dialect all over the country. His innovations in the genre
of fairy tale are worth looking at. I would dare to claim that he had accumulated many
impressions from his childhood, his life as art student in St Petersburg, his travelling in
Europe and Middle East and developed his own unique style of narration. In this task, I intend
to have a close look at what techniques Pisakhov uses to further his message by means of the
local dialect.

I am also interested in translation and interpreting. This is something I have been doing for
most of my life. It would be interesting for me to translate Pisakhov°‘s tales into English and
examine, which linguistic aspects can be preserved in translation and which cannot.
Otherwise, I just enjoy his writing and style. He appeals to me in a completely different way,
compared to other authors. I laugh at his stories and characters and reflect on how wise and
loving Pisakhov actually is. By using various dialectal features of Arkhangelsk region
Pisakhov spices up his narrative, appealing to all human senses and teaching his readers
universal values for all times and places, e.g. love and respect for people and taking good care
of nature. His characters are peaceful and non-violent. Pisakhov teaches lessons of
inappropriate behaviour by presenting good modelling, which is pedagogical and universal in

nature.



1.3 Sources and theories used

Many sources have been used in the process of my work on Pisakhov, some in Russian and
some in English. First and foremost, I was inspired by Stepan Pisakhov‘s fairy tales and
articles collected by Irina Ponomaryova in “Fairy tales. Essays. Letters” (1985) (Ctenan
[Mucaxos, «Ckazku. Ouepku. [Tucemay) and “I have given myself to the North. Pages from the
diary” (1985) («4I Bech otnancs Cesepy»). Works on Pisakhov‘s biography by Naum
Sakharny (“Pisakhov”, 1959) (Haym Caxapusiii, «Crenan I'puropbesuu [Tucaxos.
buorpaduueckuit ouepk», ApxaHreabcKoe KHIKHOE u3aarenscTBo 1959) and Irina
Ponomaryova (“Chapters from the life of Stepan Pisakhov”, 2009) (Upuna [Tonomapéna.
«I'nmaBe1 u3 xu3Hu Ctenana [TucaxoBay. Apxanrensck 2009) were of great help. Blackwell
Boyce‘s 2014 translation of Pisakhov‘s tales into English was of big interest in relation to the
translation theory and practice. (Boyce, Blackwell “Senya Malina Tells It like It Was™:
Selected tales by Stepan Pisakhov, Pomorsky Press, Kingston; Ontario, Canada 2014). I also
found it helpful to comparatively investigate the folk fairy tales of the Arkhangelsk region and
Karelia, as well as the creative writing and literary tales by Pisakhov‘s close colleague Boris
Shergin. Sapo Ato’s article “The Relationship between Oral and Literary Tradition as a
Challenge in Fairy-Tale Research” in the Marvels and Tales journal (21.01.2007) has
contributed to a deeper understanding of the fairy tale narrative. Jackie Wullschlager‘s book
Hans Christian Andersen: The Life of a Storyteller (Penguin 2001) has shown features of an
approach to the fairy tale analysis, as well as a comparison between the fairy tale folk
traditions, on the one hand, and the fairy tales written by an author.

The theoretical background for my research has been provided by and investigated through
the studies by Vladimir Propp (Morphology of the Tale) and translation theory by Korney
Chukovsky «Vysokoe iskusstvo» (The High Art), as well as Sylfest Lomheim’s
«Omsetningsteori» and Hans—Georg Gadamer’s article “Translation and Method” (1960).
These materials gave a lot interesting theoretical approaches to reflect on and to take into
consideration while doing personal attempt to do translation. Being a native speaker of a local
dialect of Arkhangelsk I hope to have had some advantages in lexical understanding of the
text as well as tone, feeling and atmosphere created by the author. Work on the thesis had

become an interesting and educational experience.



1.4 Work process

It was a natural decision to choose a local author who I consider to be very close to myself.
Both Stepan Pisakhov and I were born in the same city and grew up within a kilometre-long
distance. I walked to school for ten yeas passing his home by. I studied in a school number 6
named after Maksim Gorky in Arkhangelsk where Stephan Pisakhov had taught fine arts
about sixty years before my time. I grew up on his fairy tales; hence, he contributed indirectly
towards shaping my personality and imagination. Finally, both of us love the Russian North

and its people, as well as the rich local dialect.

I have reread Stepan Pisakhov‘s tales with great joy and enthusiasm and decided to
investigate what is different in his writing compared to other writers, what is his contribution
to the genre of literary fairy tales. I felt that working with primary sources would have an
immense impact on the outcome of my research. That is why I went to Arkhangelsk in the
summer of 2016 to study everything that was relevant in connection with the topic. Thanks to
help from the department of the Russian North at the Dobrolubov Library, I managed to get
hold of the old books, the newspaper Pravda Severa («IlpaBna CeBepay), various magazine
articles and other publications that provided materials about Pisakhov. It took time to dive in
the material and sort things out. Than the work with the writing of the thesis began.
Particularly challenging, yet rewarding, was without doubt translation work. I was fascinated
by beautiful translation made by the Canadian Blackwell Boyce. However, one could detect
some weak points there, which caused my reflection on translation theory, the next challenge
in my research process. Collecting information from the sources took a substantial amount of
time (10 months). I am finally able to present my thesis on “Tradition and novelty in Stepan

Pisakhov*s tales”.

1.5 Structure

The thesis will be divided into three main sections:

* literary and folk tales
* language and style
* translation challenges
My sources and theoretical framework, as well as work process, will be presented briefly and

followed by conclusions and bibliography.



1.6 Tools

Translating a text is always a challenging creative process. One cannot master it without good
dictionaries. For that matter, I have used the Oxford Russian English dictionary. The
Archangel regional dictionary (ApxaHTenbCKU 00J1aCTHOM CIIOBAph)

http://www.philol.msu.ru/~dialectology/dictionary/ helped me to work on dialectal words and

expressions.

Various online dictionaries were helpful too. In particular, the Thesaurus dictionary

http://www.thesaurus.com/browse/briefly?s=t was often used to explore the shades of

meaning of different words. Primary sources included the texts by Pisakhov and articles about
the author, central for my investigation, such as Crenan [lucaxos, Ckasxu. Ouepxu. [lucoma /
CocraBurens U.b. [Tonomapéna (Apxanrensck, CeBepo-3anagHoe KHIKHOE U3/1aTeIbCTBO,

1985); and Upuna [Tonomapéra, «I maBel u3 xu3nu Ctenana [Tucaxosa» (Apxanrensck, OAO

UIIIT «IIpaBna Cesepay», 2009) mentioned above.

The theoretical part of my thesis is based on the knowledge acquired at the UIT in the classes
taught by Professor Tore Nesset, and publications about translation theories by Sylfest

Lomheim, Hans—Georg Gadamer, Jackie Wullschlager and Korney Chukovsky.

Blackwell Boyce’s translations, collected in «Senya Malina Tells Like It Wasy: Selected tales
of Stepan Pisakhov, were particularly interesting from the point of view of what kind of

strategy the translator uses in order to try and keep dialectal features of the original text.

Folk tales of the people of the North and Boris Shergin‘s literary tales provided ample

material for a comparison with Pisakhov‘s language and style.

I have visited an exhibition of Pisakhov‘s works in Arkhangelsk in July 2016 to get the idea
of what kind of an artist he was and how his talent in fine arts influenced his talent for
writing. Both Pisakhov‘s passions, art and writing, were represented graphically in different
code systems, as it were. His paintings are the visual images of Pisakhov‘s experiences while
travelling around the world, but also contain many motifs from his native area with its
Northern nature. There are hardly any people on his canvasses, most of which are quite
modest in size. When painting pictures, Pisakhov expressed himself in colours focusing on
landscapes with their peculiar features. While writing his stories, Pisakhov used his colourful
language and primarily portrayed people of the North. Moreover, it is in his texts that he

comes closer to his audiences through the humour and wisdom of his characters.



2. Literature: Literary and Folk Fairy Tales

2.1 Who is Stepan Pisakhov and where does he come from?

“Since my early childhood, I have been surrounded by rich Northern verbal creativity.

2

I did not write it down. I just grew up with this creativity.
Stephan Pisakhov (about the first edition of his fairy tales, 1924;
quoted from Sakharny, Naum “Stepan Grigorievich Pisakhov. Biographical feature article”, 1959, p.28)’

For many people born in the Russian North the name of
Stepan Pisakhov (October 13 (25), 1879 — May 3, 1960) is
familiar and dear. Generations of children grew up listening
to and reading the wonderful fairy tales of this wise
storyteller, who was born in Arkhangelsk, was raised up
there and devoted almost all his adult life to worshipping the
beauty of the Russian North through his art and literature.

After having read Pisakhov*s literary tales, one cannot help
looking at life in the North from a different perspective,
through the eyes of a wizard, who had managed to portray

the unique pictures of Northern climate and people. Who

would have imagined that the dark time of the year can be
immortalized by the story of the Northern lights that one can allegedly collect, dry and use for
the lightening of streets and houses (“Northern Lights”) («CeBepro cusitaue»)? And how
about freezing up some soulful and passionate local songs that could be thawed out later to
entertain people as far as in England (“Frozen Songs™) (« Moposxens! necan»)? Did you hear
something like that elsewhere? This genius of a writer had a rare ability to see the unusual and

the fantastic in everyday life that most of us do not pay much attention to.

' «C nercrBa s GBI cpeau 6OraToro CeBEpPHOTO CIOBOTBOPUYECTBA, HE 3aIIMCHIBAII, IIPOCTO POC C ITHM
cinoBoTBopuecTBOM.» (CTeman [TncaxoB B MPeIUCIOBHH K IEPBOMY U3JaHUIO CBOMX CKa3ok, 1924;

Haywm Caxapusrit « Ctenan ['puropsesnd [Tncaxos. buorpadunaecknit ogepk», 1959, ¢.28).



Who was that mysterious storyteller and why is he famous locally but not internationally?

In one of his letters, Stephan Pisakhov answered the question about where he was born: “I
was born in Arkhangelsk, in the same room where I have my workshop now. If you draw a

cross on the old city map you will find my home at the very centre of it.”

(Pisakhov, «Tales. Essays. Letters”, p. 279).

They used to say that any child in town could show the newcomers where Pisakhov lived.
Mail carriers did not even need to read his address on the envelopes if there was any.
Everybody knew the address of the writer and artist (Pomorskaya Street 27). Many city guests
(writers, painters, polar explorers, ethnographers and scientists among them) wished to visit
Pisakhov and ask for advice about travelling further north. Unfortunately, the wooden house
Pisakhov had lived almost his entire life in, was demolished due to poor condition. Instead, in
2007 the city authorities have opened the Stepan Pisakhov museum in another old building,
which was better preserved, close to his home place. One can visit it daily except Tuesday,
between 10:00 and 17:00, on Pomorskaya street 10, Arkhangelsk, tel.(8182) 210554, e-

mail: pisahov@bk.ru

Roots

God Peisakh, the Jewish father of the future writer and painter Stepan Pisakhov, had arrived
in Arkhangelsk from the Mogilev region of Belorussia. God Peisakh was baptised and given a
Russified Christian name of Grigory Peisakhov. Here in Arkhangelsk, he fell in love with a
local girl named Irina, and married her. According to the First All-Russia Population Census
of 1897, the family of the 49-year-old merchant consisted of his wife Irina Ivanovna
Peisakhova (45), son Stepan (17) and daughters Taisia (18), Serafima (13) and Evpraksinia
(11). Grigory Peisakhov defined his main occupation as a goldsmith, and his secondary

occupation as a salesperson of housewares.

Stepan Pisakhov‘s mother Irina Ivanovna was the daughter of a clerk in the office of the
Arkhangelsk harbour, Ivan Romanovich Milukov, and his wife Hionya Vasiljevna, who was
an Old Believer. She was characterised as “firm and strict in her belief (Pisakhov, “Tales.

Essays. Letters”, p.283).

*«Pommics 5 B ApXxaHrenbcKke B TOM caMOi KOMHaTe, I'lie Tenepb Most MacTepckasi. Ecinu crapsiii uan
ApxaHrenbcka epedepkHyTh BJIOJb U MOMEPEK, TO HA MEPEKPECTKE, B LIEHTPE JIOM - MECTO , TIE 5 POAUICA...».
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Stepan Pisakhov‘s grandmother Hionya was originally from a village called Trufanova Gora
(Eng. Trufan‘s mountain, or Tpydanosa ['opa) in the Pinega district of the Arkhangelsk
region. She was an expert on old Northern tales, legends, myths and Pomor narratives. Many
of her fellow villagers stayed in her house while visiting Arkhangelsk and from them young
Stepan heard many folk stories, fantasies and tales, old stories (ctapuna) and funny narratives
(skomoroshina / ckomopomHa), usually told by a travelling clown or comedian (ckomopox).
(On these, see e.g. L.Ivleva. « Skomoroshina: General Challenges of Study. Slavonic
Folklore». Moscow 1972, p 110-124) (JI.M. BneBa « CKOMOPOIIMHBI: 00IIIHE MPOOIEMBI
nzydeHus», CnaBsHckuit ¢ponbkiiop, M. 1972, c. 110-124) and K.A. Shalygina, «Starina as a
Folklore Genre», based on the material of the Angar Starinas. Kansk Pedagogical college,
2011) (K. A. [Hansiruna, «CtapuHa Kak QOJIbKIOPHBIN XKaHp» (Ha MaTepuane AHrapCKux

crapuH), Kanckuii nemarornyeckuii koyiemk, 2011).

Naum Sakharny writes the following about the genre of starina in his book “Stepan
Grigorievich Pisakhov. Biographical feature article”, 1959, pp.66-67. 3 “Starina, however,
does not go back to the long-established past, but is limited by the years of life of the older
generation. Often we are talking about a closer time, life conditions or events contemporary to
the narrator: “It happened once in the old days. In those days, I did not see those kinds of

parades ...” (from «Nalim Malinychy).

An assurance of the truthfulness of nebyl (untruth or fiction) is almost an obligatory element
in its composition. In order to remove any interlocutor’s doubts about the veracity of the
story, Malina talks about this veracity all the time. Moreover, nebyl (untruth or fiction) should
refute the established false idea or opinion about certain things...» (Naum Sakharny “Stepan
Grigorievich Pisakhov. Biographical feature article”, pp.66-67). For example, in the tale « Do
not listen if you do not like it» Malina states at the very beginning of the story that there are
all sorts of untruths (nebyl) about his native Arkhangelsk region, but he is the only narrator to

tell the real truth. *

3 «CrapuHa, 0OJIHaKO, HE OTOJIBUTAETCS B JIETEHJIAPHO J1aJ€KOe MPOIIIOe, a OTPaHUYNBACTCS TOJaMU KUZHHU
JOZeH cTapiuero mokojieHus. Yacto peds UaET u o 6osee OIM3KOM BPEMEHH, 00 YCIIOBHSAX KU3HH, WIIH O
COOBITHSIX, COBPEMEHHIKOM KOTOPBIX OB paccKka3unk: «BbUIO 3TO TaBHO B CTApOMPENKHO BpeMsi. B Te mopsr st
HE BUJAJI, KaKH Taku napajisbl...» («Hamum Manmuaeray).

4 «3aBepeHue B MPaBANBOCTH HEOBUIHIIBI - TOYTH 005A3aTEIHHBI MOMEHT B € KOMIO3HIHA. YTOOKI Yy
cobeceIHAKA HE OCTAIOCh HUKAKOTO COMHEHUS HECUET IEHCTBUTEIIBHOCTH PacCKa3bIBaeMOT0, MamiHa KaXk bl
pas o Heii roBopuT. bosee Toro: HeOBUTUIIA TOJDKHA ONMPOBEPTHYThH YCTAHOBUBIICECS JDKHBOE TIPEICTABICHHE
WM MHEHHE O TEX MJIM MHBIX BEIlax...».

11



Let's return to Stepan Pisakhov‘s family. Grandmother‘s Hionya brother Leontiy was a
professional entertainer and storyteller. He acquired a huge repertoire of oral literary genres of
the North: truths (byl‘/ 65116, byvalshchina /ObBansimnaa) or “what did happen”), untruths
(nebyl‘/ HeObLTH OF “what never happened”), old stories and folk tales are just a few genres
that he mastered brilliantly. (On these, see Vasiliy Belov “The beginning of all beginnings” /
Bacwmmii benos « Hagano Bcex nagam», 02.06.06).

http://web.archive.org/web/20070929110357/www.rustrana.ru/article.php?nid=23661 Little

Stepan used to call him “grandpa Leontiy,” although he was an uncle to him. Leontiy
participated in various expeditions for trade, fishing and hunting in the Northern regions, and
received two shares: one for work and another for storytelling. Entertainment through
storytelling was almost the only possibility for the team members to relax after long workdays
and Leontiy provided that function during the long dark winter nights. Grandpa Leontiy also
helped to awake Stepan‘s imagination in his early childhood. He was not the only one who

contributed to shaping the future writer’s talent, though.

According to Naum Sakharny‘s work “Stepan Grigorievich Pisakhov. Biographical feature
article”, (p.29), Pisakhov met many famous Northern Russian storytellers, bards and
narrators, such as Maria Dmitrievna Krivopolenova (Mapust JiImutrpueBna KpuomnoneHnosa).
An expert on oral folklore, Olga Erastovna Ozarovskaya (Onbra OpacroBaa O3apoBckasi),
considered Pisakhov to be a “bearer and keeper of oral language treasures”. (Pisakhov,

“Tales, Essays and Letters. p. 219 -220).

Since his early age, the future artist Stepan Pisakhov‘s creativity had been fed by two
fundamentally different sources: on his mother*s side, it was a passion for an Orthodox
Christian religion and love for God and the divine in heaven. On his father‘s side, there was
an urge for vocational practical work and good prosperous life on earth. Stepan grew up in the
atmosphere of the Old Believers’ strict lifestyle. He was obviously early exposed to many
religious songs, psalms and liturgy music that had affected his imagination, perception of the
world and understanding of it from the perspective of a true believer. No wonder that
Pisakhov‘s characters can do quite divine things: move rivers, survive temperatures of 500
degrees centigrade below zero, go for a visit on “eternal” ice floes and catch Northern lights
and wind. Pisakhov‘s bibliographers Sakharny and Ponomaryova notice that Stepan Pisakhov
had kept respect for God and religion, according traditions of his family. However, Irina
Ponomaryova claims that Stepan Pisakhov was not a believer. (Irina Ponomaryova “Chapters

from the life of Stepan Pisakhov”, 2009, p. 41). Probably that is why Stepan Pisakhov had

12



painted a canvas called “A Place in Pustozersk Where the Archpriest Avvakum Was Burnt.

(«Mecro coxokenust mpoToromna ABBakyMa B [Tycroszépckey) and criticized clergy in his tales.

Grigory Peisakhov naturally wanted his son Stepan to study his trade and become a jeweller,
take over his fathers business and live being well off. However, Stepan had slightly different
talents and inclinations. He wanted to paint, the way his older brother Pavel did. Nevertheless,
his father did not approve that. Once he said, “Be a shoemaker, a doctor or a teacher, be a
person in demand. People can live without a painter” (Pisakhov, “Tales. Essays.Letters”,

p.260).

As a grown-up, Stepan Pisakhov recollected that reading was not encouraged too much by his
father and he had to hide with his beloved books under the bed. A book by Miguel de
Cervantes, “Don Quixote de la Mancha” (1605), made the biggest impression on Stepan: “My
first book read,”The Life and Creation of Cervantes and Don Quixote from La Mancha”. The
book was great for my growth; I crawled under the bed and read there. The reading was
punishable. Later, over the years, the attitude changed (...) I fell in love with Don Quixote for

a lifetime”.” (Pisakhov, “Tales. Essays. Letters”, p.280).

That story arose in the mind of a young, curious and talented youngster the temptation to run
away and travel. Stepan could associate himself with the character of Don Quixote, who stood
for truth and justice, loved humans and hated people‘s callousness. It seems to me that
Pisakhov, like his favorite character Don Quixote, had devoted all his life to a search for truth

and beauty, a kingdom of fair and honest human relationships.

> «IlepBas kaura npountanHas: «Ku3ub u TBopenne Cepanteca u Jlon Kuxor Jlomanueckuit». Kaura 6buta
OobIIast JUIT MOETo pocTa, 3a0upaics Mo KpoBaTh U TaM nTal. UteHue mpecienosaiock. [Torom ¢ romamu
OTHOIICHHE TIePeMEHUIIOCH (...) JloH KuxoTa monroOuit Ha BCIO JKU3HB (...)».
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Young artist

Stepan Pisakhov graduated from the city college in 1899. Because of a strict regime at home
and his urge for travel and escape, he decided to go to the island of Solovki in the White Sea.
The island hosted a huge monastery with old religious traditions. After that trip, Stepan
worked at sawmill in Arkhangelsk and cut wood for one summer earning fifty roubles. This
money made it possible for him to travel to the south of Russia, to the city of Kazan where he
tried to enter an art school but failed.

In 1902, Stepan Pisakhov went to Saint Petersburg and entered Baron Stiglitz‘s Art School. It
was a school for technical drawing and applied arts and crafts. Academician Aleksandr
Novoskoltsev was a supervisor of the young Stepan Pisakhov, who showed a great deal of
talent at school. (I. Ponomaryova “Chapters from the life of Stepan Pisakhov”, 2009, p. 59). It
was quite hard to survive on 10 roubles a month, which Stepan had received from home. For
almost three years, he lived on the brink of starvation while studying to be an art teacher and a
technical draughtsman. Later Stepan Pisakhov recollected the difficulties of existence in St.
Petersburg in his diaries, called “The unwritten book. Hungry academy”. («Henanucannas
kHUTa. ['oNoTHas akagemMusy).

St. Petersburg had a great impact on young Pisakhov. This beautiful cultural city had so much
to offer. There were numerous theatres of all kinds to visit, as well as art galleries and
museums with the best of Russian and world art. The northern capital‘s architecture was
represented by classical, neoclassical and baroque styles of palaces and many magnificent
buildings and sculptures. Numerous channels and bridges over Neva river inspired the young
artist‘s talent and fantasy for creative work. Being the centre of culture St. Petersburg could
offer various intellectual possibilities for its dwellers. There were universities, the Academy
of Sciences, opened on the initiative of Peter the Great, colleges, various types of schools and
libraries, the Museum of Fine Arts (Kunstkammer). Many of the best scientists and scholars
(Mikhail Lomonosov, Vasily Trediakovsky, Ivan Pavlov, Ilya Mechnikov), as well as authors
(Alexander Pushkin, Nikolay Gogol, Fedor Dostoyevsky, Nikolay Gumilev, Aleksandr Blok,
Anna Akhmatova, Andrei Belyj, losif Brodsky and many others) have lived and worked in

this city. Stepan Pisakhov loved to read and among his favourite writers was Dostoevsky.
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The dramatic beginning of the XX century

The political situation in Russia at the beginning of the previous century was very
complicated. The crisis of the tsarist government and its inability to rule the country well
caused big hardships in the Russo—Japanese war of 1904-1905, which resulted in the loss of
Port Arthur and a half of the Sakhalin peninsula.

The so-called Bloody Sunday on January 9", 1905, in St. Petersburg initiated riots all over the
country. The first Russian revolution of 1905-1907 began. The tsar had to meet some of the
demands and held several reforms. The State Duma (parliament) was established in 1906 by
the Prime Minister Stolypin who had conducted agricultural reform in Russia. Being involved
in the First World War made the situation in the country even more demanding.

Stepan Pisakhov was in the middle of great historical events. Being young and bold, he
participated in a students® meeting where he held a speech against the tsar and his policies.
For doing this, he was expelled from the college without the right to continue his education in
the sphere of arts in Russia. And without a college diploma stating that he was a fully
qualified artist who had the right to teach fine arts, without any means of existence, Pisakhov

was ready to admit that his choice to become an artist was wrong.

In search for a truth. Travelling

Stepan Pisakhov decided to go away in search of a truth that he hoped to find in God. He first
travels to the old Russian city of Novgorod and then, in the summer of 1905, further to the
Arctic North, to the Novaya Zemlya (New Land) island. Arctic nature thrilled Pisakhov and
made such a deep impression on the young artist that he walked practically everywhere
carrying his easel so that he could stop to paint when he felt like it. The nature was majestic,
striking and powerful. Today we can look at the northern sights through the eyes of Pisakhov
appreciating regal and ascetic beauty of the Arctic in the Museum of Fine Arts in

Arkhangelsk.
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«Pine Tree. Moonlit Night»1918. Canvas, oil.

« CocHa. JIynnas vHoub» 1918. Xonct, macio.

The artist fell in love not only with nature but also with the Nenets people, the local
aborigines. They appeared to be kind, openhearted and naive. Pisakhov listened to their
stories and folk tales, and paid attention to the fact that the main theme of these was love and
devotion. “They do not know evil and hostility. If they stop loving, they die right away. And
when they love, they can make miracles!” (Pisakhov, “Tales. Essays. Letters” p.220) They
became an inspiration for Pisakhov‘s creative writing later and a source for his own literary
tales. In his lifetime, Stepan Pisakhov had visited Novaya Zemlya not less than ten times, the
last being in 1946.

The artist found the divine in the warmth of the arctic sun that could keep life in extremely
harsh climatic conditions. The first Novaya Zemlya trip revived Pisakhov‘s soul and caused

urge for more travelling in a different landscape.
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In the autumn of 1905, he went to the Mediterranean Sea and joined a group of the pilgrims.
Pisakhov recalled, “It is so beautiful in the south but I did not feel it. I looked at it as if it was
decorations. As something not real” (Pisakhov, “Tales. Essays. Letters”, Arkhangelsk,
p.202). He came to Jerusalem penniless. He worked as a document copyist for a bishop in
Bethlehem. The Turkish authorities gave him a permission to paint in all the cities of Turkey
and modern-day Syria. Then he went to Egypt.
Stepan was unpretentious and modest, a true survivor who believed in people. Most of the
time somebody helped him in a difficult situation. Pisakhov wrote in his autobiography about
several accidents he was subjected to while travelling. Once a Bulgarian man kept him from
freezing to death on board of a vessel by lending him a warm coat. In the city of Alexandria,
Pisakhov was robbed and did not have money for food or shelter. Here he met a Russian
immigrant who had paid for Pisakhov’s supper and lent him money for a further trip.
Apparently, the artist arrived in Paris where he worked at the Free Academy of Fine Arts for
an almost entire winter. He exhibited his paintings in Rome where the public was stricken by
the originality and the beauty of the silvery northern lights. Then he went home. “It was as if
have washed my eyes! Where one can find birch trees that are more beautiful than ours are?
(...) And the summer nights, full of light without shadows — that beauty is so immense!”
(Pisakhov, “Tales. Essays. Letters”, p.280).
The three winters after his trip to the south (1907-09), Stepan Pisakhov spent in St. Petersburg
in the workshop of the famous painter Yakov Goldblat. In summertime, he travelled in the
north (the Kara Sea, Pinega, Pechora River and the coast of the White Sea) painting many
breath-taking landscapes. Upon his return from Pinega and Pechora, he brought two series of
paintings with him, “Northern Forest” and “Old Wooden Houses” (130b1). The latter one is
part of an enormous work made by Pisakhov to commemorate the memory of the architectural
masterpieces of the North. The paintings were in gloomy grey and brown colours. The artist

also made many ethnographical drawings of the region.
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«Pustozersk. Wooden House». Canvas, oil.

«ITycrozépck. M36a». Xonct, macio.

http://russkij-sever.livejournal.com/519328.html

In 1906, Pisakhov went on an expedition in the Kara Sea on board of “St Foka”. In 1914, he
volunteered for the search of an expedition of the famous polar explorer Georgy Sedov. He
travelled to the Saami land, participated in the opening of the first stations for radio
transmitters in the Yugorsky Straight (FOropckwuii lllap), on the Mare-Sale (Mape-Cane) cape
on the Western coast of Yamal and on the Vaigach (Baiirau) peninsula. His impressions of
the natural landscape were immortalised in the paintings that were exhibited in Arkhangelsk,
St. Petersburg, Moscow, Berlin and Rome.

Pisakhov loved to travel to the island of Kiy in the White Sea. In his paintings of the White
Sea period one can feel the world as a boundless creation. Mother Nature reveals its essence
to a human being and they become one. The main theme of Pisakhov‘s paintings is the silence
of the universe that causes creativity and inspiration. The subject of the paintings is plain

stones, the seashore and pine trees. The use of light is particularly interesting. It has silver
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tones in winter landscapes and purple-gold in the summer ones. Pisakhov used thousands of

the write tones on his canvasses.

«A Glacier named after Shokalskiy in Novaya Zemlya. Russian harbour». 1936 Canvas, oil.

«Jlemnuk llokansckoro Ha HoBoit 3emute. Pycckas raBanby. 1936 Xomncr. Maco.

The first public success

In 1910, a big exhibition called “Russian North” was held in Arkhangelsk. Pisakhov took
active part in its organising and himself exhibited over two hundred works. At the Royal
Jubilee exhibition in 1911, devoted to the two-hundredth anniversary of Tsarskoe Selo, sixty
of Pisakhov‘s paintings were presented to the public. In 1912, Stepan Pisakhov was given a
Big Silver Medal award for his contribution to, and participation in, the exhibition “North in
Paintings” in St. Petersburg. Two years later, his canvases were shown at the “Exhibition of
the Three: Belzen, Pisakhov and Yasinsky”. This time of Pisakhov*s life put the supreme of
his talent on show. It seems that at one of the above-mentioned exhibitions, Pisakhov spoke to
the famous Russian artist Ilya Repin. Pisakhov mentioned this meeting in a letter to the art
expert Mikhail Babenchikov in 1956,” At the exhibition, Ilya Repin spoke warmly about my
paintings. He loved my painting “The Pine Tree That Have Lived through the Storms”. (The
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painting is lost). Repin persuaded me to paint a big canvas. I said something about the size of
my room. He replied, “I know the canvas is on the wall above the bed, the oil colours are on
the bed and there are just two steps to the wall. Please come to me. There will be enough
space and you do not have to bring your own oil paintings!” My friends congratulated me and
envied me. However, [... I did not go. I was afraid to fail because of embarrassment”. (From
the letter to M.B. Babenchikov of 03.08.1956 in Stepan Pisakhov.”Tales. Essays. Letters”
p.331).

The First World War

The First World War interrupted Stepan Pisakhov’s artistic life. In 1915, he was drafted and
first sent to Finland, and later (in 1916), moved to Kronstadt quite close to St. Petersburg,
where the news about the February revolution of 1917 reached him. There were many
demonstrations in the capital city, which were met by the police troops. Finally, the Russian
Army forces joined the revolutionary masses and forced Tsar Nikolas II to abdicate. That was
the end of Russian Empire. The so-called Provisional Government was constituted, a coalition
of the liberal and socialist forces of the country that needed primarily political reforms. The
Constituent Assembly was formed. The socialists have also organised the Petrograd Soviet, or
Council (because of the hatred towards Germans who had been at war with Russia, the capital
city was given the Russified name of Petrograd, or “the city of Peter”). The Petrograd Soviet
worked alongside the government.

Stepan Pisakhov was in the middle of the revolutionary events. From the first days, he worked
in the Kronstadt council of workers’ and soldiers’ deputies. He was active in the preparations
for the 1*' of May (Labour Day) demonstration of 1917 — a show of solidarity with all the
working people around the world. Stepan Pisakhov also held numerous speeches for soldiers

and sailors.

The return home

Stepan Pisakhov returned home to his native city of Arkhangelsk in 1918 after
demobilization. He was so full of energy and enthusiasm that it seemed to him that arts and
painting was not enough to express his individuality. He decided to try writing. Pisakhov
started to write even before the revolution but his first attempts were not much of a success.

Now he decided to try his hand in a new genre for him, that of a feature article. Pisakhov
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wrote two articles that were published in a local newspaper “Northern Morning” (“Severnoe
utro,” «CeBepHoe yTpo») called “A Samoyed tale» and “A dream in Novgorod™.

(«Camoenckas cka3ka» u «Con B HoBropome»).

The Military Intervention of 1918-1920

In June 1918, a personal exhibition of Pisakhov opened in Arkhangelsk.

On August 2" 1918, the Allied Intervention to Northern Russia started. After the October
revolution of 1917, the Bolsheviks who have proclaimed that the workers, the peasants and
the soldiers should rule Russia took power in the country. The Civil war started all over the
country, because there were many forces fighting for restoration of Tsarism, or simply against
the Bolsheviks. The White army movement lead the resistance to the new regime. The
military intervention from the Entente Cordiale countries (the USA, the UK and France) both
in the north and in the east of Russia aimed to support the White movement under the pretext
that Russia should fulfil its World War obligations to the Allies. The allied forces fought
against the Bolsheviks but failed in less than 2 years. That campaign lasted from 1918 to
1920. However, when the Entente troops had initially arrived to Arkhangelsk, many locals
met them enthusiastically in the harbour. Stepan Pisakhov was among these locals. By that
time, he preferred a collaboration of democratic forces to the Bolshevik dictatorship, and he
honestly believed that foreign troops would contribute to the democratisation process, as they
called themselves “the defenders of democracy”.

The temporary government of the Northern region was tolerant towards the creative
intelligentsia to which Stepan Pisakhov belonged. It was allowed to hold exhibitions and to be
published in the newspapers. Many of these artists and writers did not expect that the situation
would change dramatically and their creative initiatives under the interventionists would be
interpreted as help to, and participation in, the White movement against the Bolsheviks.

On 19 February 1920, the Red Army troops (representing Bolsheviks) came to Arkhangelsk.
Several prominent painters and artists left the city expecting the Bolsheviks’ repressions. A
good friend of Stepan Pisakhov, the local author Boris Shergin, was invited to work in the
Institute of Children‘s literature and reading in Moscow, and left promptly. Another friend,
Leonid Leonov, a writer and a publisher, left for the south of the country. As for Pisakhov, he
was unable to leave his beloved North. He felt that he was too closely connected to his native
North and the city of Arkhangelsk and leaving his home place would destroy his personality

and put an end to his creativity. He loved his home! Pisakhov had to adjust to a way of living
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that made it possible for him to survive and preserve his personality in the conditions when
the authorities would neither forget nor forgive what he had done during the intervention. He
had to find a new image by putting on a mask and playing a different role. He was reminded
of his sympathies for the White movement in 1918-20 many times later and this dramatic past
was one of the factors preventing him from becoming a well-known and recognized author all

over the (former) Soviet Union.

After the Intervention

Stepan Pisakhov worked actively at the time when the Red Army entered Arkhangelsk.
During 1920 and 1921, he held five personal exhibitions and the Arkhangelsk County
executive committee gave him a task to put the city museums in order. “1920. After the White
Army retreated and the Red Army established itself, my energy woke up. I worked for 18-20
hours a day and prepared 5 exhibitions in winter.” (Pisakhov. ’Tales. Essays. Letters” p. 282).
Soon he got another assignment from the Museum of Revolution in Moscow, to make
sketches and paintings from the places where the interventionists struggled with the
Bolsheviks in the North. The famous Russian Museum of St. Petersburg asked for the pictures
of architectural masterpieces in Mezen and Pinega regions in the Arkhangelsk County. In
addition, Pisakhov travelled with an expedition to the tundra in the uppermost northern areas
of the continent between the Barents and the Kara Seas.

In 1923, Pisakhov collected materials for the ethnographical exposition of the North for the
First USSR Agricultural and Trade exhibition in Moscow. (Pisakhov,”Tales. Essays. Letters”
p. 254).

In 1927, Pisakhov‘s painting “A Memorial for the Victims of Intervention on the lokanga
Island” was shown at the USSR exhibition “Ten years of October”. For this particular
painting, Pisakhov was awarded a personal exhibition that took place a year later in Moscow.
Two of his paintings were purchased by the Central Executive Committee of the Soviet Union
and placed in the office of Mikhail Kalinin, who was its chairperson. (Pisakhov,”Tales.

Essays. Letters” p.13).
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Fairy Tales

Stepan Pisakhov became mostly famous not because of his paintings but because of his
wonderful and original fairy tales. “I started to tell stories long time ago. I improvised often
and rarely cared to write them down. My first tale was called “A Night in the Library” and
was written when | was 14,” recollected Pisakhov (see Sakharny, “Stepan Grigorievich
Pisakhov. Biographical feature article”, p.29). His first published (in 1924) fairy tale was “If
you do not like it, do not listen!” («He mo0o - He coymaii...”). It appeared in a collection of
stories called On the Northern Dvina, published by the Arkhangelsk Society for Regional
Studies, as well as in the regional newspaper Pravda Severa (The Truth of the North). That
story was very different compared to the traditional folklore tales.

It is true that Pisakhov‘s tales are deeply rooted in satirical folk tales and starinas, by/i (truths)
and skomoroshiny. However, Pisakhov‘s tales are also pieces of original writing. They are
characterised by original storylines where folklore elements are reconsidered, restructured and
applied in a “new cover”. As a northerner, Pisakhov showered his narrative with a northern
colour scale.

Pisakhov‘s old friends, the writers Boris Shergin and Anna Pokrovskaya, who worked in
Moscow advised Pisakhov to hand in this tale to print. That‘s how his talent realised itself in
a different field. “If you do not like it- do not listen...!” had become a turning point in
Pisakhov’s creative life and launched his famous “Frozen Songs” («MoposxeHbl iecHN»),
“Northern Lights” («CeBepno cusiamey), “Star Rain” («3B&3aHbI1i 10 1b») and many other
stories.

It is an interesting fact that the first publications of Pisakhov*s stories attracted the attention of
particularly many writers, experts in quality literature who valued literary talents and the
beauty of the local Pomor dialect. Well known writers all over the country, such as Demyan
Bedny, Vladimir Lidin, Aleksandr Fadeev, Ilya Erenburg and Leonid Leonov, showed a great
deal of interest in Pisakhov‘s works. Anna Karavaeva and Aleksandr Fadeev recommended
accepting Stephan Pisakhov to the Soviet Writers’ Union, to which the most prominent
authors of the USSR belonged (Sakharny, “Stepan Grigorievich Pisakhov. Biographical
feature article”, p.30; Ponomaryova, “Chapters from the life of Stepan Pisakhov”, pp.19-22).
Pisakhov created a special image of the narrator Senya Malina (Eng. Simon Raspberry, Rus.
Censa Manuna) from a village Uyma. This character is a narrator of most fictional stories by
Stepan Pisakhov. This figure was based on a real local person. It seems that Senya Malina

lived in the Arkhangelsk area (village Uyma) before the 1917 revolution and appeared to be
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quite a colourful chap. He loved work and family values; he helped all the villagers and
appreciated natural beauty. He appears to be very human and very real. At the same time he is
a wizard too who makes magic and pleases common people. This, in my opinion, forms a

uniqueness of this character.

I believe that Pisakhov had several reasons for introducing his narrator in the guise of that
character. First and foremost, Pisakhov wrote the following about his meeting with Senya
Malina and a reason why this character became his fictional narrator. “I met Senya Malina in
1928. Malina lived in the village of Uyma, 18 kilometres away from the city. This was our
only meeting. The old man talked about his difficult childhood. At parting, he told me how he
and his grandfather ‘travelled by the ship through the Carpathian Mountains’ and ‘how a dog
called Roska caught the wolves’. It seems that Malina died in the same year of 1928. To
honour the memory of the unknown northern storytellers — my relatives and fellow
countrymen — [ am giving my fairy tales on behalf of Senya Malina™®. (Pisakhov, Tales.
Essays. Letters” p.24)

Another reason, in my opinion, is Pisakhov's “(...) tendency to mystification, masquerade,
(...) He (Pisakhov) chose the image of (Malina) an old man, an eccentric, a man with oddities,
but most of all he retained the right to mischief, spontaneity in words and deeds”.’
(Ponomaryova in Pisakhov,”Tales. Essays. Letters” p.8). In a way, the narrator Senya Malina
looks like a real-life individual who tells his stories and lies to a assumed listener. At the same
time, the narrator identifies himself with the people of Uyma village, building a connection
between a personal and a public narrative.

Pisakhov‘s fairy tales were often published in the regional newspaper “Wave” (“Bonna’) and
in the local newspaper Pravda Severa. Unfortunately, Stepan Pisakhov was not published in
large and/or central Russian literary magazines for a long time. In 1935, he was lucky to have
published several tales in the 30 days (30 dnei) magazine (issue number 5). They have
appeared under the title “Miinchhausen from the village of Uyma” («MronxrayseH u3
nepeBHu Yitmay). Then Pisakhov was sure that he had to continue writing: “When my tales

started to appear in 30 days it was as if [ was kicked!” (Pisakhov,”Tales. Essays. Letters” pp.

6 «C Cemneit Manunoii st mosakommncs B 1928 roxy. XKum Mannua B nepesre Viime, B 18 knomerpax ot
ropoaa.JTo ObUTa eIMHCTBEHHAS BeTpeda. CTapuk paccKas3biBal 0 CBOEM TsDKEIOM neTcTBe. Ha mpomanse
pacckasai, Kak oH ¢ aenoM «Ha xopabine uepe3 KapraTsl e3aum» u «kak cobaka Po3ka BOJIKOB JTOBHIa». YMep
MasmHa, Kaxercs, B ToM ke 1928 roxy.Uts maMsaTh 0€3BECTHBIX CEBEPHBIX CKAa3UTEINEH - MOUX COpOIUYCH U
3eMJISIKOB, - 1 CBOM CKa3KH Beay OoT nMeHN CeHrn MaiHb.

7¢(...) CKIOHHOCTB K MUCTH(HKAIIH, Mackapaxy», (...) On (ITucaxoB) BbiGpan oGpas cTapuka, dyiaka,
YeII0BeKa CO CTPAaHHOCTSIMH M TEM CaMbIM COXPaHMII 3a CO00ii MpaBo Ha 030PCTBO, HEMOCPECTBEHHOCTH B
CIIOBAxX M JeNIax.».
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261, 293). During a relatively short period of time in 1935-1938, this popular magazine of the
USSR Writers‘Union published more than 30 fairy tales by Pisakhov. In other words, 30 days
had discovered Pisakhov‘s talent for wider audiences and made his name famous. This
publicity facilitated the publication of Pisakhov‘s first book in Arkhangelsk in 1938 («Tales» /
«Cxka3km»). The second one appeared two years later, in 1940. («Tales by Stepan Pisakhov.
Second book. Arkhangelsk 1940 / «Cka3ku [TucaxoBa. Kuura Bropas. Apxanrenbek. 1940»).
Overall, eighty-six fairy tales were included in these two books.

Stepan Pisakhov‘s tales are a product of his individual literary creativity. Although they show
certain features of folk tales in the spirit, they do not have much in common with the
traditional folk tales.

Folk tales have existed for centuries and were based on oral narrative. Before a written
language appeared, they were retold. Some of them were naturally changed or modified.
Authors often got their inspiration from the original folk tales, not vice versa. Authors® tales
were largely based on a written narration and the language of a particular writer was
influenced by his or her personality and cultural background. Both folk tales and authors*
tales convey folk wisdom and generalized ideas about good and bad, though.

There are also other differences between folk and authors’ tales. Thus, magical elements have
a rather special nature in Pisakhov‘s stories. It seems to me that the magic of Senya Malina,
for instance, does not appear as something supernatural but is simply an exaggerated natural
phenomenon or quality. Natural wonders emerge in ordinary life for the common people.
They sing songs and freeze the sound; they pick up northern lights and store them. This
generates a make-believe feeling — a combination of magic and everyday life rolled into one.
Pisakhov‘s tales are a product of the writer‘s fantastic imagination and recurrent motifs, such
as a noble savage/common man, who Senya Malina represents, enchantment or victory in a
struggle. “You cannot hold yourself in the fairy tales, you have to lie as much as you can”,

stated Pisakhov® see: http://www.skazka.com.ru/articles/vrat-nado-vovsy-genii-skazochnoi-fa

One of Pisakhov’s favourite devices is underscoring a tactility of a natural phenomenon (e.g.

words turn into ice, northern lights are taken from the sky and are hanged to dry). This device
forms the basis of Pisakhov’s imagination and fantasy in many tales and determines a special
type of humour, which is a characteristic feature of the writer.

In 1939, when Stephan Pisakhov was already sixty, he was welcomed to the Soviet Writers’

Union. He dreamed of publishing his books in Moscow. Right before the Great Patriotic War,

8
«B cka3kax He HaJ0 caep>KuBaTh ceOst — BpaTh Hano BoBcio». ( C. IIncaxos)
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a state publishing organisation accepted Pisakhov‘s manuscript of the tales for publication,
but, unfortunately, once the war started, it seemed inappropriate to publish tales.

Throughout the war, Pisakhov lived in Arkhangelsk, sharing all the hardships with his fellow
citizens. Together with the other writers, he often visited hospitals and read his stories to
patients and personnel.

Pisakhov could not afford much. The writer was as poor as in the days of his youth. He had
many pen friends and in his letter to Aleksandr Vyurkov, a Moscow writer, he said some time
in the 1940s, “Time is not waiting, I am already 65. They have made a jubilee team. I had to
sign an application for the celebration. (...) Nevertheless, who needed that? (...) I have
cancelled it all. I just forbade it! That was it! I even receive neither a teachers® pension nor the
old age one. I have to live penniless... Sometimes I really want to live. I am waiting for the
end of the Nazis. My clothes are tearing apart. I still wear my father‘s coat! Moreover, I still
manage to get the ends meet, pay for the meals, and repair the clothes. I try to comfort myself.
My jubilee celebration is cancelled but I am not. To cancel my paintings, my tales.... Liars!
They cannot cancel them!”

p.182).

(Ponomaryova, “Chapters from the life of Stepan Pisakhov”,

Many interesting travel letters, diaries, articles and essays, written by Stepan Pisakhov in the
years of Arctic exploration, describe expeditions into the polar areas. After World War II,
Stephan Pisakhov brought a manuscript of 100 fairy tales to the publishing house in
Arkhangelsk. After 2 years, nine fairy tales were chosen. A tiny little book had been printed in
1949. Pisakhov asked a well-known writer Ilya Ehrenburg to help him to publish his fairy
tales. Only in 1957, Pisakhov‘s collection of fairy tales was printed in Moscow. Then he
became known all over Russia again. His 80" anniversary was broadly celebrated in
Arkhangelsk, national and regional newspapers wrote about “the northern wizard of the

world”. Yet most works by Stepan Pisakhov were published posthumously.

Employment

According to Pisakhov‘s researcher Irina Ponomaryova, the main income of the artist and the
writer before and after World War II came from painting classes. Pisakhov worked in

different city schools for almost 25 years since 1928, among them in school number 6 named
after the famous Soviet writer Maksim Gorky, which I attended for 10 years. On January 26,

1939, Pisakhov wrote, “My students were enrolled in the higher educational art schools
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without additional training — I consider this to be my prize, too”. (Ponomaryova, “Chapters
from the life of Stepan Pisakhov”, p. 176).

One of the former students of Pisakhov, Jurij Danilov, a graphic artist, illustrated many of
Pisakhov‘s tales. They became acquainted when Jurij studied at school number 3 in
Arkhangelsk, where Pisakhov taught fine arts. Pisakhov saw that his student was especially
talented in painting, and invited him to his studio to teach more. After the war, Jurij attended
the Academy of Arts (faculty of architecture) in Moscow. After having graduated from it,
Jurij returned home to his native Arkhangelsk and, during one of his first days there, met
Pisakhov in the street. The writer suggested immediately that Jurij should illustrate Pisakhov‘s
fairy tale book. We will never know if Pisakhov wanted to help his old student financially
through giving him a job. Pisakhov may have wanted a future architect to show his artistic
skills when painting the fairy tales on the Pisakhov had never illustrated his own tales

http://tramvaiiskusstv.ru/plakat/spisok-khudozhnikov/item/721-danilov-yurij-mikhajlovich-

1918-g.htm Many authors think that he was too modest for that. Pisakhov was exceptionally

glad when other artists interpreted his tales in their own way. He valued that a great deal.

Image

Already in the 1920s, Stepan Pisakhov was paid attention to by the press. These were mostly
newspaper articles. The interviewers were told more or less the same story of his life.
Colleagues, writers and journalists wrote the earliest texts about Pisakhov. Although the
information about the facts of his life was quite scarce, the portrait of Pisakhov painted by
pens and pencils were colourful and dynamic. He looked so alive! Very surprising is the fact
that no one had described him young. Before the October revolution, Pisakhov had been
studying in Russia’s then capital, worked with fine arts and become acquainted with
prominent artists. He visited fine art museums, exhibitions and galleries in Russia, in France
and in Italy on his journey to Asia and the Middle East. At that time, he was a self-made man,
well-educated, skilled and smart intellectual who looked young for his age and was tidily
dressed. However, after the Revolution and the victory of the proletarian dictatorship, the
qualities Pisakhov had obtained were not in demand. Moreover, people like him caused
suspicion.

For self-preservation, Pisakhov had to change his image, his appearance, behaviour, talking
manner and communication style. In a way, he had to put on a mask of a fairy tale teller. He

grew a beard, went out in old-fashioned clothes and old hat, used common language and
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dialect words. This way it was also easier to hide poverty that Pisakhov suffered from. He
managed to cover painful shyness, uneven temper, sometimes too passionate when tempted.
Pisakhov chose to hide behind the image of an eccentric old man, a person with strange habits

who preserved the right for mischief, spontaneity and naughtiness in his speech and deeds.

Those who knew him recall that he primarily appreciated sincerity in people. He could detect
false and venal individuals from miles away. He was vulnerable and touchy, sometimes
grouchy, unable to fight his case to the end. He did not like to talk about his age either, and, if
asked about it, replied, “I am 500 on Friday”. He wanted to live until he was 100, and used to

say that he planned to live to the year 2000. On May 3", 1960, he passed away.

Memory

Even though his memory is still alive among his countrymen, Pisakhov‘s home and workshop
is gone. Nevertheless, the city has a museum that is devoted to him in his native Pomor Street,
quite close to the place where he was born and lived. The Scientific regional Library named
after Dobrolubov hold exhibitions of Pisakhov‘s literature for school children and adults. In
the village of Uyma, where one of his main characters originate (close to Arkhangelsk),
Pisakhov’s memory is marked by an annual fairy tale festival, at which they read his tales and
show theatrical performances based on his stories. Pisakhov is there, he lives on through his

wise tales, beautiful paintings and in the memory of people living in the North and elsewhere.

2.2 The main comparative features of Boris Shergin‘s and Stepan Pisakhov*s tales

anchored in the Northern Russian folk tradition

Another important writer and fellow citizen of Stepan Pisakhov, Boris Shergin, can be looked
at as Pisakhov’s twin soul. Born in Arkhangelsk in 1893 in the family of a seaman and boat
builder who passed a passion for storytelling on to his son Boris. Boris’s mother knew and
loved the oral folk tradition and instilled the love for the poetic language of the North in her
son, too. He was taught the cultural standards of Pomors from an early age, and showed
interest for oral folk heritage and art. When Boris was still at school, he used to read and

collect picturesque patterns in the old books, and gathered old folk tales, songs and stories. In
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his family home, famous storytellers stayed from time to time, such as Mr Ankudinov from
Arkhangelsk and the farmer Bugaeva from the Zaostrovye region. They contributed to Boris‘s
interest in performing folk tales and songs. After having graduated from Arkhangelsk all
boys‘ gymnasium, he travelled to Moscow and studied at the Stroganov art school in 1917.
Boris Shergin worked as artist and restored paintings. He loved archaeology and carving. In
1922, he moved to Moscow, worked at the Institute for Children’s Literature and Reading,
and often held lectures and entertainment sessions telling about the folk culture of the Russian
North primarily to young audiences. Since 1934, he became a professional writer and
published nine books in his lifetime (e.g. Boris Shergin “In the City of Arkhangelsk, by the
Docks” / “Y Apxanrensckoro ropoja, y kopadensHoro npuctanumia» 1924; “Arkhangelsk
Novellas” / “Apxanrenbckue HoBeuib 1936, “By the Rivers of Songs™ / “Y neceHHbIX pex»

1939, “Ocean is the Russian Sea” / “Oxkean - Mmope pycckoe” 1959).

Boris Shergin knew his works by heart. He could tell and sing his tales and songs as if he was
reading an invisible book. His narration was not just a reproduction of something that had pre-

existed, but also an actual creative process.

Pisakhov and Shergin had quite similar backgrounds and loved the same things in life, i.e. art
and literature. Oral traditions prevailed in the writings of both Pisakhov and Shergin and
spoken word was at their centre. For both of them, it was all about a vital and colourful

dialectal language.

Both Pisakhov and Shergin were inspired by the old Pomor folk narrative tradition and
portrayed their characters accordingly. These authors used such genres as legends and
“byval’shchiny” (from ObiBanbinHa, something that has happenned), which combine

allegedly real events and pure fantasy.

The audience of Shergin and Pisakhov is similar: their fairy tales target the young and the old
and are accessible to a broad public. Both authors want to show wise and witty locals,
primarily male characters that teach their audience some kind of lesson, usually a moral one. I
would claim that in most Shergin‘s tales one can observe connections to settings in foreign
countries like France, where Vanka’s wife from “The Magic Ring” («Bonme6Hoe konb110»)
went, and also the USA in the “Pronka Gryaznoy” (IIponbka rps3uoii) tale. However, most of
the settings in Pisakhov*s texts take place in or near Arkhangelsk, the Uyma village, river
Dvina and the White sea, while Shergin also goes beyond his native city and brings his

characters to St. Petersburg and Moscow.
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Contextually and thematically, many traditional fairy tales of the North picture struggle
between “the good”, represented by common and poor people, and “the evil”, or those in
power (kings and princesses, the police, priests and generals). Shergin seems to use a wide
range of characters, while Pisakhov‘s narration is more compact and economical: usually the
main character and narrator Senya Malina tells a story with an open ending. Fairy tale
markers are absent in Pisakhov‘s works and are present in Shergin‘s. For instance, there are
no traditional phrases for beginning and ending, like the “Once upon a time” marker for the
initial situation. There is no “Father” figure, who gives a Hero (for the most Senya Malina) a
reward. The Helper (of the Hero) is absent too. Malina does everything by himself. The main
character does not look for a Prize or a Princess either. He is happily married and gets a

feeling of satisfaction when he does something good for his fellow villages.

The tone and mood are quite similar in both authors’ narratives - it is critical towards the
characters in power and sympathetic towards the protagonists and other poor and brave

common heroes. The target audience is definitely expected to be on the side of the latter.

How do the authors achieve such an effect? They use many stylistic devices, primarily the
features of the Arkhangelsk regional dialect. It seems to me that Pisakhov plays a little with
the reader. Senya Malina, Perepilikha and some secondary characters, who represent common
people usually “speak” through local dialect as well as the author does. Priest Sivolday‘s
speech is different and resembles more the language of an educated person who just
occasionally uses a few elements of the local vocabulary. For example, in the tale “Priest-
Hatcher” (« I[Ton-Uuky6aTtop» / Pisakhov, “Tales. Essays. Letters”. p.117), Sivolday says,
«Oh! No, cousin! I will not give it away! For the first time I have earned something by my
own hard work. I have never had something that was earned by myself”. ° «B kou—To Bekn»
is an archaic form which is used in this context to intensify the comic effect of the priest‘s
image - a person who had never worked in his lifetime. The policemen and the officials in the
tale “How the Uyma Village Was Built”, «Kak Yiima Beictpounace» (Pisakhov, «Tales.
Essays. Letters. » p.122), also do not show much of the local people‘s dialect:” « Oh-oh-oh!
We were such in a hurry that we did not notice how it started and who initiated this, we did
not see who must get a fine and how much money should we take!” '

«Axtu 1a Axti» come from the exclamation «ax 11! » «Why, you; you little, etcy», which

? «Her KyMa, He oTnam! B KOH-TO BeKH 51 CBOUM COOCBEHHBIM TPy I0M 3apaborai. J{a y MeHs 3apaboTaHHOro —TO
el He ObIBAIIO!».

10 «Axti na axta! Met MTOTOPOIUIIMCh, HE JOCMOTPEIIH, C YETr0 HA4aI0Ch, OT KOTO MTOBEJIOCh, HE AOTJISICIH,
KOro mTpaoBaTh H CKOJIBKO B3STh.».
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also produces a comic effect of helplessness of the characters in power in a difficult situation.
The interventionists from the tale «actepBenTs» («Interventionists™) (Pisakhov, «Tales.
Essays. Letters” p.128), cry in a literary language and in a command manner, since they are
characters in power too, «Arrest! Remove the wheels! Shoot them! »!' T would conclude here,
that Pisakhov shows dialectal differences in the language of his characters, so that the readers
seem to sympathise with the poor. It is both their language and the way they are represented

by the author through a local dialect that contribute to contrasting the two rivalling sides.

Shergin uses folk songs as part of his stories. His stories focus on a spoken word. Shergin‘s
tales mostly contain the main features of fairy tales: for instance, a formulaic way to begin
and to end the story (“Once upon a time...”); a long list of characters (the good one is usually
poor, while the evil ones are usually rich/royalty figures). There are also patterns and numbers
(especially the emphasis on number 3), as well as enchantments and magic and a happy end
with a triumphant poor. Pisakhov‘s tales often resemble fantasy stories with some elements of
a fairy tale. Neither Shergin nor Pisakhov use typical folkloric characters, e.g. trolls, witches,
fairies or the traditional Russian Baba Yaga (ba6a fra) or Koshchey Bessmertnyi (Komieit
BbeccmepTthbiit). Magic is placed in the hands and imagination of the main characters that
particularly in Shergin are often accompanied by animals, which help the protagonist to
overcome the hardships he meets. Pisakhov‘s magic often lies in the wonders of nature.
Shergin‘s tales, in my opinion, represent pure untrue stories. There are very many magic

elements in his texts. (Boris Shergin, « Tales») http://www.boris-shergin.ru/?p=203. For

instance, in the tale “Magic ring” («Bomme6Hoe koibiio») that starts with a special beginning
“there lived...» «Kunu Banbka nsoumMo ¢ Matepsio...» the main character Vanka (Ivan) is
poor and kind. His helpers are a cat, a dog and a snake that speak and understand human
language. Number 3 is seen in the fact that there are three animals. The snake Skarapea is a
daughter of a snake king (royalty). Vanka gets a magic ring as a reward from Skarapea’s
father for helping her. There are three young men that can do whatever Vanka wishes. They
come when he speaks to an enchanted ring. Vanka marries an evil princess. Her father the
king decided on that because Vanka managed to use the powers of the magical ring to build a
crystal bridge (magic). The Princess had a lover in Paris. She stole the ring. Vanka is rescued
by his helpers the cat and the dog, returns home, marries a good (poor) local girl and lives

happily ever after (happy end and the special ending words).

i} N
«ApecroBatb! Konéca cusate! PaccTpensts!»
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Pisakhov’s narratives, however, exhibit much more common sense and are almost based on
real stories and portrayals of local history, culture and characters. I can refer to the tale
“Interventionists” («ucTepBenTs») (Pisakhov, “Tales. Essays. Letters”, p.128), which
describes real historical events that Pisakhov had experienced in Arkhangelsk in 1918-1920.
The character of Senya Malina had a real local prototype, Semen Krivonogov (Cemén
Muxaiinosua KpuBororor), who was born and had lived in Uyma village and actually had a
nickname “Malina”. He was a skilful storyteller and entertainer of the locals. Pisakhov was
acquainted with him. That‘s how this character appeared in Pisakhov*s tales. (Sakharny,

“Stepan Grigorievich Pisakhov. Biographical feature article”, p.30).

The setting markers in the fairy tales and literary tales are often anonymized and non-specific.
Pisakhov usually names a concrete place (in the Arkhangelsk region) and time is presumably

contemporary to the time of the narration.

In Shergin‘s tales, there is usually a classical happy ending. For instance, in the tale

“Martynko” / «Mapteiako» http://www.boris-shergin.ru/?p=205 the main character Martynko

was imprisoned for playing footbal and hurting a noble lady by the ball. He found magic cards
in the cellar and every time he played cards, he won. He appeared in a foreign country and
became a Minister of Finances. The king‘s daughter Raiska stole his cards but he taught her a
lesson when she ate enchanted apples and got huge horns. When Raiska told Martynko the
truth about her crime, he forgave her, offered her “recovering” enchanted apples that removed
her horns and Raiska and Martynko fell in love with each other. The happy end is obvious:
«Well, then, there is nothing else to tell. There was a wedding to Martynko and Raiska.
People sang songs and played accordion. They lived happily together. Martynko plays cards
and wins until these cards are stolen. Well, if they are stolen, Martyn will be kicked out

7,12 (

again” “ (“Martynko” / «Mapteiako») http://www.boris-shergin.ru/?p=205

However, in Pisakhov°s tales, the evidence of a happy ending is not so obvious, because the
conflict is often not very explicit and sometimes there is just about magic in the narration, like
in the tale “The Orange” (Anenscun), where the focus is on the miracle of a southern plant
growing in northern waters. Still the general mood and atmosphere in most narratives by
Pisakhov is quite positive, particularly in the end. This leads to a conclusion that, owing to the

fact that Pisakhov had written literary tales, they are more influenced by the author‘s

12 «Jlanpure Hedyero u cka3piBaTh. CBanb0bI oma y Mapteiaka na y Pancku. [TecHu 3anenu, B TapMOHb

3anrpand. Bot u xuByT. MapTEIHKO BCEX B KapTHI OOBITPBIBACT, JOKYJIb 3THX KapT He ykpanyT. Hy, a ykpanyT,
OISITh U BBIIHYT MapThiHay.
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individual imagination and Biblical moral values including God’s ten comandments.
Pisakhov‘s stories contain more of the “legend” genre elements where the narration seems to
have roots in truth and contain several specific references to a real-life setting, as well as real-
life prototypes. Nontheless, Shergin‘s tales are more influenced by the classical features of
the genre and hence resemble folk tales to a greater extent if compared to Pisakhov (see the

examples above).

It seems to me that Pisakhov had chosen the genre of a tale to examine and portray pictures of
life in the Russian North and particularly in Arkhangelsk, which he loved. Pisakhov explored
primarily human characters within the framework of a genre while adding magic elements to
the context. The author described contemporary life to his audiences, while seldom-giving the
“far away and long time ago” references, so that the reader got the feeling that the author is an
expert on the setting and hence his fantasies are anchored in realism. The time frame in

Pisakhov‘s tales appears to be more defined and contemporary than in folk tales.

The genre of a fairy tale in the beginning of the XX century is not a simple concept to discuss.
In her doctoral dissertation on Folklore Studies (‘“Russian Literary Tale of XX century”
«Pycckas muteparypHas ckazka XX Beka » M.; 2001), L.V.Ovchinnikova (OBunHHHKOBa
JI.B) claims that “by the beginning of XX century serious literary traditions of the author's
fairy tale had already existed and some tendencies of its development were outlined. In
general, there appear to be two main literary fairy tale forms: the magical-romantic and the
satirical-allegorical, the main functions of which are narrative and didactic”"’

The genre of fairy tale reflected the historical and political situation in the country and the
general literary tendencies from a particular time perspective. In Russia after the 1917
October Revolution, in the lifetime of Pisakhov, the genre of fairy tale was influenced by
political circumstances: “(...) in the 1920-40s, tales depicted the revolutionary struggle and the
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restoration of social justice, the denial of bourgeois values” * (Ovchinnikova, “Russian

Literary Tale of XX century” p.5).

This was the time when Stepan Pisakhov and Boris Shergin created many of their wonderful
fairy tales. However, official critics were often dissatisfied with the new trends of the genre in

the new political situation, demanded change and Pisakhov did struggle to publish his works

1 (K mauamy XX B. yKe CyIIeCTBYIOT CEphe3HbIEC THTEPATYPHBIC TPAIUIIMA aBTOPCKO CKA3KH, HAMEUYCHBI
HEKOTOpBIEC TCHJICHIINN Pa3BUTHS. B 11eoM cKiafbIBaroTCs IBE OCHOBHBIE JTUTEPATYpPHO-CKAa30UHBIE (POPMEI:
BOJIIIEOHO-POMAHTHYIECKAS M CATHPUKO-AIJIETOPHYECcKas, TIIaBHBIC ()YHKIIMK KOTOPOH - HpaBOOIIHUCATENbHAS 1
JTUTAKTHIECKast.».

4 «B 20-40-¢ rr. n300paxkaiach PeBOJIOIMOHHAS 00ph0a M BOCCTAHOBIICHUE COITUANBHON CIIPaBEJIMBOCTH,
OTpHIIaHUe OYPIKya3HBIX IIECHHOCTEH.
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after the revolution. Nevertheless, “Do Not Listen If You Do Not Like It” was published in
1924.

Ovchinnikova states, “There are many reasons for the persecution of a fairy tale genre in the
1920s. There were new social and pedagogical priorities, which required a rejection of
"mysticism" and fiction, "tsars and kings," and the emergence of a significant amount of low-
quality fairy-tale production that accompanied interest for the genre fairy tale and mythology
at the beginning of the century, as well as the distortions of the revolutionary rethinking of the
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entire cultural heritage.”">(Ovchinnikova, “Russian Literary Tale of XX century” p.6).

In the 1930s, the genre was modified and modernised. “Tale of Life” became popular and
Stepan Pisakhov was one of the representatives of the genre type. Characteristic to it was a
“(...) subjective, lyrical principle” and opposite tendencies: on the one hand, lacquering
reality, but on the other, a confrontation with the cruel spirit of the times, an assertion of
higher moral values. A new type of literary fairy tale would become productive for the
literature of the 1930s-60s”, writes L.Ovchinnikova.'® (Ovchinnikova, “Russian Literary Tale

of XX century” p.9).

According to the genre classification given by L. Ovchinnikova, Pisakhov's and Shergin's
tales belong to the “folklore literary genre” combining « (...) the peculiarity of folklore, genre
synthesis, functional characteristics, authorial position and some other features of poetics.” '’

(Ovchinnikova, “Russian Literary Tale of XX century” p.21).

L. Ovchinnikova characterises tales by Pisakhov and Shergin as follows:”Folk literary tales in
the works of the authors of the first half of the century, B. Shergina nd S. Pisakhov, became
one of the facets of a completely new narrative known as “kind art”. A significant number of
them, for example “Sish Moskovskiy” by B. Shergin and the fairy tales by S. Pisakhov, were

created for “amusement”, gravitates towards the traditions of buffoonery (skomoroshestvo)

'3 (IIpuunub roHennit Ha cKa3Ky B 20-¢ IT. MHOTOOGPA3HbI: M HOBBIE COLMATBHO-IEAarOrHIECKHE IPHOPUTETHI,
TpeOyromue 0TKa3a 0T KMUCTUKI» U (AaHTACTHKH, «Iapel ¥ KOpoJeiy, 1 MOsBICHIE 3HAUUTEIHHOTO
KOJIMYeCTBA HU3KOIIPOOHOM CKa3049HOM MPOAYKITHH, COITPOBOXKAABIIEEe HHTEPEC K CKa3Ke M MU(OIIOTHH B HAaUaJe
BEKa, U TIEPEKOCHI PEBOJIIOIIMOHHOTO NTEPEOCMBICICHNUS BCETO KYJIbTYPHOTO HACIIEANS.

'« (...) CyOBEKTHBHOE, IMPHYECKOE HAYATOY H IPOTHBOMOJIOKHEIE TEHACHIHH: C OHON CTOPOHBI, TAKHPOBKA
pearsHOCTH, HO C IPYTOii, - MPOTHBOCTOSIHUE KECTOKOMY JTyXy BPEeMEHH, YTBEP)KCHNE BBICIINX HPABCTBEHHBIX
neHHocTeld. HoBbIN TUI TUTEpAaTypHOU CKa3KU CTaHET POLYKTUBHBIM JUIsl TUTepaTyphl 30-60-X rry».

"7 «(...) cBOCOGpasHe (ONBKIOPH3MA, KAHPOBBI CHHTES, ()YHKIMOHAIBHBIE XaPAKTEPHCTHKH, aBTOPCKAs
MTO3UIHS U HEKOTOPBIE IPYTHE OCOOCHHOCTH TIOATHKIY.
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and the popular aesthetics of the comic in general”.'® (Ovchinnikova “Russian Literary Tale

of XX century” p.21).

Ovchinnikova's characteristics of Pisakhov's genre style are clear and precise, and correspond
with my own opinion on the issue of the genre. In most of Pisakhov‘s tales, the reader wants
to laugh, since there are many comic effects and lots of exaggerations and hyperboles

involved. Realistic and fantastic elements are inseparable in Stepan Pisakhov‘s stories.

2.3 Other folk tales from Northern Russia

Many different kinds of native people of the north have developed their own cultural
traditions through the centuries. Oral narration — songs and fairy tales — dominated these
traditions, which helped people to pass knowledge, wisdom and moral values from one
generation to another. Through the fairy tales of northern peoples, new generations learned
about the life of their ancestors. Brave heroes described in the tales functioned as role models
for the readers and the listeners who grew up to be hunters, fishermen and deer breeders in the
northernmost areas of European Russia (see «Cka3ku Hapos0B ceBepa» / «Fairy tales of the
peoples of the North» Dnexrponnas 6ubnuorexa RoyalLib.Com, 2010-2017).

http://royallib.com/read/narodnie skazki/skazki narodov_severa.html#0

When you read the tales of the Nenets, Saami, Nanai, Keti, Khanty, Mansi, Evenki, Chukchi,
Koryak and Eskimos you find easily that they teach universal values valid elsewhere in the
world. To be kind and loving, to take good care of the family and Mother Nature, to fight for
the good and defeat the evil are the common themes of the narrative. (see «Fairy tales of the
peoples of the North», RoyalLib.Com, 2010-2017).

http://royallib.com/read/narodnie skazki/skazki narodov_severa.html#0

The main characters are often ordinary and/or poor people. They are portrayed as brave, smart
and very sympathetic, for instance, the boy from the Saami fairy tale “Tala-bear and the great
wizard” («Tanma-meaBens u Benukuii KoayH») who saves children and teaches the villagers
how to handle wild bears. («Fairy tales of the peoples of the North», RoyalLib.Com, 2010-
2017). http://royallib.com/read/narodnie skazki/skazki narodov_severa.html#10314 A hero

18 «HapoaHo-nuTepaTypHble CKa3Ku B TBOPUECTBE aBTOPOB IepBOH M010BUHEI cTonetus - b. Illepruna u C.
IMncaxoBa cTany 0HON U3 rpaHEH BCEro HOBOTO CKa3UTENbCTBA - «J0OPOT0 XyJ0XKECTBa». 3HAUUTENBHOE UX
konndectBo, Hanpumep «Ium Mockosckuit» b. lllepruna n ckasku-0yxtunsl C. [ITncaxosa, cozmaHo 1t
«YBECEJIEHMSD, TATOTEET K TPaAULUIM CKOMOPOILECTBA, HAPOJHON 3CTETUKU KOMUYECKOIO B LIEJIOM.
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called Alba in the Keti fairy tale “Alba and Hosyadam” («Anb6a u Xocsgamy) fights against
all the evil on earth and succeeds (see «Fairy tales of the peoples of the Northy,
RoyalLib.Com, 2010-2017).

http://royallib.com/read/narodnie skazki/skazki narodov_severa.html#23920 Sometimes the

main characters come from the animal kingdom. For instance, the main characters of the
Nanai fairy tale “How the Bear and the Chipmunk stopped to be friends” («Kak measeas u
OypyHIYK IpYKHUTh mepectainy) are the fox, the bear and the chipmunk. In its plot, the fox
manages to turn two good friends, the bear and the chipmunk, into two bitter enemies.
(«Fairy tales of the peoples of the North», RoyalLib.Com, 2010-2017.)

http://royallib.com/read/narodnie skazki/skazki narodov_severa.html#30501 Yet in the vast

majority of tales, the main characters are both people and animals/birds. In the Nenets fairy
tale “Cuckoo” («Kykymikay), a native woman leaves her selfish children to become a bird.
(«Fairy tales of the peoples of the North» RoyalLLib.Com, 2010-2017).

http://royallib.com/read/narodnie skazki/skazki narodov_severa.html#6006

The magical element in the tale from the North is surprisingly traditional and resembles world
famous folk tales. However, if one would search for peculiarities, it would be fair to mention
such elements of the magic as clairvoyant powers. The Big Old Man who rules the world, a
magic spirit in the Keti folk tale “Alba and Hosyadam”, is described as follows: “He was a
great spirit and ruled the whole world - the starts in the sky, the fish in the rivers, the animals
in the taiga, the birds in the air and the people on Earth. He was called Ies. Ies had a chum
(tent) made of glass, and through this glass he saw whatever was happening in the world”."
(«Fairy tales of the peoples of the North», RoyalLib.Com, 2010-2017).

http://royallib.com/read/narodnie_skazki/skazki narodov_severa.html#23920

In some tales, spirits are characters, too. For instance, in the Selkup fairy tale «The fire
hostess» («Xo3siika orus»), the spirit of Fire had claimed the son of a woman as a payment
for her disrespect for the fire that gave warmth to many families. («Fairy tales of the peoples
of the North», RoyalLib.Com, 2010-2017).
http://royallib.com/read/narodnie skazki/skazki narodov_severa.html#37606 Spirits might be

observed in all kinds of natural environment: in the water, the forest, the earth, the mountains
and the fire. This feature is universal to folk tales all over the world. The element of death and

revival/rejuvenation is quite typical, too. For instance, in the Dolgan fairy tale “The old

1 . o
? «bB11 0H BEeTUKUM AyXOM, BCEM MUPOM ITPaBUJI — U 3BE31aMU B He6e, )48 pBI6aMI/I B p€Kax, U 3BE€PSIMU B TaUTIEC,

U NITULIAMH B BO3/lyX€, U JI0IbMH Ha 3emiie. A 3Banu ero Ecbk. boin y Ecs uwym — Bech, kak cTekiio, 1 uepes ToT
yyM Bujien Eck BCE, UTO Ha cBETE AeIacTCsy.
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fisherman and the raven” («Crapuk psi6ak u Bopon»), the old man gets his youth back at the

end of the story as a reward for his service and help to the enchanted Prince-Raven.

In the Karelian folk tale “The Beautiful Nasto” («KpacaBuma Hacto»: Kapenbsckast HapogHas
ckaszka, CrIkThIBKAp, KoMu kHIDKHOE m3aTenscTBO 1984) it is possible to observe many
elements of a typical fairy tale. There are the magic and enchantment, a trinity of actions of
the characters (i.e. a Hero has three attempts to find the answer for a question in a test or the
Helpers try to assist the Hero three times), spirits of the water (BoxsiHO#), cooperation
between people and animals (a nanny goat helps Nasto). The evil is punished in the end; the
witch and her daughter are invited to the sauna, where they fall into a pit with hot tar and
disappear. In a way, this tale contains many of the elements/character types described by
Vladimir Propp in his theoretical approach to a structure of the fairy tale (for more detail, see
a special segment of my thesis devoted to it). The Hero is the Prince who marries Beautiful
Nasto (Princess) in the end and saves her from a spirit of the water, who is a Villain. Beautiful
Nasto's nanny goat is a Helper. Nasto's Father is not the one who rewards the Hero but a
character of a story which precedes the main story. Dispatcher, Donor and False Hero are
absent from the text.

Pisakhov tales contain a great deal of the spirit from the folk tales of the North. The feeling of
the north and the perception of the narrative through the eyes of the northerners is a clear
feature of Stepan Pisakhov‘s texts.

This is especially obvious in terms of setting. Pisakhov’s descriptions of nature show seas,
rivers, woods, villages (Uyma) and a city of Arkhangelsk, which are typical for the northern
landscape. Natural wonders like Northern lights might be seen in limited Northern arears of
the country. Flora and fauna presented in Pisakhov's texts represent European north too.
There are deep woods, broad rivers and cold sees. The animal world is represented by polar
bears, brown bears and even visiting penguines!” (Pisakhov,”Tales. Essays. Letters”, pp. 25-
27). Fish resouces are fabulous and salmon and cod are common fish types. Clothing the
characters wear (as in “18-mile long Trousers™) and food and drinks they consume (as in “Do
not Listen If You Do Not Like it!”) also indicate the location where the action takes place.
References to Uyma and Arkhangelsk can be found in many tales. People live in wooden
houses or izbas (n36a) and wash themselves in saunas (“6ans’). Otherwise, river Dvina and
the White Sea must also be mentioned, e.g. in “Solombalskaya byvalschina”

(«Conmombanbckas OpiBabiHa» (Pisakhov,”Tales. Essays. Letters”, pp. 188- 189).
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Last but not least, the language of the characters (local dialect) has already been discussed
above.

The novelty of Pisakhov's tales can also be seen in the fact that there is practically no
violence or much drama in them. His tales are not about a conflict between life and death.

Perception and appreciation of nature and human spirit dominate in Pisakhov*s tales instead.

3. Language: Arkhangelsk dialectal features
3.1 Linguistic variation

One can wonder to what extent the dialectal features of the Russian North are important for
understanding the peculiarities of Pisakhov‘s language and style. I would claim that dialectal
characters / elements of the author‘s narration have a crucial importance for understanding his
style and message. Unfortunately, in translation the vast majority of these dialectal qualities
disappears.

What is typical of the Northern dialect of Arkhangelsk and Arkhangelsk region? What is a

“dialect”? According to the Merriam Webster Dictionary https://www.merriam-

webster.com/dictionary/dialect (accessed on 04.04.17), “dialect” is defined as:

“la: aregional variety of language distinguished by features of
vocabulary, grammar, and pronunciation from other regional varieties
and constituting together with them a single language <the

Doric dialect of ancient Greek>

b: one of two or more cognate languages <French and Italian are
Romance dialects>

c: a variety of a language used by the members of a

group <such dialects as politics and advertising — Philip Howard>
d: a variety of language whose identity is fixed by a factor other than
geography (as social class) <spoke a rough peasant dialect>

e: register 4c¢

f: aversion of a computer programming language”

The term “dialect” is closely connected to linguistic variation. “The term linguistic refers to
regional, social, or contextual differences in the ways that a particular language is used.

Variation between languages, dialects, and speakers is known as interspeaker variation.

Variation within the language of a single speaker is called intraspeaker variation.
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https://www.thoughtco.com/what-is-linguistic-variation-1691242 (accessed on 04.04.17)).

This term was central for my studies on the RUS-3010 Russian Dialectology university course

by Professor Tore Nesset.

When speaking of linguistic variation, one should expect to study how language is used in
different ways according to the area, the class (social layers) and the context it is spoken in.
Language changes all the time. Linguistic variations are in particular manifested in space
changes. Geographically speaking, these variations are revealed in dialects; if we speak of
class and social group belonging, we deal with sociolects. Finally, when individual
peculiarities of persons are in focus, than we talk of idiolects. All the notions are applicable

when analysing Pisakhov‘s language.

The Northern Russian dialects are deeply rooted in historical dialectology, starting from Pro-

Slavic-East Slavic and ending with Russian-Northern Russian-Arkhangelsk region dialects.

Stephan Pisakhov wrote his literary fairy tales primarily in the first half of the XX century.
This was a dramatic time in the history of Russia, which caused the appearance of new
notions, new words and meanings in the language and the dialect. Today it is helpful to use
the Dialectological Atlas (JIAPS) made by the linguist Ruben Avanesov (1902-1982), who
organized the work on the Atlas, especially after WW2.

It is probably fair to ask why dialectal zones exist and to what extent the Northern Russian
dialectal zone, which covers Pomor (Arkhangelsk region), Olonetsk, Western, Eastern and
Vladimir/ Volga region, is influenced by various factors and what these factors are? (See map
for dialectal zones 1914 on the website: http://zapadrus.su/bibli/arhbib/1217-dialkarta.html
(accessed on 04.04.17)).

Historically speaking, the geography of particular territories has played a major role in the
development of a dialect. Great forest areas separated and protected Pomors in the Russian
North from the conquerors and bearers of the other dialects and even languages, while rivers,
like Northern Dvina, and seas (The White Sea) connected dialectal zones with other lands and
their speakers by means of boat transport. Arkhangelsk in the Russian North was situated
relatively far from the capitals (1235 km from Moscow and 1152 km from St. Petersburg) and
Pomor people were not exploited by serfdom (kpernoctrHoe nmpaBo) for many decades,
compared to peasants of the central and southern regions. The climate was cold and vast
forest areas made it challenging to travel, particularly in wintertime, hence a fairly unique

position of the northern dialects. On the one hand, it seems that dialects of the Russian North
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remained stable for a long historic period with not much interference from other languages
and dialects. The Arkhangelsk region was not colonized by bearers of other dialects and
languages the way central Russian territories were. The city was far away from the centres of
the political power of the country, first represented by Novgorod and later Moscow and St.
Petersburg. At the same time, Arkhangelsk remained Russia‘s only “window onto Europe” for
many decades before Peter the Great had founded St Petersburg on the Neva river at the
beginning of XVIII century. Today scholars agree that the Russian North (more specifically,
the Arkhangelsk region) was the zone predominantly populated from Novgorod and later

dominated and controlled by the Muscovite state (from approximately the 1480s).

Political history and demography played a considerable role in the formation of Northern
Russian dialects in Arkhangelsk region. For centuries, the Arkhangelsk region was a scarcely
populated area, but from 1584, when the city was built around the Michael Archangel
monastery and fortress, population started to grow. Peter the Great visited Arkhangelsk three
times at the end of XVII and the beginning of the XVIII centuries to organize the building of
trade and military ships. Merchants from many European countries, like Sweden, Norway,
Britain and Holland, came to Arkhangelsk, which had been Russia’s only window onto
Europe for many decades. Pomor trade was world famous. After the Socialist revolution, it
stopped but the trade of timber and paper proceeded in the Soviet times (see Cepreii [[BeTkoB
«Kpartkas ucropust Apxanrenscka» / Sergey Tsvetkov «A Short History of Arkhangelsky)
http://sergeytsvetkov.livejournal.com/413613.html

3.2  Phonological features

Dialectal phonology in Pisakhov‘s works

Phonological realisation of phonemes /o/ and /a/ in stressed and first unstressed

positions (“okanye” and “akanye” as a dialectal feature)

One of the major phonological features of the Northern dialectal zone is called “oxanbe”
(Eng. okanye, e.g. focus on vowel “0” in both stressed and first unstressed positions after
hard consonants). So, okanye might be defined as a differentiation of phonemes /a/ and /o/ in
unstressed syllables. In Northern Russian dialects, phoneme /o/ would be pronounces as /o/
while /a/ would be pronounced as /a/. E.g.: [600 ‘a], [mpas a], [morok ‘0] and [2 onop] — as

opposed to [Bax a], [TpaB’a], [ManbK 0], [T oHap] under the so-called akanye (akanbe), i.e.
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the absence of differentiation between vowels /o/ and /a/ in unstressed positions (which is

what happens in standard Russian and southern Russian dialects).

It seems that okanye is a much older linguistic phenomenon than akanye. From the very
beginning of the establishment of the written form of Russian language, there was an
opposition between /o/ and /a/. Some sources prove that before the XVIII century, while the
Old Church Slavonic was still used as the standard written language in Russia, the unstressed
/o/ and /a/ were pronounced differently. There is also an indication that some of the old
dialects contained okanye, while others, akanye. Thus, the Muscovite dialect that formed the
basis for the new Standard Russian had contained akanye. In the Russian Church Slavonic
language (it was used until the 18th century as a literary language), the unstressed/o/ and /a/
differed in pronunciation. As for the Russian dialects, among them there have been both
"okanye" and "akanye" for a long time. The Moscow dialect, in which akanye dominated,
became the basis of the new Standard Russian literary language. However, in the new
literary language, the coexistence of okanye and akanye was initially allowed (...). M.V.
Lomonosov, one of the founders of the Russian literary language, wrote about this. In the
first half of the XIX century, with the predominance of akanye, okanye was still allowed
within pronunciation in a high style, for example, when reading poetry. Since the second half

of the XIX century akanye became the only norm of literary pronunciation.””

Initially, both akanye and okanye were a norm. The famous Russian scientist and linguist
Mikhail Lomonosov, born only 4 miles away from Arkhangelsk in the town Kholmogory,
was the person who largely systematised Standard Russian, as we know it today. He was the
author of “Russian Grammar” published in 1755. In his «About the Usefulness of Church
Books in Russian Language», 1758 («O mnosib3e KHUT LIEpKOBHBIX B POCCUHCKOM SI3bIKEY,

1758), he defined three literary styles (high, middle and low) and their characteristics.

B PYCCKOM IEPKOBHOCIABIHCKOM s13bIKe (0H Mcmoiab3oBayics 1o X VIII crometus B kauecTBe
JTUTEepaTypHOro) O6e3yapHbIe 0 U a pa3Inyalich B TPOM3HOMIEHNH. UTO KacaeTcs pyCCKUX JAHANEKTOB, TO
CpeIy HUX M37aBHA OBUTH M «OKAIOIIHE», U «aKalolre». B 0CHOBY HOBOTO PYCCKOTO JTUTEPAaTypHOTO SI3bIKA
JIET MOCKOBCKHH THANIEKT, B KOTOPOM YK€ TOCIIOACTBOBAIO akaHbe. OHAKO B HOBOM JINTEPATYPHOM SI3BIKE
BHAUaJIe JOMYCKaJoCh COCYIIECTBOBAHNE OKaHbs M akaHbs (...). O6 aToM nucain M. B. JlomoHOCOB, 0JTMH U3
co3aareneil pycckoro auTepaTypHoro s3bika. Enie B mepBoii mosioBuHe XIX B. ipH MpeoOiafaHuy aKaHbs
JIOITyCKaJIOCh OKaroIee MPOU3HOIICHNE B BRICOKOM CTHIIE, HAIPUMEp MIPH YTeHUH CTHXO0B. Co BTOPOi
moyioBUHBI XIX B. akaHbe CTAHOBUTCS €IMHCTBEHHOW HOPMOH JTMTepaTypHOTO nponsHomenus. «Differences
and concurrency of /o/ and /a/ in pre-stressed syllables after hard consonants (okanye and akanye) (« Pazmuune
i coBriagenue /o/ Y /a/ B mpenynapHBIX CIIOTax Mmocie TBEPIBIX COTIIACHBIX (OKaHbE M aKaHBE)».
http://www.gramota.ru/book/village/map12.html (accessed on 04.04.17).
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(See JlomonocoB M. B. «IIpeaucioBue 0 moJib3e KHAT IIEPKOBHBIX B POCCUHUCKOM SI3BIKE» in

M. V. Lomonosov, «Complete works», vol. 7, 1952, pp.589-590 / JlomonocoB M. B. I1onH.
co0p. cou. — T. 7. — M; JI: U3n-Bo AH CCCP, 1952. — C. 589—590.) The high style
originated from the Old Church Slavonic that maintained characteristics of okanye.
Additionally, okanye is common in the Pomor dialect. Even at the beginning of the XIX
century, okanye was an acceptable form for the high style of literature, particularly in poetry.
(See Odes and heroic poems by Lomonosov, «Ode for the coronation day of Her Majesty the
empress of all Russia, Elisabeth, the daughter of Peter the Great”, «Oma Ha nenp
BOCIIIECTBHS HA BCEPOCCUICKHI MPECTON €€ BEIMIECTBA TOCYAaPbIHU HMITEPATPHIIBI
Emucasets! [leTpoBubl 1747 romay).

http://rvb.ru/18vek/lomonosov/01text/01text/01ody t/010.htm

For instance, in the time the Ode was written I presume it was recited by Lomonosov
himself, the bearer of northern “Okanye”, with the strong phonemes /o/ in both strong and

weak positions:

«Wnu 51 HBIHE TI03a0bLUIaCh
U ¢ oHOrO MyTH CKIIOHMIACH,

KortopsiM npexne s Texna?»

(..)

«U Toxmo IECTBYS XKEJIallnu

Ha rpo6 u Ha nena B3rIssHYTh.»

(..)

«O BBI, KOTOPHIX OKUITAET
OTedecTBO OT HEAP CBOUX
U BuneTh TaKOBBIX JKEJIAET,

Kakux 30BeT 0T cTpaH qykux!»

However, from the second part of the XIX century akanye had become the only literary form
of the Standard Russian. It is a matter of common knowledge that in the Northern Russian
dialectal zone, okanye prevails. Okanye is clearly portrayed in Pisakhov‘s fairy tales, e.g.

Apxanrenbckoii kpaii (instead of the normative —uit ending) in “Do not listen if you do not
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like it!”; and benoii mensens (instead of the normative —b1it ending) in “The Polar Bear”

(“bemnoit menBennp”).

Dialectal feature: non-distinction between phonemes / m/ and / mx / (mokanne)

Let us have a look at another typical feature of Stepan Pisakhov‘s style. The following

example illustrates a particular dialectal phenomenon:

Nimo (standard Russian — emé) (from «Frozen songs», «MoposkeHs! mecHu») ( «And also

some more the songs», «A TO WIIIIO BOT HGCHI/I».)

Pacmimumnano (standard Russian — pacmumnano) (from «I worked like artel (a collective of
workers or peasants), sat down to eat alone», «ApTenbio paboTal, OJMH 3a CTOJ CaTUIICS»)
(«it 1s easy to split something in two and I wanted to be with artel”, «Hagsoe - neno mpocto,

MEHS Pa3 - Ha apTelb pPacuiumunano')

Cmotpsammmu (standard Russian — emotpsiimuit) ( from «I walk in the Sea on a Cod» / «Ha

TpeCKe B MOPE TYJISIO»

Jlunespsimm (standard Russian — mume3psimmin) (from «I walk in the Sea on a Cod» / «Ha
Tpecke B MOpe TYIsEo» («OTOCIIst TOPTOBIA CMOTPSIIIIH, JTUIE3PSAIIIITN CTOJIHINCH Ha

oepery /After the trade they crowded looking and gazing on the shore”)

In Pisakhov’s dialect, the lack of distinction between phonemes /m/ and /iy is obvious. This
phenomenon is illustrated by numerous examples in his fairy tales. I would call this
phonological feature «mmokxanse», which is a result of an assimilation between two quite
close consonants, voiceless alveolar affricate /4/ u and fricative /my. Interestingly, this
phenomenon is probably borrowed from the countryside of the vast Arkhangelsk region to
put forward stylistic features of the language. The characters that carry this linguistic feature
represent ordinary people, a peasant or an industrial worker, hence the peculiarities of the

language.
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Dialectal feature: absence of phoneme /j/ in the intervocalic position

Absence of phoneme /j/ in the intervocalic position might be a result of assimilation

particularly typical for the verbs and adjectives in Northern Russian dialects.

Examples: nen/a/m, monoofad], as opposed to den[ae]m, monoofas]; xeam[a]m,
omwim[a]m as opposed to xeam/[ae]m, omvim[ae]em (Pisakhov.” Tales. Essays. Letters”,

pp.68-69)

The evolution of the Arkhangelsk (Pomor) dialectal group was related to the historical
process of forming and development of the Northern Russian dialects, which in turn
emerged from the various dialects of the Old Church Slavonic. As many other dialects,
northern ones were formed as a result of interaction between Novgorod dialects and Rostov
and Suzdal dialects, which appeared in approximately XII century in the Northern
territories which were populated by the Pomors (settlers who live by the White Sea).

3.3 Lexical features

Dialectal lexis in Pisakhov‘s texts
It is extremely interesting to examine Pisakhov‘s vocabulary, typical for the Arkhangelsk
dialect. It is rich in utterance and meanings. Here again, one can speak of linguistic variation,

which can represent a dual bias:

A. A word can represent two or more different meanings e.g. weather (moroza).
B. Different words in different languages might represent the same notion or concept, €.g.
farmhouse (u130a, xara, and xopomsti), flail (11en, npuBsA3b, MOJIOTUIIO, PYUHHK, OWY)

and social gatherings (6eceapi-6eceIKn, TOCUACIKH, CYTIPSIKU, KEIIbH).

Characteristically the concept of “weather” (BoT noroga-to!) in the Northern dialect would
usually mean “bad weather conditions”, while in the southwestern parts of Russia, it would
have an opposite connotation of “good and sunny weather”. (Tore Nesset, “A Lexicon of

Russian dialects”, RUS 3010 UIT 2015).

When it comes to farmhouses, one can easily observe the phenomenon of using different
words in different dialects. For example, in the North where the climate is harsh and the

weather conditions are quite demanding, it is common to use tree logs for the construction
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purposes. That‘s why the word u36a (log cabin, Eng. “izba”) is used in the North, including
Pisakhov. By contrast, in the southern parts of Russia and Ukraine, people use bricks or clay
to build walls and straw for the roofs. There people use the word xara (Eng. “khata”) to
denote this particular type of building. Sometimes Pisakhov uses the generic word qom
(house), which is applied all over the country and does not bear dialectal implications. Still,
even though we know that Pisakhov had lived and travelled in many counties, he is quite
consistent in his use of dialect. In the fairy tales, he prefers Northern Russian dialectal words

and expressions. (Tore Nesset, “Lexicon of Russin dialects”, RUS 3010 UIT 2015).

Similarly, words for “flail” generate a good deal of variation, depending on the regional
dialect. Linguists have established that the form “men” is used predominantly in the south,
“mpuBs3p”’ in the north-west, and “monotino” in the north-east, that is in the Arkhangelsk
region (cf. “x1e6 Momouy” from Pisakhov’s tale®' «I worked like an artel, sat down to eat
alone»). In central and western Russia, one uses the word “pyunnk” (especially in Pskov)

and “Ouy” (in Pskov and Smolensk).

Social gatherings are also represented in Pisakhov‘s dialect. Typical for Northern Russian
dialects is the word “Oecenku’ (derived from Gecena, “conversation”). Unfortunately I failed
to find example with “6ecenku’ in Pisakhov's texts. However, | would claim that it is in the
nature of the narrative in Pisakhov's tales to hold a conversation (6ecena) between the
narrator Senya Malina and an assumed listener: «I looked at my guest - He was a real
Napoleon, indeed»*?, (Pisakhov, Tales. Essays. Letters” p.77) Hence, I believe,

conversation (0ecena) is preserved in the texts in some shape or form.

Another notion is “Beuep” (Eng. evening), or its derivative “Bedepunka’, used not only in
the northern dialectal zone but also actually all over Russia. One can meet the words like
“rynb0a or rynsHbe” (literally”’walking”, with the meaning of “celebrating something”),
which is more typical for north-western dialects. The notion of “ynuna”, meaning outdoor
parties from the south-eastern dialects, scarcely appears in Pisakhov‘s writings. For instance,
in the tale “Uyma Went to the City for Wedding™** (Pisakhov, “Tales. Essays. Letters.” p.34)

I found the sentence®* «Then there was a mess, streets and back yards came together”).

21
22

«ApTensio paboTan, oxuH 3a croi camgmicsy. (C. [Tiucaxos)

«Ornsgen s cBoero rocts - u BupsiMb Hanoneony. (C. [ucaxos)

2 «Yiima B ropox Ha cBaxb0y mouniay. (C. [Tucaxos)

# «TyT nomIa KyTepbMa, yIHIIBI C 3aABOPKAMHU Tieperuiench...». (C. ITncaxos)
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3.4 Pisakhov‘s language and style

“I have started to invent and tell fairy tales long time ago but I have seldom written them
down. My grandfathers and my grandmother on the mother‘s side come from the Pinega
region. My grandfather was a fairy tale teller. He was called fairy tale teller Leontiy (...) I
often write fairy tales from nature or almost from nature. I remember much and this begs to
come to the fairy tale (...). In 1924, my first fairy tale “Do not listen if you do not like it.
Frozen songs” was published for the first time in the anthology “On the Northern Dvina”. |
became acquainted with Senya Malina in 1928. Malina lived in the village of Uyma, 18 km
away from Arkhangelsk. That was the only meeting. The old man told me about his difficult
childhood. Before we parted, he told how he and his grandpa “travelled through Carpathian
mountains by boat” and how “a dog named Rozka had been catching the wolves. It seems that
Malina had died the same year, 1928. To commemorate the memory of unknown northern
storytellers, my family members and my fellow citizens, I tell my stories on behalf of Senya
Malina”, wrote Stepan Pisakhov in his “Tales. Essays. Letters.” (p. 23.)

Pisakhov‘s tales are unusual — it is quite difficult to find similar ones to his language and
style. They appear to be unique and original yet deeply rooted in Northern culture. The
narration seems to go so naturally that the reader gets the feeling of a completely natural style.
Pisakhov combines telling with “lying and fantasy”. That‘s why Senya Malina resembles
another well-known character, the German Baron Miinchhausen, an incredible liar. Pisakhov
had underlined their resemblance in the early publications of his stories with the subheading

“Miinchhausen from the village of Uyma” or “Northern Miinchhausen”.

A collection of stories one usually refers to when speaking of Miinchhausen is called “The
Surprising Adventures of Baron Miinchhausen”, written by Rudolf Erich Raspe and published
in Germany https://www.gutenberg.org/files/3154/3154-h/3154-h.htm (accessed on18.04.17).

According to the annotation to the Russian translation by K. Chukovsky, “I[Ipukmtouenus
O6apona Mronxay3ena”, Baron Miinchhausen was a real man who served in the Russian army
in the XVIII century. After return to Germany, he became known as a narrator, famous by his
unbelievable stories and adventures. In 1785, a German writer Rudolf Erich Raspe rewrote
these stories and published them. “Typical characteristic of German barons were portrayed in

these stories, their uncivilness, self-confidence and boastful conceit. When the book gained
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fame, the name of Miinchhausen was applied to people who constantly lied and attributed to

themselves the qualities that they did not possess.”

(Ipuxnrouenust 6apona Mronxaysena”) http:// www.e-reading.club/book.php?book=47666

3.5 Senya Malina, Pisakhov‘s narrator

Senya Malina (Simon Raspberry - Cens1 Manuna), himself a hyperbole!

The Uyma village is a real place situated close to Arkhangelsk (18 km to the west). In that
village lived a prototype for Pisakhov‘s main narrator, Senya Malina. That real man‘s name
was Semyon Mikhailovich Krivonogov (Cemén Muxaitnosuu Kpusonoros). Stepan Pisakhov
learnt of Krivonogov via the famous polar explorer, researcher and captain Vladimir
Ivanovich Voronin (Bragumup MBanosuu Boponun, 1890-1952) in the Northern Arctic, who
together with Pisakhov participated in the search for the Umberto Nobile expedition on board
the “Georgy Sedov” vessel. Voronin had been repairing his vessel in the village of Uyma and
got acquainted with the wonderful storyteller Krivonogov. Inspired and amazed by his talent,
Voronin told Pisakhov about Krivonogov. Pisakhov visited Krivonogov and talked to him.
This is how Pisakhov*s fictional narrator was born. Pisakhov talks through this character to

his audiences, including children.

Through the narrative of the main character, Stepan Pisakhov shows a completely new side of
his own talent, at least as creative as painting and fine arts but of a different genre still based
on his exuberant fantasy and riotous imagination. I shall try to synthesise them describing
Senya Malina‘s image. Senya is an almighty peasant from Uyma. He is skilled and strong in
everything he is and does. Speaking of the setting, as in folklore, although the character
belongs to a particular place (Uyma), the reader gets the sense of Senya‘s belonging to the
Russian European North, which comprises the Arkhangelsk region and probably Karelia and
the Murmansk region too. The character has an immortal and presumably eternal image. He
claimed to have met the French emperor Napoleon in Moscow (an allusion to the Napoleonic
invasion of Russia and its failure in 1812) and convinced him to return back to Paris by
showing him Senya‘s big fist, a symbol of the Russian power and threat, as well as the ability

to defend the country. (“Napoleon”, see Pisakhov, “Tales. Essays. Letters.” p. 76.)

Another important historical figure Senya Malina had met even earlier was the Tatar and

Mongol Khan Mamai (or Mamay, 1335 — 1380, alluding to the Golden Horde‘s invasion of
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Russia in 1240-1480) in Pisakhov’s story “Mamai”. Senya Malina was allegedly well
acquainted with Mamai and his harem, particularly with his beloved wife who was
exceptionally good at singing, just like Senya Malina. Senya had got rid of Mamai too, simply
by arranging a competition in sneezing, which he won by sneezing so hard that the soil
cracked and Mamai, together with his horde, fell in it and disappeared. It is interesting to
observe in that respect that the main character does not appear to be fierce or aggressive to his
opponents and even historical enemies. He literally talks to them (although it is unlikely that
Napoleon and Mamai spoke much Russian) and, while achieving an easy straightforward

understanding, makes these antagonists disappear.

It is obvious that Pisakhov used real historical characters and events in his narration depicting
his make-believe world. Senya Malina always underlines that everything he says is truthful,
so that the distance and the borderline between the real and the invented worlds are relative.
Hence, the audience feels closeness and belonging to the setting of the narration and this
sense of belonging and understanding eventually becomes overwhelming. Time is a relative
concept in tales, Pisakhov’s included. The concept of timelessness contributes to a closer
relationship between the narrator and the audience. The readers do not know exactly how old
Senya is because there is no concrete description of his appearance. The reader constructs his
portrait through the linguistic characteristics of his speech and actions towards the other types
of characters. Senya Malina does not get old explicitly. He is presumably in his early middle
age, experienced and skilled but not too old, happily married to a strong Pomor wife (;xoHa;
incidentally, the word «okoHay is spelt in a dialectal way with the strong sound «o» instead of

a standard Russian «e», since okanye is a dialectal feature of Arkhangelsk region).

Senya Malina is a liar. He fantasises all the time. He travels to the sea in a sauna “A Sauna in
the Sea” «bans B mope»; (Pisakhov, “Tales. Essays. Letters.” pp. 35-37.) He misses an orange
in the river and an orange tree grows fast in the tale “The Orange”, «Anenbcun». (Pisakhov,
“Tales. Essays. Letters.” p. 105.) He lies not because he has no moral scruples. He does it for
entertainment. In the story, “How I entertained the clerks” («Kaxk s ¥4nHOBHUKOB moTemiamn),
Senya Malina claims: “laughter helps while one works and eats”. (Pisakhov, “Tales. Essays.

Letters.” p. 167). It seems that Malina’s ability to improvise is endless.

In the tale “18-verst-long trousers” (one versta equals to 1060 metres; I suggest translating
versta as a “mile”), Malina tells us a personal story about a good stretch after a good night
sleep. He stretched himself from his bed to the city of Archangelsk 18 versts away, to a

market place where fabrics are sold. There he asks for and gets enough fabric to sew a pair of
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trousers, 18 versts long. Having returned home to his initial shape, he offers fabrics from his
long trousers to all male villagers. Mothers and wives cut and sew many trousers for all
elders, fathers, grandfathers and sons. This is a story of sharing and caring for common

people, who stand close to Senya Malina.

Most of the action takes place in Senya Malina‘s native village of Uyma, in his private home
and in the kitchen garden. But also in the closest big city Arkhangelsk («True Story from
Solombalay, «Comombainbcka OpiBanibiiiHaY ), by the Northern Dvina river («Bckaus mo
peke», Riding on the river), in the White Sea (“A Sauna in the Sea”), in the Novaya Zemlya
(Hogas 3emiis1) island group and in Varde, Norway (see the “Polar Bears”/«bensl MmeaBean»

tale).

Senya Malina and features of nature / natural phenomena

Senya Malina is a man of nature. He often speaks about his belonging to its wonderful
fantastic powers that he gains his inspiration and potential from. Senya Malina is surrounded

by nature and has a sharp ability to define and exploit its wonders.

He is on friendly terms with nature personified by the earth, the winds, the northern lights and
sky, rain, rivers and seas. Senya literally becomes part of natural wonders. His narration
becomes figuratively poetic, which means that it appeals to human senses and establishes an
emotional and aesthetic connection between the reader and the narrative. Particularly in the
fairy tale “I flourished as an apple tree” («SI6moneit BEN»), the narrator states: “it is good to
be friends with wind and rain”25, (Pisakhov, “Tales. Essays. Letters.” p.122). A personified
rain greats Senya Malina by saying “hello” (“3apaBcTByii”), which etymologically means, “I
wish you good health” (Pisakhov, “Tales. Essays. Letters.”p.123). Senya gets nourishing
humidity from the harvest-giving rain and changes his form while reappearing as an apple tree
(notice, not raspberry, as there is plenty of it in Uyma). Senya‘s feet become roots and his
hands become strong and green branches full of beautiful leaves and flowers. Astonishing
fruits grow in his hands and the apple scent spreads all over Uyma. Senya Malina enjoys
decorating his wife (as well as all the local females, young and old) with the flowers, which
they proudly carry in the village streets. Everyone feels beautiful and proud, united by the

fantastic natural phenomena. Apples are plenty and taste wonderful, giving joy and

» «XopoIIo APy HUTh C BETPOM, XOPOIIO U C TOKIAEM JIPYIKOY BECTH.
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nourishment to all the villagers. Apples as a Biblical allusion are often used in folk epos.
In the Russian epos, they often symbolise beauty and health. This is a gift of Senya Malina to
his fellow people. In real life, apple trees are not common in Arkhangelsk. However, the
image of a land of plenty has a connection to the name of the village — Uyma. One of its

meanings is “plenty”, (see Vinogradov V.V. “A History of Words” / B. B. Bunorpasos.

“Ucropust crioB». wordhist.narod.ru/ujma.htm).

The star rain that comes every autumn is collected in everything that can hold it. Later it is

used to make ale to be given to all good folks (in “The star rain” tale).

In the tale, “Frozen songs” Pisakhov claims that temperature in Arkhangelsk can be from 200
to 500 degrees below zero. Local people freeze songs to export them to England. For me it
seems to be quite a unique hyperbole. Based on personal observations, studies of natural
sciences and travel experiences in harsh climatic conditions of the Russian North, Pisakhov
synthesises facts and fiction exaggerating and creating an extreme picture of people‘s life in

the Arkhangelsk region through simple assumption and fantasy.

Northern lights is a natural phenomenon that Northerners collect and hang out to dry, to be
used later in dark winters to get light. People also use fried northern lights to keep light in the
houses. If moisturized, Northern lights also ooze a pleasant smell. (From the tale “Northern

Lights” « CeBepno Cusane» (Pisakhov, “Tales. Essays. Letters.” p. 27).

Senya Malina catches winds and stores them under his shirt in the tale «Wind in Storey,

(«Betep mpo 3amacy in Pisakhov, “Tales. Essays. Letters.” pp. 45-47).

He cooperates with all kinds of animals. For example, bears seem particularly popular
partners and helpers of the protagonist. Thus, in the tale “Polar bears”, Senya Malina catches
a hundred of them in on the Novaya Zemlya archipelago. He is forced to sell them to the
authorities so cheap that there almost is no profit left. However, he teaches a clerk a lesson by
sending a bear after him. The clerk is spinning on the rope, imagining that he escapes from the
bear. However, the rope is cut and the clerk flies to Norway, to the town of Varde. There he is
welcomed by a clergyman who recognises a fellow man by his appearance and his

commanding and crying tone of voice.

In the meantime, Senya Malina gathers all his bears in a harness to travel across the sea. He
claims that bears love to walk and run. That is why they travel all together to different towns
and cities and Senya Malina exhibits polar bears and earns money. One of the bears is bought

to be sent to Norway.
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Fish and fishing is one of the most important sources of food for the local population. I used
to hear from my grandfather that cod was a kind of fish that was given to cats. People used to
catch much more valuable sorts of fish. Fish was so important for the locals that this is
revealed in Pisakhov‘s speech. In the tale “A Sauna in the Sea”, he treats fish as human
beings, “Fish are curious folk, they have to know everything. The news one gets in a sauna is
always fresh and recent. Fish hurried towards the sauna from all directions™*®. Thus fish is a

character in Pisakhov*s tales, just like polar bears and other features of northern nature.

There is a great deal of direct speech in Pisakhov*s texts. For instance, Senya Malina
addresses the reader directly by saying, “And you say you did not live in that time! You‘d
better listen to what I have to say so that you would understand it yourself: if one has not seen
these things, it would have been impossible to imagine them” (from the tale “Mamay”)*".
Most tales are narrated from the first person perspective by Senya Malina who provides a
compositional unity for most texts. However, each tale can exist separately as a complete
narrative. Hence, Pisakhov’s art of narration has a dual nature, both independent and

compositionally linked to each other.

Having studied the old folk oral tradition, I concluded that Senya Malina embraces the

features of travelling clowns, entertainers and storytellers (skomorokhs / ckomopoxu).

“Not a single holiday, orthodox or Pagan, family celebration or national holiday in the middle
Ages happened without a skomorokh — a professional guide and a carrier of entertainment and
fun. (...) The earliest references about buffoons (skomorokhs) in Russia date back to the 11th
and 13th centuries»”®, (Yurkov S.E. «Under the sign of Grotesque: Anti-behaviour in Rusian
Culture, “The Laughing Side of the Anti-World: Skomoroshestvo (XI- beg. XX). 2003 pp. 36-
51).

Senya Malina often acts like a skomorokh who can represent the opposite of the ordinary
world with its rules and regulations. The latter is established by the characters in power (the
police, clergy, officials, etc). The main character often represents the anti-world, without a

conventional type of behaviour, where it is allowed to play games and tricks. Senya Malina

2% (PpI6GBI - HAPO MOGOMBITHBIH, UM BCE HaJIO 3HATH, @ B OAHE HOBOCTH 3aBCET/IA CAMBI CBEKH, CAMBI HOBBI.
Pa0s1 k OaHEe co BceX CTOPOH 3aTOPOIIIIHCHY.

7T «A TBI TOBOPHUILB - HE KU B TO BpeMs! Jlydlie cityiaid, 4To pacckaxy, caM NOWMENTb: HE BUJIABIIY HE
npugyMath («Mamaii»).

** «Be3 ckoMopoxa — MpoheCCHOHATBHOTO MPOBOIHNUKA I HOCHTEISI HAPOIHOTO BECEIbS - B IEPHOL
CPEIHEBEKOBBS HE 00XOAMIICS HU OAWMH IPa3THUK, TPABOCIABHOTO WIIN S3BIYECKOTO IIPOUCX 0K ICHHS, CEeMEHHBIN
i obmmeHapoaHsIH. (...) Hanbomnee panane cBeneHus o ckomopoxax Ha Pycn matupytores X1 n XIII Bexamm»
(FOpxoB C. E. «Ilox 3HaKOM rpoTecka: aHTUIIOBEICHUE B PYCCKOM KyIbType, «CMeX0oBas» CTOPOHA aHTUMHPA:
ckomoporecto. (XI-ragano XX BB.). CII6., 2003, c. 36-51 ).
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criticizes the ordinary world by laughter and by deeds, which are not dangerous, only mildly

threatening.

To support this argument, I would like to give some examples from Pisakhov‘s tales.

His speech is full of jokes and he addresses his audience directly through the second person
singular form “you” (te1). He divides the audience into two groups: ordinary good people,
who he himself belongs to, and the antagonists, the empowered people of different rank, e.g.

the police, clergy, clerks, functionaries, interventionists and officials.

Senya Malina‘s voice is culturally coloured. The words he chooses are unique characteristics
of all characters and settings. He uses dialectal words of his social class in a humorous way
creating vivid images of the villagers and the villains. In the tale “Around the world on
Uyma” / «Ha Yiime kpyrom cBeta» (Pisakhov, “Tales. Essays. Letters.”p. 49), Perepilikha
quarrels with a priest‘s wife. Here is how Senya Malina describes this episode.”Perepilikha
squealed with a piercing voice, so that a hole began to appear in the soil. She poured fine
crumbling soil and heavy swearing at tsar and royal officials. She cut the hole through. Both

. . 2
cursers fell into it at once»>.

Pisakhov laughs all the time and his criticism is displayed on all levels of laughter: sometimes
by recourse to warm humour, sometime with satire, sarcasm and even grotesque. In the tale
“Do not listen if you do not like it” / “He mo060 - e caymaii! » (Pisakhov, “Tales. Essays.
Letters.” pp. 25-27), when the brown bear loses his polar bear disguise, everyone laughs at
him and chases him back to the woods. The bear “functions” here as a skomorokh, “an
antiworld representative” entertaining the villagers. Indeed, skomorokhi sometimes used
bears to entertain the public. “Skomorokhi were skillfull in training bears and often the bear
was not just an assistant but the main actor and protector. (...). In many villages where
skomorokhi lived, the "bear" handler was obligatory. It is assumed that initially the games
with the bear had forms of single combat and were an integral part of the festive games.
Referring to three varieties of games with a bear, 1.E.Zabelin classified combat as a kind of
tragedy, baiting as a drama and ‘bear fun’ proper as a comedy. Their popularity was

enormous, and not only within Russia».*°

2 “ITepenunuxa 3aBeperaia rojlocoM MPOH3UTEIBHBIM, Ha IIEJIOM MECTEe JbIpY BEpTETh cTana. Menkon
KpOIIEeHOH 3eMIIEH a KPYITHOW pyraHbIo OTOOPHOM ITapCKUX, KOPOJIEBCKUX YHHOBHHUKOB 370POBO OOCHITIANA.
Iponmmmna [epenmiixa ckBo3HY IeIpy. O0e pyraTeIbHHUIB 3apa3 W MPOBATHINCEY.

30 «CroMopoxu 061aam OrPOMHBIM HCKYCCTBOM IPECCHPOBKH MEIBE/IEH, 3a9aCTyI0 MEIBEIb ObLI He TIPOCTO
ITOMOIIHUKOM, a TJIABHBIM apTHUCTOM M 3aIIUTHHUKOM. (...) Bo MHOTHX cenax, rie JKuim CKOMOpPOXH,
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There were interesting and rare professions in Russia: “Skomorokhi™'

Senya is considered to be a very popular character. It seems to me as a reader that he
possesses a mysterious Russian soul. Nothing is too small or too big for him. He uses humour
to overcome all the challenges in life and laughter is his strongest weapon in the fight with
injustice and arrogance. This is a universal feature that people all over the world would

understand and appreciate. You cannot help but fall in love with him.

3.6 Audience / purpose; Content / theme; Tone / mood; Stylistic devices; Structure

Audience and purpose

Who is Pisakhov‘s audience? The answer lies in the notion to what extend is the author*s style
understood and appreciated by readers and listeners. Basically, everyone from pre-school
children to grown-ups would understand the writer‘s message. Children would comprehend

some of the tales easier than the grown-ups through their unique ability to fantasize and

30 06sI3aTEIBHBIM GBI «MEIBEIIHKY. IIPEIoIaraoT, 4To epBOHAYAIBEHO HIPBI ¢ MEIBSIEM HMENH (OPMBI
eMHOOOPCTBA M OBLTH COCTABHOM YacThio pa3aHUYHBIX urpuil. M. E. 3a0envH, KOTOpbhIi, yKa3biBasi HA TPH
Pa3HOBUIHOCTH UTP C MEIBEIEM, Ha3bIBal €IMHOOOPCTBO — TpareANeH, TPaBIto0 — APaMOii, a COOCTBEHHO
MEIBEKBIO TTOTeXy — KoMenuel. [lomysipHOCTs HX OBIIa OTpOMHA, M HE TOJBKO B npenenax Poccun.» From
«Cxomopoxu Xpauurenu Haponuoit KynsTyps» Available at: slavyanskaya-kultura.ru/.../skomorohi-hraniteli-
narodnoi-kultury... (accessed on 18.04.17).

1
3! Beumi Ha Pycu npodeccuu yBaxkaemble i pekie . «CKOMOPOXI.

https://www.google.no/search?q=ckomopoxut+u+mensenu&espv=2&tbm=isch&tbo=u&source=univ&sa=X&ve
d=0ahUKEwiG0d2c2rDTAhXIGCWKHYJnBeMQsAQIMg&b (accessed on 18.04.17).
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imagine. The challenge might lie in some dialectal phonological or lexical features. Dialect
bearers of the Arkhangelsk region would fully appreciate Pisakhov‘s language and style and
easily acquire the author‘s message. I presume that the broad public including the dwellers of
all dialectal regions in Russia would understand Pisakhov*s style to a large extent. Pisakhov*s
tales have been newly translated into English by the Canadian Blackwell Boyce and hence the
writer‘s literary heritage has become part of world literature, too. Pisakhov‘s purpose of
writing is to express his wisdom of unique northern Russian culture provided by Pomors and
their moral values and understanding of world. The universal philosophical ideas of Pisakhov

make his works timeless.

Content and Theme

Contents in Pisakhov*s fairy tales are about moral issues. His characters usually do good
deeds and struggle against rich, arrogant and greedy. In that respect, protagonists support the
old traditions of oral folk creativeness. That‘s what I love about tales: nice and caring
characters overcome all difficulties and win over their opponents while the audience is
entertained and educated at the same time. This is how the writer characterises his writing
process and goal: "(...) I am telling a tale from the memories of the past, my aim is to give a
cheerful moment and show the past in real form".** (Pisakhov, “Tales, Essays. Letters”. p.

297).

Thematically Pisakhov‘s tales cover many big classical issues. For instance, no one is born a
hero. The character becomes one in the story through seeking the truth and overcoming
difficulties and quests. This happens in many of Senya Malina’s stories. The beauty of
simplicity Pisakhov finds through his protagonist Senya Malina in common people (e.g.,
Senya considers his wife beautiful when saying in the tale “Uyma Went to the City for a
Wedding” “You are such a beauty, dear wife, as an apple of my eye!”* (Pisakhov, “Tales.
Essays. Letters.” p. 35) The lllusions of Power might be illustrated by the tale
“Interventionists” (“NucrepBenTs»), in which the police and the interventionists command
the locals to do things in a loud military voice to hide their fear for these local people’s riot.

(Pisakhov, “Tales. Essays. Letters.”p.127).

32 “(...) 5 cxa3ky ety U3 BOCIIOMUHAHUH mporioro. L{enb Most - 1aTh Becellylo MUHYTY | ITOKa3aTh MPONLIOE B

HacrosieM Buae". ( C. [Tucaxos)
3 “Ckomp XOpOIla Thl )KOHYIIIKA, KaK U3 OPEILKa IPBIIIKO!»
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Universal Values

Universal values and some religious allusions are in the background of Pisakhov*s narration.
The ethical Biblical basis shows the evidence of Ten Commandments very clearly through the
attitude of the main character and minor characters too. For instance, in the tale “18 Versts
Long Trousers”, Senya Malina teaches policemen and other officials a lesson by throwing
them into the swamps because they used to press the local tradesmen for money. In other
words, they stole from others. (The 8th commandment: Do not steal). None of Pisakhov's
tales contains episodes of killing or murder (The 6th commandment) or adultery (The 7th
commandment). The society as portrayed in the setting of the tale respects and worships God,
and honours parents in general, which is universal in all world religions (cf. the Christian 5th
commandment). The characters work hard but relax and have fun on a Sabbath. (cf. the 4th
commandment) Although I did not find a direct quote on that day, the tale «Uyma goes to the
City for Wedding» implies that religious celebrations such as weddings happened on the holy
days, days off work. The reader senses a strong negative attitude of the author and some
characters against murder, theft, dishonesty, adultery, idolatry and lies, represented, for
example, by interventionists in “Interventionists”, by the priest in “How the priest hired a
maid” and by the fashion loving wives of the policemen and officials in “18 Versts Long
Trousers”). Universal and religious values are important for a cultural understanding,
particularly of the northerners, who had to survive through hardships of life and severe

weather conditions with the help of their moral beliefs.

Portrayal of local society and class differences

Pisakhov‘s protagonists primarily belong to common people, i.e. a lower social class. Under
some magical circumstances sometimes Pisakhov‘s poor people help upper class characters
and sometimes they simply teach them a lesson, as Senya Malina did in “18 Versts Long
Trousers” by throwing the police and officials into the swamps, because these common
people are bearers of moral values. In many folk fairy tales, marriage issues are closely
connected to class, and poor male and female protagonists marry royalty. Pisakhov‘s main

character Senya Malina, however, is happily married to a woman his own class. The theme of
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marriage is not highlighted in Pisakhov‘s tales, which is quite peculiar to this author. There

might be personal reasons for that: Pisakhov had never married himself.

Justice and judgement

The theme of justice and judgement is very central in Pisakhov*s tales. Traditionally justice
wins in the tales of Pisakhov. Antagonists, represented by clergy, wicked princesses and
kings, the police and the governors are taught a lesson. Sometimes it is not necessarily upper
class characters, which are opposed to poor and wise protagonists. Pisakhov also presents evil
or unsympathetic characters from the lower class or working class. For example, Anisya in
the tale “Frozen songs” quarrels with her third cousin and gets support from her mother —in —
law. This huge quarrel results in heaps of frozen words. (Pisakhov, “Tales. Essays. Letters.”
p-29). These unsympathetic characters suffer the same destiny, a punishment of some sort.
Regardless of their class origins, Pisakhov punishes evil characters. In my perception, the
writer uses irony and sarcasm describing upper and middle class male and female characters
and I could not find any honestly positive words by Pisakhov praising the middle or upper
class in his texts. For instance, in the tale “I flourished like an Apple Tree”, wives of the
policemen and the officials are opposed to common village women, who decorated
themselves with apple tree flowers and fruits. The envious wives of policemen and officials
say: "And it is not appropriate for the country women to dress up like that! This is just
suitable for us. And where do they get the dresses, how much do they cost, where does the
queue end? Well, we’ll jump the queue because of our education and our importance! «**

(Pisakhov, “Tales. Essays. Letters.”’p.125).

Pisakhov was not necessarily very critical to the upperclass characters either. For instance, in
the tale “Napoleon” Malina tells how he got Napoleon out of Moscow. Malina talked to him,
«Get out of Moscow! Napoleon understood that Malina was not joking, and left. He gave me

a snuffbox as a memento...»>> (Pisakhov, “Tales. Essays. Letters.”p.77)

* «M coBcem He IPUCTAJIO JEPEBEHCKUM TaK HapspkaTbes! DTo ToNbKO i Hac noaxoxse. U rae raku
HapATHOCTH JaBafoOT, IOYEM IIPOIABAIOT, C KOTOPOTO KOHIIA B 0OYepeab CTAHOBUTHCA? A MBI B O€3 oUepeH 1Mo
HaIreif 00pa30BaHHOCTH M ITO HAIIEH Ba)KHOCTH!».

33 «Mapm u3 Mocksel! TTonsin Hammoneon, uto Manunaa He IyTHT, - YIIEL. MHe Uil TaMsSITH Ta0aKepKy
MIOAApHIL...».
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Honesty, loyalty and devotion

Pisakhov‘s characters are mainly honest and loyal. In those of the tales where the characters
are given a quest, they fulfil the task with gratitude and devotion, while overcoming all
difficulties on their way. Senya Malina, for instance, is very loyal to his fellow villagers (e.g.
in the tale “18 Versts Long Trousers” he provides fabric for all male inhabitants of Uyma.)

Honesty is a topic one can discover in virtually all Stepan Pisakhov*‘s fairy tales.

Intelligence and wisdom

Characters in Pisakhov‘s world are often wise and intelligent. They compete with arrogant
antipodes in power like the priest Sivolday, interventionists, policemen, officials and their
fashionable wives and hence create a good deal of contrast. It is probably worth mentioning
that ordinary people in Northern Russia were generally quite well educated and kept the older
cultural Russian traditions going. Professor of the Department of Philosophy at Higher School
(Institute) of Folk Arts Sergei Viktorovich Lebedev and Doctor of Pedagogy, rector at Higher
School (Institute) of Folk Arts Valentina Fedorovna Maksimovich write the following in their
article “Russian North: Historical and Ethno-Cultural Peculiarities of the Russian Regional
Formation”. «Since the North did not experience the Tatar yoke, serfdom, and a large part of
the population were Old Believers who persistently tried to preserve the "old times" not only
in religion but also in everyday life in general, the pause in the development of the region led
to the preservation of the features of the old Russian culture. In the 1860s, P.N.Rybnikov and
A F. Hilferding have discovered and recorded the northern byliny. In the North, many
monuments of ancient Russian material culture have survived, e.g. architectural samples and
ancient books. Thus, in 1876, the merchant of the 2nd guild, T.S. Bolshakov, bought from a
peasant a Gospel of 1092, known as the "Archangelsk Gospel” *°. (QekTpoHHbIE KYpHAIEI

m3narenbcTBa Notabene http://e-notabene.ru/ca/article 15788.html (accessed on 05.04.17)).

3% “ITockomnbky CeBep He 3HaN TATAPCKOTO MIa, KPEIOCTHOTO MPaBa, a 3HAYMTENBHYIO YaCTh HACEICHHS
COCTABIISIIIA CTAPOOOPSALEL, YIIOPHO CTPEMHBIIHUECS COXPAHUTH «CTAPUHY» HE TOJIBKO B OOIACTH PEITUTHH, HO U
ObITa B IIEJIOM, TO OCTAHOBKA B PAa3BUTHH Kpas IpHBeENa K COXPaHEHHUIO 3a0BITEIX BO Beeil ocTanbpHOM Poccun
0CcOOCHHOCTEH peBHEPYCCKOM KynbTyphl. B 1860-x rr. I1. H. PeioauKkoBeiM U A. ®@.I'nibhepauaroM ObuTH
OTKPHBITHI U 3aIMCaHbl ceBepHbIe OpTHHBL. Ha CeBepe coXpaHMIMCh MHOTHE TAMITHUKH IPEBHEPYCCKOM
MaTepHAIEHON KyJIBTYPHI — 00pasIbl apXUTEKTYPHI, ApeBHUE KHUTH. Tak, B 1876 roxy y KpecThsHIHA KyTIer 2
rusand C. T. Boxsmakos kynun Epanrenue 1092 rona, n3BecTHOE Kak «apxaHrenbckoe EBanrenme» /
“Pycckuit CeBep: UCTOPUYIECKHE M STHOKYJIBTYPHBIE OCOOCHHOCTH (OPMHUPOBAHUS POCCHIICKOTO PETHOHAY.
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Transformation

Is transformation a typical feature of any fairy tale? Pisakhov shows this feature in an
untraditional and quite natural way. The orange fruit that fell down into the sea becomes a
huge orange tree and the northern lights might be picked up from the sky and dried and stored
to be used later to lighten dark winter nights. Songs might be frozen and used later for
entertaining. There are almost no traditional transformation objects, like magic rings or flutes.
In that way, Pisakhov had created personalised transformation attributes, unlike the traditional
ones. Stepan Pisakhov‘s characters are often dynamic, which means that they develop
somehow throughout the story and its challenges. Thus, in “Frozen songs” locals start to
produce frozen songs for sale to England, when the market demands that kind of product.

Everyone meets this challenge, men and women alike!

However, characters seldom transform in the traditional sense of the word (i.e. become trees
or animals). [ would claim they develop their traits of character, usually for the better,
becoming more mature and less selfish. Thus, in “Frozen songs” the characters work
collaboratively towards a common goal (the shipment of frozen songs to England). (Pisakhov,

“Tales. Essays. Letters.” pp. 28-32).

Characters’ appearances

Pisakhov seldom gave thorough descriptions of his characters. The readers learn to know
them through their actions and their speech. The traditional ideal of female beauty differs
from the modern one. Beautiful princesses do not resemble catwalk models much. Pisakhov*s
female characters look naturally beautiful, which is probably not typical of other traditional
fairy tales. It is the inner beauty Pisakhov is interested in. For him it is synonymous to
kindness and fairness. In “Do not listen if you do not like it!” Senya Malina states, “Our
people are kind” / «Hapon y Hac no0psrit»... (Pisakhov, “Tales. Essays. Letters.” p.27). In
«Frozen songs», Senya describes the relationship between mothers and children, presumably
in Uyma: «And the little children need fun, their loving mothers would come outside and they
would say many round kind words. Kids would play with these tender words, the words

would shine and their music would entertain. During the daytime, many tender words would
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be broken. Well, yes, mothers are affectionate for their kids and give more kind words,

without feeling tired.”’ (Pisakhov, “Tales. Essays. Letters.” p. 29).

Tone and mood

Speaking of Pisakhov‘s tone and mood, one cannot help noticing much optimism.

Tone is the writer‘s attitude to the context and the audience. Obviously, tone can be changed
in the context depending on for instance setting and lexis. What comes to my mind when I
reflect on the tone in Pisakhov‘s works are the following adjectives: willy and playful,
cheerful and ironic, optimistic and humorous. In the tale “Uyma Went to the City for a
Wedding”, the author's tone changes throughout the storyline. In the beginning, the tone is a
little gloomy because Senya tells how critical his wife to his stories is. Senya proceeds with
the argument concerning his opinion on their house and sauna in a more optimistic manner.
The other houses Senya meets tell him about the wedding and he laughs at the bride and the
groom, who are the bell tower and the fire tower. The tone changes to humorous and even
sarcastic. The wedding culminates in a full chaos outside where the houses and the streets mix
and move. Wedding participants become drunk and the author’s tone becomes amused and
humorous. At the end of the story, Senya Malina looks at his wife in admiration and his tone
is playful. («You are so beautiful, my dear wife, as an apple of my eye! »)*® (Pisakhov,

“Tales. Essays. Letters.” p. 35).

Mood is a general atmosphere created by the author‘s words through the text. It is a feeling
that the readers get while reading what can often be described as joyful and suspenseful,
sentimental and happy. In “The Star Rain”, the mood in the beginning of the story is
mysterious, because the reader does not understand how it is possible to collect star rain in all
kinds of kitchen utensils. Then the mood changes to suspenseful when the author talks about
making a bear of star rain. In the end, the mood is joyful: the narrator says that what he tells is
true, all the people around are educated and they would not let him lie about what he says.

(Pisakhov, “Tales. Essays. Letters.” p. 28).

37 «A maibiM pobsiTaM 3a0aBbl HY)KHBI - MATEPH MTOTAKOBIIHUIILI HA YIUIYy BEIOSKAT, HATOBOPST KPYTIIBIX
JIACKOBBIX CJIOB. P0OsATa JTACKOBBIMU CIIOBAMU HTPAIOT, CJIOBA OJIECTAT, 3BEHAT MY3bIKOH. 32 IeHh MHOT'O
JIACKOBBIX CJIOB TiepesioMaroT. Hy 1a MaTepn Ha JTJACKOBBI CJIOBA JUIsl pOOST yCTaIl HE 3HAIOTY.

¥ «Ckonb XOpOIIIa ThI KOHYIIKA, KaK U3 OPEIIKA SIPHIITKOY.
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Stylistic devices

What is typical of Pisakhov in terms of stylistic devices? The answer is not so simple because
there are so many of them used. I intend to look at some of the most vivid for me. Symbols,
for instance, are important features of Pisakhov‘s contexts. Senya Malina himself is an
accumulative symbol of the Russian northern soul and spirit. Thus, the writer [lya Brazhnin
(Mnpsa bpaxuun) recollected his meeting with Pisakhov in 1938 in his article “Stepan
Pisakhov and Semen Malina” («Crenan ITucaxos u Cemén Manuna»)

https://biography.wikireading.ru/23450 (accessed on 05.04.17).

“Pisakhov answered at the end of the preface to the first book of his fairy tales, quoted by me:
"I honour the memory of the unknown northern fantasy-story tellers, my fellow countrymen,
by speaking in my tales on behalf of Malina."* And a bit more from Brazhnin, «I think that
S. Malina's prototype was not only S. Krivonogov, but also ... S. Pisakhov. The soul of Senya

Malina lived in Stepan Pisakhov, and all the ideas of Malina are the ideas of Pisakhov".4°

The name of the main character himself is very symbolic. Senya is short for Simon and
“Malina” in English means Raspberry. I am curious about what does this name imply. Is there
any connection between the name and the author‘s choice? That‘s what I have found on

http://kakzovut.ru/names/semen.html “Semyon” (Cemén nnu Cens) is a Russian Orthodox

and Catholic name. (...) It is a form, which originates from the Old Hebrew word “Simeon”
meaning, “listening” or “heard by God”. It is claimed, that a character called Simon possesses
leadership qualities and is fundamental in all his deeds. He is a talented organiser who can
easily make friends and work collaboratively with many people. (...) Senya has many creative
skills and works on any case creatively. Everything he does is special. (...) He is a good
landlord, attentive son, support and care for his wife. (...) Senya is kind and tender. He is
usually a very good friend who is unable to deny help. (...) Senya takes other people‘s
problems seriously and is honest in his judgement. (...) He always cares for others and is
willing to help whatever it takes. (...) Senya loves home and never forgets to help his wife in
the household. (...) His most important traits of character are intellect, will and charm. (...) If

one should mention some negative characteristics, it must be resentfulness. Senya would

3 “...orBetua cam IlucaxoB B KOHIIC IUTUPOBAHHOTO MHOH IpeEAUCTIOBUA K HepBOﬁ KHHTE CBOUX CKa30K: «UTs

aMsATh OE3BECTHBIX CEBEPHBIX CKa3HUTeNeH-(aHTaCTOB — MOWX 3EMIISIKOB, SI CBOM CKa3KH FOBOPIO OT UMEHHU
ManuHsb».

MRS nymaro, 9yTo poroturioM C. Manunas! 0611 He Tosbko C. KpuBonoros, Ho u... C. [Tucaxos. Jlyma Cenn

Manuns! xxuita B camom Crenane [Iucaxose, u Bce npuayMkn ManuHbl — 3TO NpUAYMKHU U [TncaxoBay.
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always remember those who have hurt or insulted him. He tries to be objective and not
influenced by other people‘s opinions. He is full of emotions, although tries to look
unperturbed. He is self-confident and industrious, loves to work and appreciates that quality in
other people. (...) He possesses sharp intuition and keeps his plans for himself. Negative to
everything that might destroy his plans. Urges the free spirit!” It seems to me that this
character description is a visualised portrait of Pisakhov‘s hero. I could easily recognize the
above-mentioned characteristics in the narrator. In addition, Senya Malina is a true
Northerner. He is from Uyma and speaks the Arkhangelsk dialect. Moreover, he is the voice

of Pisakhov himself.

As for his family name “Malina”, it is a bit difficult to interpret. Theres plenty of this berry
type in the Arkhangelsk area, which can symbolise fruitfulness and sweetness of the character

that add a lot of charm to this sort of nickname.

“Northern lights” are particularly symbolic of the (Russian) North depicting both light and
beauty. It is interesting to mention that in the local dialect there are two concepts to Aurora
Borealis. The first one is neutral “northern lights”, ceBeproe cusiuue. The other one is local,
dialectal word “spolokhi”, «cmomoxm». I recollect my grandmother*s interpretation of the
difference between the two concepts. “Spolokhi” is a type of northern lights that moves all
around the sky. In Arkhangelsk in January, the temperatures go down to 30 degrees
centigrade below zero and one can often observe in the sky colourful spots of slightly
different sizes and forms. These were most likely to be called Northern lights, as they
resemble the light of a lamp. Northern lights are an important character in Pisakhov*s tales,
since they literally symbolise light, which is extremely important in northern areas, where
both the dark and the light season are rather long. Northern lights are a symbol of beauty with
all the wonderful colours and dynamic configurations that amaze people. Locals treated
northern lights as an everyday wonder yet a valuable resource. In Pisakhov’s tales, they
collect it, dry, store, and use later to preserve light and warmth. Finally yet importantly,
northern lights are a symbol of hope and belief in the light of God who would help and
support in cold and darkness. God said, “Let there be light!” Therefore, there was light. God
saw that light was beautiful. He separated the light from the darkness (The 7 or Seven Days of
Creation — Undated Past, Genesis 1:1-3:24). For the painter and writer Pisakhov, light was
essential. North (the Arctic) is strict, bright and huge cathedral. (...) The light is full without
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any shadows. The world has just been created. (...) The ever-shining sun fills (everyone) with

a light of joy*'.” (Pisakhov, “Tales. Essays. Letters.” p.20).

Another vivid stylistic device typical of Stepan Pisakhov is intentional exaggeration. In his
tales, hyperboles are literally on every page: “eighteen-versts-long trousers”, which have

already been mentioned, are quite difficult to imagine.

In the already quoted tale “Frozen songs”, the narrator claims that winter in the north is so
harsh, the temperatures go down to 200-300 degrees below zero, which is an obvious
hyperbole aimed to create a particular imagery of extremely severe winter conditions. In the
tale “Northern lights”, the author states that in the summer time, it is light both in the daytime
and the night-time, hence people do not sleep at all. They work day and night; when not at
work; they walk and compete with the reindeer in running. This hyperbole creates a clear
picture of northerners who live in a pact with nature and who are capable of incredible

actions.

The interrogative and affirmative forms of narration appear to be very effective tools of
the narrator‘s speech when the writer makes a reader an interlocutor engaged in a discussion
of some important issues. In the tale called “Not to wake up the whole of me” («UTto0sI Bcero
ce0st He pasOyuTh»), the narrator asks “And how should one bring the timber home?”’*2. And
answers promptly, “The horses are thin. To bring all that timber you have to use a lot of

> 43

time”.™ («HaTh» comes from the colloquial «HagoTHY, i.€. «HATOY, to need / be needing)

(Pisakhov, «Tales. Essays. Letters. p.107).

Metonymy: “Villages drunk all round””** from the tale “I am on a visit at two places at once”
creates an image of huge alcohol consumption by the vast majority of the villagers. (Pisakhov,

«Tales. Essays. Letters. p.111).

Anaphora seems to be one of the oldest literary devices rooted in the Bible in order to focus
on particular words leading to a dramatic, picturesque effect. It is a repetition of the first
words or expressions at the beginning of a sentence. For instance, in the fairy tale “Not to

95 45

wake up the whole of me” ™ one can find the following example for this stylistic device: “I

have cut timber enough to build a house. Even though my hands waved about wide, I wasn’t

1 «CeBep (ApKTHKa) - CTPOTHii, CBETIIBIH, OrpoMHeiimmii Kapenpar. (...) CBeT momHsIit 6e3 Tenei. Mup TOIbKO

9T0 co3aH.(...) HezakaTHOe coyHIIe HAaNIOJTHIET CBETOM PaoCTI.

42 “A Kkak 10MO¥i Itec ocTaTh?”

 «Jlomanu xymsl. VI CKOTBKO J1€CY BO3HTB BPEMS MHOTO HATB.

“ “JlepeBHH-TO KPYTOM pactbsHbl” (U3 « B 01HO Bpems B IBYX roCTSAX TOIIY».
* «UT06BI Beero ceOst He pasOyuThy.
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tired, so I started to cut timber for my neighbour*s house. Also to my brother and to my
brother -in- law, and to my godmother, and godfather, and to my close ones, and to those who
are close to the close ones. I have cut timber, you see, the house looks well and nice.” *°

(Pisakhov, «Tales. Essays. Letters. » p.106).

An extensive use of grotesques is another typical feature of Pisakhov‘s technique. Using the
literary devise he surprises and even shocks his readers by showing unnatural objects and
characters in absurd or bizarre manner. It is almost on the verge of the fantastic state. For
instance in the tale “18 Versts Long Trousers” the title itself appears to be grotesque. The
main characters stretches after a good night sleep and “grows long” apparently as long as a
distance between the Uyma village and Arkhangelsk city. Amazingly grotesque. You can
easily find this element in any of the tales: “Star Rain”, “Frozen Songs”, “Orange” that had

grown huge in the middle of Dvina River illustrate the technique of grotesque.

Inversion is often observed in Pisakhov‘s narrative. It can be defined as change of a word
order in a sentence, particularly when a verb is placed before a subject. In the tale «Orange», |
could extract the following example (“Well then, I travelled once in the evening”;*’ Pisakhov,
«Tales. Essays. Letters. p.105). In deviation from the standard Russian word order, the verb
appears here in front of the subject and creates a particular effect of storytelling by
underlining the special significance of the action. The particle “/lax” (“so”) creates a
colloquial effect while in the written speech it usually is replaced by the particle «tak, Benp,
BOT». A similar example can be taken from the tale “Not to wake up the whole of myself”. It

4
>4 where the verb

starts with “Well, this is what I am going to tell you, my dearest guest...
again precedes the subject «I», which follows the predicate. «ITpormnuna [epenmnuxa
ckBo3HY JbIpy» («Perepilihka cut a hole through»). The predicate precedes the subject to
create a feeling of activity and movement (Pisakhov, «Tales. Essays. Letters». p.49). It should

have normally been vice versa.

Metaphor as a probably most widely used figure of speech expresses a hidden comparison of
the objects that possess one or more common features. Subconsciously we use metaphors on a
daily basis to create new images and make the speech more colourful and expressive. And so

does Pisakhov, because his characters reflect a unique northern nature and colouring for the

%6 “Hapy6ma 570 s siecy Ha 10M, a pyKH pa3MaXainch, yCTaTka HeT, - CTal pyOuTh cocey Ha u3by, 1a 6paty, 1a
CBaTy, Jla KyMy C KyMOH, J1a CBOUM, Ja npucBouM. HapyOuJ nec-Buib, 10M ClIaJeH YTO HaThb.”

7 «Jlak BOT exal s Beuepom”.

* «“Bor ckaxy s TeGe, rOCTh Pa3mo0e3HbIi...” .
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reader, but also because his metaphoric language is a common characteristic of his style. Here

are some examples:

From “Do not listen if you do not like it”, “Ice floes are taken from the sea and rented out to
those who wish it. Thrifty old women used to make holes in the ice floes, which kept shape

for many years”. ** (Pisakhov, «Tales. Essays. Lettersy». p.25).

«Northern lights», «Outside the frost cracks. We would take northern lights; have some warm
water on and burn up. And it will burn so lightly and clean the air and smell so good».™

(Pisakhov, «Tales. Essays. Letters» p.27).

«Frozen songs» (a metaphor in itself), “(...) in order to sell the songs. We did not keep that in
mind at all. (...) Guys play with the kind words, which sparkle and jingle with music. (...)
And for the girls, singing is most important (...) a song will freeze in the thinnest rings, one
ring into another, they would shine like a precious stone, like the rainbow light. The girls
would knit all kinds of lace and ornament from the frozen songs.”"' (Pisakhov, «Tales.

Essays. Letters. » p.29).

Neologisms are used by Pisakhov to express imagery in a new way, for instance, in “The
Orange”. Let us look at the adverb mumoaymuo (Pisakhov, «Tales. Essays. Letters. » p.105).
It seems that Pisakhov either invented this word or borrowed it from the local dialect.
Contextually, it means that one has been thinking about something passing by, not paying
much attention to it. [ believe it is quite an unusual way to combine two adverbs, «Mumo»

(past), «mymHO» (thought-like) that do not fit together well at first sight.

Another example is from the tale «Northern lights», “The girls would walk all over the village
and it would become covered with stars)’>. (Pisakhov, «Tales. Essays. Letters», p.27).
Pisakhov uses a very unusual form of the verb derived from the noun “star”. This unusual
employment of just one non-existent but understandable verb has a huge impact on imagery

and perception.

49 < JIpaMHBI ¢ MOPS TOHST U JAIOT B IPOKAT, KOMY JKeJIATeIbHO. 3aIaCIHBbI CTAPYXH B BEUHBIX JTbIHHAX
mpopy6on genanu. CKOIBKO TOMOB AEPKUTCS POpyOb.”

0 «Ha yauie Mopo3 meénkar. BossMEM ceBepHO cusHMe, TEMT0M BOAMUYKON CMOYUM U 3axkéM. U cBeTIio Tak
TOPHUT U BO3/yX OYMIIAT, U MAXHET XOPOLIO».

! «(...)aT06BI MIeCHAMH TOProBaTh. MBI I B yMe He jepkaiu» (...) PoOsiTa TaCKOBEIMHU CIIOBAMH HIPAIOT, CIOBA
OTIeCTAT, 3BEHAT MY3BIKOH. (...) A IeBKaM IEepPBO JEI0 NECHH (...) IECHS MEP3HET KOJICUYIIKAaMH TOHIOCEHBKUMH-
TOHIOCEHBKUMH, KOJICUYIIKO B KOJCUYIIKO, OTIBEYMBAT [IBETOM KaAMEHbSI IPArOLICHHOT0, OTI[BEYMBAT IBETOM
panyru. JIeBKH U3 MOPOXKEHHBIX MIECEH KPYXKEBa CIUIETYT Ja BCSKH Y30PHOCTH(...)»

>2 «JleBKH 110 JIepeBHE NOMAYT - Bes AepeBHs BbI3Be3auT M3 «CeBepHo CusiHUE).
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Oxymoron is a fairly rare device that combines features that normally do not fit with each
other and have opposite meanings. In the “Orange” tale, I have noticed the following
sentence: «Because of the sunny silence and shine, I did not get upset. »° (Pisakhov, «Tales.
Essays. Letters. » p.105). Ehe oxymoron “sunny silence” creates a picturesque image of the

setting, light and sound being synthesised together in one stylistically memorable expression.

Personification is natural in Pisakhov‘s tales. Mother Nature is everywhere. In his tales, all
natural phenomena acts like humans. This creates a particular effect of a closer than usual
presence of nature and animal kingdom. Another example is from the tale called «Orange»:
«The River is completely quiet, it ironed the water and plays peepers with the sky - who shall
win the peeping contest? » ** (Pisakhov, «Tales.Essays.Letters.» p.105). In Pisakhov*s text the
wind shrills *>and frosts live close to 200 hundred degrees’®; «Frozen songs»). (Pisakhov,

«Tales.Essays.Letters.» p.28).

Repetition is used too. For example, in the tale “Nalim Malinych” we find the following
sentence, “It was as if cannon fired! I was caught up and thrown upwards. Over the fence,
over the hill, over the pier, over two steamboats that stood by the pier in ice “’. (Pisakhov,

«Tales.Essays.Letters. » p.60).

Rhetorical exclamation also plays an important role in Pisakhov*s tales. His narration is very
emotional and therefore rhetoric exclamation becomes an inseparable part of the language.
For example, in the tale “Northern lights” one can find rhetoricc exclamations such as “They
would pick such huge armfuls!”® (Pisakhov, «Tales.Essays.Letters». p.27). “Our girls are in
with the fashion; they dream up things, they wear northern lights in the braids - it shines like a
moon! And they would make stars from the shining and would decorate their foreheads with

it! So awfully beautiful! Just like angels!)*’ (Pisakhov, «Tales.Essays.Letters.» p.27).

Rhetorical questions appear in Pisakhov‘s texts occasionally. They express a statement in the

interrogative form as if a narrator talks to the readers. For example in the tale “Do not listen if

'7,

you do not like it!”” we find the following example, “He was recognised - how not to? The

>3 “ITpu co/THe4YHO# THIIHM Ja SIPKOCTH 51 U HE oropywiics.”

>4 “Peka CrIOKOMHEXOHBKA, BOJLY MEPErIaIiia, ¢ HebOM B IUISIEIKH UIPAT - KTO KOTO MeperysIuT.”

» “BeTep BU3XKUT .

36 “MoOpO3BI KUK TPayCOB MOJI JBECTH .

T “Kak u3 MyIIKY rpoxHyu! MeHs Kak MoJAXBaTHIIO, BEIKHHYIO0! Uepe3s 3a00p, uepe3 yrop, yepe3 npucTaHb,
Yyepe3 1Ba MapoX0J1a, YTO Y MPUCTAHHU BO JbAY cTOsUH.” («Hammm MamuHbra»).

¥ «Hanépraror sku oxanku! »

59 “JleBKM y HaC MOJHUIIbI, BBIIYMIIHUIIBI, CEBEPHO CUSHHE B KOCAX HOCAT - Kak Mecal ceeTut! [a emé us
CUSTHUS 3BE3JT HAIUIETYT, Ha 100 HanensaT. CtpacTth ckoiib KpacuBo! [Tpocto angenn!”
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likeness was obvious” *°

(Pisakhov, «Tales.Essays.Letters. » p. 27). In the tale “Uyma went to
the city for a wedding”, there is another example of a rhetorical question, “And what if an
artifice is actually true? My fantasies, for that matter, are much more truthful than my

[l 61
s”.

wife (Pisakhov, «Tales.Essays.Letters. » p. 32).

As for the rhetorical address, a figure of speech in which the author expresses his or her
attitude to the matter of the narrative, in Pisakhov it makes the distance between the writer
and the audience shorter and communication easier and more confidential. For example, in the

» 62 the narrator starts with a rhetorical address.

tale called “Not to wake up the whole of me
(Pisakhov, «Tales.Essays.Letters. » p. 106). “This is what [ am going to tell you, my dearest
guest, how I built up this very house”.*® Later in the tale, we read “My dearest matchmakers

and neighbours! Bring the ladder and ropes”. * (Pisakhov, “Tales. Essays. Letters.” p.107).

Stepan Pisakhov often laughs at the characters in his tales criticising their arrogance, lack of
humour and other negative features. He often uses sarcasm, irony or humour to express his
attitude. In the story “Do not listen if you do not like it”, Pisakhov tells the story of a brown
bear, who found a sack of wheat flour and put it on hoping to pass himself off as a more
respectful polar bear. He was easily recognised and bathed in the water, while everybody
around had a good laugh. (Pisakhov, “Tales. Essays. Letters.” p.27). «Once a man carried a
bag of flour. It was close to Lyavlya village. The man accidentally dropped the bag in the
forest. The bear found it, wallowed in the flour and became quite alike a polar bear. The bear
stole a boat and came to the city: the stream and the wind carried him there; he just turned the
steering wheel. The bear reached the market and moved onto the ice floe. (....) Well, he was
recognised - it is impossible not to do it. The guise has shown who it really was! What a
laugh! He was bathed in the water. He got so wet, he snorted, and guys chased him away with

laughter and songs from the city”®’

. (Pisakhov, “Tales. Essays. Letters.” p.107). I would claim
that most of the time I have observed humour in Pisakhov*s stories. He uses sarcasm
primarily when criticising greedy police officers and priests who treat common people

unfairly.

80 «Jla ero y3HaJIM - KaKk He y3HaTh? — 00JIMYbe-TO Mmokasano!”

Ol <A exxenu BBIAYyMKa - ipaBaa’? Jla MOsS-TO BBIAYMKa, KOJIM Ha TO TOILIO, 1aK BepHEH KOHMHOW MpaBIbl.”

82 «“UYroGpr Beero cebst He pa3OyauTh .

63 «“Bot ckaxy s Tebe, roCTh Pa3moOe3HbIH, KaK 5 JOM-OT 3TOT CTaBHII”.

64 ”Caaryuiky, coceaymku! Tamure JecTHULY 1a BEpEBKU .

65 «pas3 Bé3 MYKHK MYKH MEIIOK. JT0 OBUIO BBepXY BhIIIe JIsBIIN. BOT My>XHK 1 OOpOHMI MEIIIOK B JIECY.
MenBens Hamén, B MyKe BBIBAJISUICS BECh M CTa HAa MaHep Oeroro. CTaIIImmI JIOAKY /1a TIPHUEeXal B TOPOJI: €To
BOJIOI J1a TOBETEPHIO HECNIO; OH pyJIEM Bopodall. Jo perIHKa toexal, Ha JIBIUHY repecel. (....) Jla ero y3Hamm -
Kak He y3HaTh? - 00ndbe-To mokazano! Uro cmexy Obuto! B Bone BeIkymamn. MokpEXOoHEK, QBIPKAT, a €ro ¢
XOXOTOM JIa C TIECHSIMH po0sTa 3a TOPOJ IPOTHATIH .
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Suffixation

The author uses various suffixes to add extra meaning to words and create different effects.

For instance, in “The Orange” the main character travels on a boat, «Ha TapOXOHIIKEY.
Suffix —umk- adds more meaning to the word «boat, vessel» making it “old, not technically

advanced and not big”to (Pisakhov, “Tales. Essays. Letters.” p.105).

«Peka criokoHEXOHBKAY, Instead of «crokoitHas». Here the writer tries to achieve the effect
of dialectal similarity (e.g.modeling of the word forms frequently used in particular dialects)
in the adjective “still, quiet” when describing the river. The unproductive suffix -HEXOHBK-

has created that effect. (Pisakhov, “Tales. Essays. Letters.” p.105).

«Urpar» (urpaet (peka)). The verb used shows the features of colloquial language too. The
truncated verbal inflexion creates an effect of an oral non-literary speech influenced by the

local dialect. (Pisakhov, “Tales. Essays. Letters.” p.105).

In my perception, Pisakhov combined both the traditional and the innovative in his
authorship. By “the traditional”, I understand the history of language and literature, cultural
experience and its textual interpretation of the past, which affect particular discourses, themes,
ideas, characters and literary devices. By “the innovative”, I apprehend new linguistic and
literary ways which contribute to a transformation of the linguistic and literary traditions.
Pisakhov's talent and knowledge for language and literature are reflected in his deep
perception of time change, contemporary to him. Pisakhov looked at his environment in a new

way and showed the readers his interpretation of traditional objectives.

I believe that in the broad sense of the word the traditional and the innovative are inseparably
connected. As time passes, what was considered to be new in literature or in language
becomes common and traditional at some point. Continuity and renewal in the historical-

literary process are patently obvious in Pisakhov's texts.

Structure

Traditional fairy tales had several obligatory elements, which have been described and
analysed by the prominent Russian scholar Vladimir Propp. He has defined the obligatory

elements of the narrative structure and established the roles of the characters. Overall, 31
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functions are presented in his work. I am going to discuss these ideas in the next chapter. By
now my conclusions in regards to structural elements of Pisakhov‘s tales are as follows.
Stepan Pisakhov does not follow the traditional structure described by Propp (see chapter 4.1).
When it comes to the characters, many functions are usually omitted: the hero, the villain and
the helpers, and sometimes the prize, are present. The mentor, the blocker and the dispatcher
are usually absent in Pisakhov*s texts, which are much more compact and economical
compared to the traditional folk fairy tales. Structurally traditional components, such as
exposition, rising action, climax, falling action and resolution are present in Pisakhov texts.

Yet sometimes even the climax is diminished and dimmed.

Pisakhov has always generated the most important goal of the narrative, i.e. passing the

knowledge to the future generations. His texts have a great deal of pedagogical value from
this point of view: he shows us things, examines them, laughs at them, criticises them and,
most importantly, teaches us in a humorous way, giving open endings to his stories, so that

the reader comes to conclusions all by him-/ herself.

4. A theoretical approach to fairy tales

4.1 Vladimir Propp‘s “Morphology of the tale”
Who is Vladimir Propp and why is his “Morphology of the tale” so important for the study of
fairy tales? To what extent is Propp’s theoretical approach applicable to Pisakhov*s texts?
Vladimir Iakovlevich Propp®, St. Petersburg/ Leningrad) is a world-famous folklorist and
founder of the modern text theory. Propp was born into a German Russian family and
dedicated all his life to the studies of languages, working as a professor at the faculty of
Roman and Germanic philology of the Leningrad University.
In 1928, he had published “Morphology of the Tale” and in 1946, “The Historical Roots of
the Magic Tale”. In 1958, “Morphology of the Tale” was translated into English and
published in the USA. The work was considered to be a scientific breakthrough among the
scholars. Propp°‘s research has become a foundation for the text theory and narrative analysis
attracting attention of many specialists within literature and language, linguistics, discourse

theory, cognitive knowledge and even artificial intellect.

5 Bragumup Skonesnd [por (1895-1970).
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Propp worked on the development of the formalist approach to the study of the texts®
narrative structure. He divided sentences into units suitable for the analysis of numerous
Russian fairy tales, and developed the typology of narrative structures. He stated that the story
structure is basically the same and can be applied to any literary text. Propp identified eight

different types of fairy tale / literary characters and their “spheres of action”:

1. The villain is an evil character who makes obstacles for the hero.

2. The dispatcher can be any character that generated the hero‘s quest and sends him or
her on a quest. Sometimes the dispatcher is the same as the father character.

3. The father, who gives a hero a reward.

4. The helper is often a magic character that helps the hero in a difficult situation.

5. The prize or the princess, who the hero deserves and usually marries in the end of the
story.

6. The donor is a character who helps the hero by giving him a magical object.

7. The hero is the main character, who struggles with the villain, goes on a quest and
marries a princess in the end.

8. The false hero is a character, who gets credit for the hero‘s achievements and tries to

get the prize or a princess.

All characters can change and exchange their original roles.
Fairy tales were often associated with the rituals, myths, sacramental rites and ceremonies.

Propp says that the fairy tale appeared at the hunting and gathering stages of human evolution,

1.e. at a very early stage of human development.

Analysing the structure of the fairy tale, Propp has distinguished 31 function units. He
considered the meaning of the tale to be the most important one. In the beginning of the story,
there is an initial situation of a setting described as “Once upon a time” or «Kunu-0b11m»
(there lived a royal or a peasant family). After that one of the family members leaves. This
function is called absentation. Then the hero is challenged with some interdiction or other.
For example, a princess could be put into a tower or children could be put in a cave. The hero
is connected with the interdiction. Then this interdiction is violated, hence the function of
violation appears. At the next stage, the villain would make an attempt at reconnaissance to
get the information about a future victim. This function is called delivery. At the next stage

the villain would make an attempt to deceive the victim to get hold of either the victim
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himself / herself or his / her possessions. This function is called trickery. At the end of the

preparation section, the victim submits to deception supporting the complicity function.

The next section is called complication. The villain has done some kind of harm to the family
member (the villainy function). This family member lacks something and wishes to get hold

of it (the lack function). The lack becomes a matter of common knowledge; the hero gets the
request and is commanded to go (the mediation function). A seeker thinks of a counteraction

(the counteraction function), which ends the complications section.

The next section, transference, is initiated by the fact that the hero has left his home
(departure), and followed by the first function of the donor, because the hero either is
tested in some way or even attacked, which presupposes getting a magical object or another
sort of help. So comes the hero‘s reaction to what the donor is going to do or propose.
Finally, the hero learns to use the magical item (the provision of magical agent function).

Then the hero is delivered or transferred (the transference between kingdoms function).

In the next section, called conflict, the villain and the hero come to a combat (the struggle
function). The hero is then branded (the branding function) and the villain is being defeated
(the victory function), so that the original misfortune is resolved (misfortune is removed)

and the conflict section ends.

Then comes the “Return” section. Naturally, it starts with the return of the hero (return). The
hero then is chased (the pursuit function) and being rescued (the rescue function). In the
unrecognised arrival function, the hero comes either home or to another country. A false
hero appears and presents his claims (the unfounded claims function). The hero is presented
with a challenging task (difficult task), which is solved by the hero (solution). The return

section ends.

The last section, recognition, starts with the recognition function, when the hero is
recognised for his deeds and the villain or a false hero is exposed (the exposure function)
The transfiguration function shows that the hero often gets a new appearance. The villain is

punished (punishment) and the hero gets married (wedding).

This is a quite detailed structure of the narrative in the folk tale. Not all the above-mentioned
functions have to be present in any particular fairy tale. Pisakhov does not use all the
functions either. His tales are much more economic and lack several literary characters and

their “spheres of action”.

To what extent is Propp’s theoretical approach applicable to Pisakhov‘s texts?
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One can definitely relate Propp‘s theory to Pisakhov‘s texts. Often Pisakhov's texts
lack several textual roles and even more functions. Pisakhov uses the main character
Senya Malina as a narrator and a hero. The collective image of the villain is generated
primarily in characters of power, such as the police and the priests. The dispatcher is
often absent or correlated to a hero (often represented by Senya Malina), who initiates
the hero‘s quest himself. The”Father” role is absent in the vast majority of Pisakhov‘s
stories because this role is also covered by the hero. The villagers of Uyma often
fulfill the role of a helper. The princess is absent, since the hero is already married.
The prize, however, is present, usually in the form of natural wonders, helping the
locals or even amusing the foreigners. The donor is for the most part absent, too.
Again, it is the hero who plays this role. He creates magic with his own hands or by
utilising the wonders of nature.

When it comes to textual functions, Pisakhov is very economical, too. I could not
detect all the 31 functions of the fairy tale described by Propp. Let us have a look at
the presence or absence of some of them.

Pisakhov starts with the initial situation when the setting is defined and the challenge
for the hero is set. Pisakhov mostly omits interdiction. Absentation of the hero is for
the most part necessary. Senya Malina is often on a quest and leaves his home village
of Uyma for the Northern Dvina River, the city of Arkhangelsk or even to England. If
interdiction is present, it is usually violated (as, for instance, when Senya Malina‘s
wife sets him to do a job but he ends up doing something else, hoping for forgiveness).
Since the villain‘s character is very weak and often absent, there is no need for many
functions in Pisakhov‘s texts, connected directly to him or her. With the development
of the plot, the complication section becomes activated (for example when the brown
bear finds wheat flour and puts it on to appear as a polar bear in “Do not listen if you
do not like it”). The function of transformation could be observed in many tales: e.g.,
when the northern lights are picked from the sky, dried, and stored or when the local
girls sing songs, catch the frozen tunes and store them. The same happens when Senya
Malina gets extremely big, stretching for 18 miles to the city of Arkhangelsk. The
victory function is quite common in Pisakhov‘s works. The struggle function varies
quite a lot in different texts. In some of them, as in “The northern lights” or in “Star
rain”, it is totally absent, while remaining in others, such as “Perepilikha”

(«ITeperunuxay), where the main female character Perepilikha would challenge
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everyone by the strength of her voice and literary blow anything off her way and win
the struggle.

The lack of roles and functions is quite natural in Pisakhov‘s texts because of the fact
that they are not fairy tales but literary ones and Pisakhov does not create a big
conflict in his narrative but mostly gives a picture of rural and city life, traditions of

the northerners and paints colourful portraits of the characters.

4.2 “The Relationship between the Oral and the Literary Tradition as a Challenge
in Fairy-Tale Research”, by Satu Apo

This article discusses the correlation and traditions between oral and literary fairy tales, which
is closely connected with Pisakhov’s texts, and his inspiration from the local folklore
throughout his lifetime. The author of the article, Satu Apo states,”The poems and tales
collected in the XIX and XX centuries were seen as messages from ancient times, when life
and oral traditions of the people had not been influenced by modern institutions, such as
literature, reading and writing. (...) “Folklorists were not interested in the texts that were
“contaminated by literature”. They paid attention to the tales, which were “spread orally.”
(Apo, Sato “The Relationship between Oral and Literary Tradition as a Challenge in Fairy-
Tale Research: The Case of Finnish Folktales”, Marvels and Tales 4-1-2007 p.20). Satu Apo
called that approach a “romantic conception of the folklore” and pointed out “it was strongly
criticized by researchers because the “folk” was “assumed to be unmodern” or “illiterate”.
(Apo, Sato “The Relationship between Oral and Literary Tradition as a Challenge in Fairy-
Tale Research: The Case of Finnish Folktales”, p.20).

In the research of the tales, text origin was in focus and it generated the discussion of another
two approaches. “First, whether the genre of the wonder tale arose from writers® creative
process or from the traditional oral narrative, and the second, the extent to which fairy tales
published in modern times had influenced the tales of folk narrators, recorded during the
1800s.” (Apo, Sato “The Relationship between Oral and Literary Tradition as a Challenge in
Fairy-Tale Research: The Case of Finnish Folktales”, p.21).

Satu Apo points out that it was Vladimir Propp “who linked the wonder-tale genre to the
peasantry (...) little touched by civilization” in his famous “Morphology of the Tale”. (Apo,
Sato “The Relationship between Oral and Literary Tradition as a Challenge in Fairy-Tale
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Research: The Case of Finnish Folktales”, p.21). Walter Ong (1958) and Albert Lord (1960)
have been looking at the “history of communication and technique of oral composition”.
Hence, “the relationship between orality and literacy was initially viewed as linear and
mutually exclusive. (...) They claim that the spread of literacy in a way contributed to the
destruction of original folklore and “narrator‘s oral competence” (Apo, Sato “The
Relationship between Oral and Literary Tradition as a Challenge in Fairy-Tale Research: The
Case of Finnish Folktales”, p.22). This is an interesting postulate from my point of view,
since I perceive Pisakhov‘s style of narration as the one preserving the original northern
Russian oral narrative style in its dialectal form and in that way contributing to keeping and
transmitting the old oral traditions by (then) modern literary means. It is important to mention
that, while keeping northern Russian dialectal peculiarities, Pisakhov does not keep the plot

content. The latter is constructed by the author and appears as a written context.

The discourse of the society development and the appearance of new classes that possessed
power (e.g. bourgeoisie, clerics, etc.) generated a process of distancing them from the lower
classes (common people and peasantry) and using written language to empower the control of
the ruling classes. That is how the dichotomy orality-literacy was generated. Simultaneously,
the folktale became considered to be a “primary source of the literary fairy tale” (Bengt
Holbek, Interpretation of Fairy Tales, pp.251-257). Literary products of the authors,
influenced by the time, place, society and historical events became modified in comparison
with the traditional oral folklore. The original message of the writers® tales was now in

question.

At the same time, one should not forget that communicative act has existed for thousands of
years and that oral and written language within one culture or interculturally have contributed
to the language export and development across the borders. Pisakhov, for instance, grew up in
the atmosphere of oral storytelling and was hired by northern expeditions not just to work but
also to entertain the participants by storytelling. Since Pisakhov*‘s native city of Arkhangelsk
had been the only gateway of Russia to Europe for many years, Englishmen, Germans,
Dutchmen and Norwegians had visited the city regularly. Their language, cultural traditions
and portraits were presented in Pisakhov‘s oral and written heritage. His language and style
originate from the oral traditions and reflects the local dialect, making his style unique and
difficult for adequate translation. I think that Pisakhov*s tales have contributed to a further
development of literacy and written language. He was an inseparable part of Arkhangelsk and

everybody knew who Pisakhov was. He was discovered and known by writers and scientists
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from the capital, by polar explorers and common people. His texts were written, published
and read not just in Arkhangelsk. He entertained people and made their experiences with his
language style memorable. (Sakharny, “Stepan Grigorievich Pisakhov. Biographical feature
article”, pp. 30-31). A vast majority of the printed material was in Standard Russian but
Pisakhov wrote in a dialect. Hence, the reader would get a taste of oral dialectal tradition in

the written form and reflect on the language peculiarities and traditions.

It is obvious that oral and written narratives have different linguistic features. Jack Goody
(263-264) has mentioned some of them. “Oral narrative generally progresses quickly,
concentrating primarily on the action; there is little description, and attributive adjectives are
rare. Syntactic structures are simple, and the vocabulary is relatively limited”. Satu Apo
underlines that “the richness of the oral fairy tale stems above all from the paralinguistic and
extra verbal techniques employed by the narrator. The former includes intonation, volume,
pitch, and rhythm of speech, whereas the latter comprises visually observable components of
performance - that is gaze, facial expressions, bodily postures and gestures” (Apo, Sato “The
Relationship between Oral and Literary Tradition as a Challenge in Fairy-Tale Research: The
Case of Finnish Folktales”, pp.28, 31, with references to Charles Briggs (pp.56, 233-252),
Annikki Kailova-Bregenhoj (pp.158-167)).

4.3 Jackie Wullschlager, “Hans Christian Andersen: The Life of a Storyteller”

The question about the differences between the fairy folk tale and the literary tale deserves
more attention. In her work Hans Christian Andersen: The Life of a Storyteller (Penguin
2001), Jackie Wullschlager writes about particular narrative features of a tale comparing the
style of Brothers Grimm and the famous Danish author Hans Christian Andersen:
“Andersen‘s stories betray this serenity: they are shot through with violence, death and the
folk tale‘s inexorable sense of fate. Death plays a central role in three out of the four stories in
his first volume, and is present in the majority of his tales. The stories are so powerful because
Andersen retained the primitive folk elements and vernacular style of his childhood
memories, and fused them with the social climber‘s private romance about the bourgeoisie,
who both accepted and did not quite accept him. He mythologized his own humiliations and
nervousness - he is the morbidly sensitive heroine of “The Princess and the Pea,” able to feel

a pea through twenty mattresses - and made the art of the folk tale his own art.
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This is where his work differs from that of the Grimm brothers and from other traditional folk
tales, which are characterized by the oral transmission, anonymous tone, formulaic structure
and a general lack of style. Although the Grimm brothers shaped their folk material more than
they and their critics had often acknowledged, bringing to them a unique artistry. Their aim
was to chronicle these tales in as anonymous a manner as possible, whereas with Andersen
(...) everything is personal, for his ambition was always literary creativity. An individual
colloquial manner, the light irony of his social satire, exuberant amounts of detail and a
fantastical imagination are the elements which define his genius and which bind together his

double audience of parents and children” (pp.151-152).

Waullschlager’s description of Andersen‘s style of writing is imminently applicable to the one
of Stepan Pisakhov. Unlike the predictable and universal folk tale style, language artists like
Andersen and Pisakhov possess and demonstrate their unique style of narration. Once you
have read 2-3 tales by Pisakhov, you would be able to recognize his particular style later too.
He is very northern, original, visual, honest, direct, humorous, poetic and incredibly
innovative when it comes to a contextual use of dialect in his style. No wonder his stories are

interesting to people of all ages.

To sum it up, oral and written fairytale traditions are closely connected and influenced by
each other. Such famous fairy tale writers‘ narrative as the German Brothers Grimm, the
Danish Hans Christian Andersen and the Russian Stepan Pisakhov have been influenced by
oral component and often show plots, characters, themes, symbols or motifs that originated
from the oral traditions in their contexts. Still, they have created their own new and unique

stories that children of today love and cherish.

5.  Translation theories and practice: Blackwell Boyce

In the process of thesis writing, | have challenged myself in the field of translation into a
foreign language. This challenging and creative process demands a significant knowledge of
translation theory, as well as a deep understanding of massive language layers, such as dialect.
To be the bearer of the same dialect as the author has given me many advantages and helped

me in my translation work.

Surprisingly, when I started to think of a theme for my thesis 2 years ago in 2014, I was not

aware that an English speaking person has made an attempt to translate Pisakhov and thus
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attempt to make this writer known throughout the world. The work and publication of the
Canadian writer Blackwell Boyce, born in London, Ontario, in 1963, “Senya Malina tells it
like it was”, also appeared in 2014. Blackwell Boyce is a geologist and an adventurer too,
who had been living in the north of Russia and worked as a translator and taught English at
the Pomor Pedagogical University in Arkhangelsk, which is my a/ma mater. Blackwell Boyce

writes poetry and currently resides in Georgia.

Blackwell Boyce has translated selected tales by Stephan Pisakhov and did a wonderful job.
He has managed to preserve many of the linguistic characteristics of Pisakhov‘s style.

Here is an excerpt from his translation of Pisakhov‘s (Pisakhov, “Tales. Essays. Letters.”
p.40).”Eighteen Versts-Long Trousers ®’“in my translation (see section 6.7) is “Waist: 32
Length: 966,147 in Blackwell Boyson‘s translation. (Boyce, Blackwell “Senya Malina Tells
It like It Was”: Selected tales by Stepan Pisakhov, Pomorsky Press, Kingston; Ontario Canada

2014 p. 21).

“I‘ve been gone on another routine fact-finding night mission in the Land of Nod. Returning

at first light, I yawn - and stretch my legs.

Using my toes, | open our cabin window and poke my feet outside. Then- having determined
that it‘s not raining or snowing or blowing - I think “Why not?”” and keep on stretching, all the
way into Archangel. I weave my darned - stockinged feet through the city and bring them to

the market, to the Red Row where the textiles are traded.

The merchants are just opening their businesses for the day. Outside the shops the policemen
and byurokraty have lines up according to rank- intending to slip in first thing to pick up their

protection money.

“O1! Proo-steetye! Pardon my clumsiness! In my half-awake state 1‘ve knocked the

authorities into the muskeg at the edge of the city with my right leg.

Around noon, fresh from their beauty sleep and ignorant as usual regarding their
husbands‘whereabouts, the fashion - crazed upper - crust wives begin showing up, itching to
waste their spouses‘money. It‘s easy steel easy spend for these people. I can‘t come up with a

good reason as to why I should move my legs to let them pass- so I don‘t.

Soon a crowd of incensed women has collected near my ankle, perfumed hankerchiefs at

powdered noses and Chinese fans and mpuths working rapidly.

67 “bproku BoceMHaALaTh BEPCT AJIUHBI .
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The crisis brings the merchants out to Weema on the double. Giving low bows, they address

me in repectful tones:

“How absolutely fantastic it is, Semyon Stepanovich, that you have relocated the policemen
and byurokraty to the city‘s boggy putskirts. As useful as they can be at times, they do like to
skin us. Unfortunately, however, without the brisk business that their wives provide, your
service does us very little good. What size of kickback do you expect in return for lifting your

embargo?”

Let us have a closer look at the last paragraph of the excerpt. Below is Pisakhov's text in

Russian, followed by my translation into English, which differs from Balckwell Boyce's.
“Merchants come to me bowing, starting polite conversation:

- Oh, how very wonderful, Malina, that you have sent police officers and officials-robbers
into the swamps. They are eager helpers for us to make more money, but they rip off our
skin too. Without fashionistas, we sit at the counter without revenue. How much do you

want for clearing off the passage?”

Blackwell Boyce introduces the dialog by an explanatory sentence, which cannot be found
in the text of the tale: “The crisis brings the merchants out to Weema on the double.” I
assume that his goal was to contribute to a better understanding of the setting for the reader.
However, I believe that interfering with the author's text by using your own words and
sentences leads to changing the context. Boyce makes these additions skilfully and they
“feel” almost like Pisakhov's. Personally, however, I believe that the translator cannot add

his or her words to the original text.

The merchants’ speech addresses Senya Malina as “Semyon Stepanovich” in Boyce's
translation, which is a good solution, to my mind. Knowing Russian cultural implications,
one would choose the polite form of addressing people, which contains a first name and a
patronymic. Since in the original text merchants call Senya Malina “Malina”, I chose to

keep it since these characters still use the 2" person singular “you” form, which might

8% «KyIIiipl KO MHE C MOKJTOHAMH H C BEK/THBBIM Pa3sroBOPOM:— AX, KaK OYCHHO 3aMedaTebHO XOPOLIO,
MasHa, 9TO THl YMHOBHHMKOB J1a OJHIEHCKUX TpaduTenei mo 6oxotam pactpeneniit. OHE HaAM U TIEPHBHI
ITOMOIITHUKH KaIlMTaIbl HAXKHUBATH, 1a YMEIOT ¢ HAaC MIKYpy CIUpPaTh. A 06€3 MOTHUII CHANM MBI 32 BRIPYYKOH
6e3 BeIpydkd. CKOJIBKO XOITh OTCTYITHOTO 32 OCBOOOXKICHHE TPOX01a?».
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imply that the merchants either do not respect Malina much, or that simply their language is

not very sophisticated and socially advanced.

Blackwell Boyce uses the word “byurokraty” for bureauctats when he translats the Russian
“guHOBHUKW», While I choose the word “officials”, a generalized assumption for all kinds
of individual in—power agents: leaders, managers, administrators, functionaries, civil

servants, executives, representatives, secretaries etc.

D.N. Ushakov's Dictionary of the Modern Russian Language defines “bureaucrat” as

“BUREAUCRAT, bureaucrat, - husband. (From - French bureau - bureau and - Greek
kratos - authority).

1. Representative of the bureaucratic management system. Influential bureaucrat.

2. An official, to the detriment of the essence of the matter and to the interests of citizens,
abusing his powers or exaggerating the formalities. Bureaucrats and red tape do not belong

in the Soviet apparatus.

3. trans. Formalist, pedant (- disagree - contempt)”.

(Available at: http://www.classes.ru/all-russian/russian-dictionary-Vasmer-term-1528.htm

accessed on 18.04.17).

The word “bureaucrat” is a borrowed one. It had become widely used in the Soviet time
and in that respect would fit into the context of Pisakhov. I have preffered the more neutral
“officials” since the audience does not know excley what kind of characters Malina has

thrown into the swamps.

The last phrase of Boyce's translation is “What size of kickback do you expect in return for
lifting your embargo?”” (CkosibKO XOIIb OTCTYITHOTO 32 0CBOOOXAeHUE mpoxoaa?), while |
chose: “How much do you want for clearing off the passage? I believe that using
“kickback” in combination with “embargo”, a term used in politics and economy, creates a
special effect, making the merchants sound cunning and professional. It is all about money
for them. Boyce translates the message, leaving the original behind, exactly what
Chukovsky recommends doing. (For more detail on this, please see section 5.1) I have tried

to preserve as much Pisakhov as possible in the translation, giving the reader a chance to
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interpret the context independently. By changing the words in the original text the
translator changes the author's style too. That was my main concern. I also doubt that

children would understand what “embargo” means.

I would strongly recommend the read Blackwell Boyce's book “Senya Malina Tells it Like
It was. Selected tales of Stepan Pisakhov” to have a closer look at Pisakhov's texts in

translation.

5.1. Korney Chukovsky «Vysokoe iskusstvo» («The high art») (1941)

This dissertation will present translations of some Pisakhov*s texts in English in section 6.
The work process on translation was quite challenging. The topic of translation work as a
form of art is thoroughly presented in the book written by Korney Chukovsky “Vysokoye
iskusstvo” (“The high art”, pyc. «Bsicokoe nckycctBoy), which I wanted to quote,
highlighting most important lessons that I have learned from Korney Chukovsky when trying
to apply his advice to my translations of Pisakhov. My intention here is to demonstrate some
main ideas of the theoretical approach of Chukovsky that I find useful to the issues of

translation since they reflect my own challenges and difficulties.

Korney Chukovsky, a famous soviet writer, poet, literary critic, translator of such world
known writers as Kipling, Wilde, Defoe, among many others, proposed several theoretical
principles of translation. These principles laid a foundation for a specialised research field, as
well as practical advice to many translators after this book had been published at the
beginning of the previous century. Korney Chukovsky has systematised his observations and
studies of various translations, and explained pitfalls and inaccuracies of translations by using
his principles of literary translation. The book overall is dedicated to the art of literary
translation and excellence in that field. Although The High Art was primarily meant for the
linguists and professional translators, the book is quite interesting and comprehensible for

everybody, who is interested in literature and works with translation.

I have enjoyed reading this book, and have acquired several useful tips when it comes to

translation practice.
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For instance, Chukovsky claims that translation is a portrait of the translator in chapter 2.
Even Vasiliy Trediakovsky, one of the founders of the syllabotonic verse composition in
Russia in the 18" century wrote, “The difference between a translator and a creator is just in

the name!”® (

“The High Art”, p. 9). In a likely manner, in his book “In the Beginning Was
the Word. The Excellence of Translation” (Moscow, 1959 p.291) Lev Ginsburg underlined
that “The fate of the translation and the creative life of the translator himself sometimes

depends on one word”"’.

I agree with Chukovsky’s statement that translation is a portrait of the translator. A skilled
translator has to become familiar with so many things apart from linguistics and literature, e.g.
the theory of knowledge, to be exceptionally good at critical thinking, to have talent and taste
to understand the literary manner of the author... This, I suppose, is the most challenging
process that requires a lot of time and knowledge. There is no doubt that translation has a lot
to do with the translator‘s personality, knowledge of the languages, age, gender and cultural
background. I suppose Blackwell Boyce's translation of Pisakhov reflected his personality to

a great extent. As a reader I could sense that.

Chukovsky is preoccupied by the fact that the author's style of writing must not be neglected
but taken a good care of. “As a matter of fact, what we demand from the literary translation is
that not only literary characters and thoughts of the translated author must be reproduced, not
only his narrative schemes, but his literary manner, his creative personality, his style. If this

goal is not achieved, translation is useless.”’' (Chukovsky,“The high Art” p. 9).

Chukovsky talked about writers being artists who reveal themselves to the broad public. This
I believe is crucial for a translator — when changing the original text, one can destroy the
portrait of the author, as well as his or her personal style.” Reflection of the writers the
personality in the language of his or her works is called his personal style that is unique only
for him. (...) By distorting his style, we thereby would distort his face. If we change his style

by our own translation habits, we will turn his self-portrait into the translator‘s self-portrait”,

69 “IIepeBoaYMK OT TBOPIIA TOJIHKO UMEHEM PO3ZHUTCS.
1. I'urcOypr, «MactepcTBo nepeBona. BHawane Obu10 cimoBo». M.1959, c. 291.

7! «B TOM-TO ¥ JIEJI0, 4TO OT XYI0KECTBEHHOTO IIEPEBOIA MBI TPeGYeM, UTOOBI OH BOCIIPOM3BEN TIepe/l HAMH He
TOJIEKO 00pa3bl M MBICIH IIEPEBOAMMOTO aBTOPa, HE TOJIBKO €TI0 CIOKETHBIE CXEMBI, HO U €T0 JUTEPaTypHYIO
MaHepy, €ro0 TBOPUYECKYIO THIHOCTD, €ro CTHIb. Ecin 3Ta 3aaya He BEINTOJIHEHA, TIEPEBOJL HUKY 1 HE TOJHUTCSL.).
(Uyxorckuit K.1. «Bricokoe nckycctoy, ¢.9 ).
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says Chukovsky (Chukovsky, “High Art” p.10). "> I suppose, it is a drawback for a translation
to become a translator's self-portrait because there might be «less of the author» in the text

and «more of the translator» as a result. This is what I really tried to avoid in my work.

It is difficult not to agree with Chukovsky, when it comes to the translation of Stepan
Pisakhov‘s tales. To copy the word portrait of Pisakhov into English is a very challenging job.
I think that Blackwell Boyce had done a brilliant (yet not perfect) work, while trying to
reconstruct Pisakhov‘s style in English (see chapter 5 for an except from the tale “Trousers 18
Versts Long”). I believe that allowing words and sentences written by translator might disturb
the original context and give a wrong picture of the author's personality. Blackwell Boyce
uses his own sentences as the first paragraph in “Wind up My Sleeves” (please see section 5
of the present work) (Boyce, “Senya Malina Tells it Like It was. Selected tales of Stepan
Pisakhov” p.134). Another example of the use of translator's own words and partial
rearrangement of the text might be observed in the beginning of the exposition of the tale “Do
Not Listen If You Do Not Like It!”” by Boyce. I would like to give an example by Boyce and

Pisakhov's original to illustrate my observation.

“So many unfair and simply untrue things have been said about out dear Archangel that I've
made up my mind to tell you how it really is around here. Everything I say will be the truth -

my buddies are looking over my shoulder and they wouldn't let me lie even if I felt like it.

For example at its narrowest, out Dvina River is thirty-five versts from bank to bank, and at

its widest, wider than the sea.

In the olden days, every Pomor family owned at least one everlasting ice raft, which they
would use for getting about and for fishing. In fact, local custom dictated that the first thing to
go into the hope chest of a young maiden was a small “starter” ice raft; a fox-fur coat
typically followed this. This way the bride had something to go in, when she and her new

husband made their social calls up, down and across the river.

Even in the modern age of ours, which has put insulated iceboxes in most homes, it's still
possible to chance upon a thrifty babushka chipping out fresh ice-holes in some ice raft that's

been in her family for generations. When the weather gets hot, the granny will get her

72 “OrpaceHne TMIHOCTH THCATENS B A3BIKE er0 MPON3BEICHIN W HA3BIBACTCS IO MHINBHLYaTbHBIM CTHIICM,
MIPUCYIIIAM €My OJHOMY. (...) HICKa3UB €T0 CTHIIb, MBI TEM CaMBIM MCKa3MM ero Jumo. Ecnn npu momommwm cBoero
IIepeBo/ia MBI HABSKEM €My CBOM COOCTBEHHBIN CTHIIb, MBI IPEBPATHM €TO aBTOIIOPTPET B aBTOIIOPTPET
nepeBomunka» (Uykosckuit K.W. «Bricokoe uckyccTBo», ¢.10 ).
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grandkids to help her slide this ice-holed ice raft down into her root cellar, where it will be

safe from melting and keep her jars of kvass nice and cold.

And although paddlewheelers have by now mostly replaced them, ice rafts remain popular as
recreational vessels. We've even got ice raft rental agents, folks who make their living by

driving rafts up from the White Sea and then renting them out to whoever wants one.”

It might be interesting to compare the translation with the original. (Please see section 6.4 of

the present work for Pisakhov's text).

The most important issue within translation is to transfer the impression of the translated
context so that its reader would be transported to the same atmosphere as the reader of the

context original.

One very important lesson that I have learned from Korney Chukovsky is about translation
law: “translate not only the words but the idea and style. Be careful about using this law”.”

(Chukovsky,“High Art” p.57).

I believe that Blackwell Boyce managed to follow that law in his interpretations of Pisakhov's
texts wonderfully. He recreated Pisakhov's narrative atmosphere preserving his storyteller

style (please see Boyce's translations in section 5 of the present work.)

I am also greatly impressed by Boyce‘s ability to choose precise vocabulary, even though
Russian is not his native language. Sometimes he uses transliterations of the Russian words
like “byurokraty” for “bureauctats”, “Dyadya”- uncle, “prosteetye!”- excuse me, from “Waist:
32, Length: 966, 147”. In addition, Boyce solves translation problems — for instance, proper
names — in a creative way (e.g Weema village for Uyma”). (Boyce, “Senya Malina Tells it

Like It Was. Selected tales of Stepan Pisakhov” p.23).

Chukovsky states that one of the problems it is impossible to find a solution for is the
translation of vernacular and dialects. Translators disagree in how to solve this
issue.Ultimately, the fate of the translation rests on the interpreter‘s talent, his spiritual

culture, his taste. ”* (Chukovsky, «High art» p.97).

To what extent is it possible to talk about adequate translations at all? Even Boris Pasternak,

the winner of a Nobel Prize for Literature and a famous translator in his own right, has

73 «IlepeBoH HEe CTOIBKO CIIOBA, CKOJBKO CMBICH H CTHIIb. I[PHMEHSTB 9TOT 3aKOH HYXKHO ¢ GOJIBIION
octopoxHocThio”. (UykoBckuit K.1. «Beicokoe uckycctBoy, ¢.57).

™" B koHE4HOM cueTe Cyap0y IIepeBo/Ia BCer/a PearoT TalaHT epeBOIIHKa, ero TyXOBHAs KYIbTypa, ero
BKyc, ero TakT». (UykoBckuit K.W. «Beicokoe UCKyccTBOY, €.97).
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written, “Translations are not possible because the main charm of the work of art in its

2 9

27 (Pasternak, “Translator's Notes”,

uniqueness. How can a translation reproduce it
“Znamya”, 1944, Ne 1-2, p 165.)

Chukovsky disagrees. «Translations are possible, - he says - because, ideally, they should be
works of art too and, while sharing the same text, become level with the originals by means of
their own uniqueness. Translations are conceivable because literature has been translated for
centuries and translations are not just a way to get acquainted with individual works but a
means of ages-long communication of cultures and peoples.”’® (Chukovsky, «The high art»

p.106).

When it comes to a reproduction of phraseology in a foreign language, translators have to
expect extra challenges. The same is valid for the syntax and all the stylistic devices. There is
still no common understanding among the linguists on that issue. So some say that the
translated piece should sound as if it was an original. The “other claim the opposite: the goal
of the translation is such that all the words and features unnatural to our mother tongue should
be preserved so that everyone felt as acutely as possible that we imitate something made by an

alien mind, out of a foreign material”’’. (Chukovsky, «The high art» p.107).

Both points of view are valid and I think it is up to a translator to take a stand.

5.2 Hans-Georg Gadamer, “Translation and Method” (1960)

To prepare myself for translating Pisakhov, I studied the German researcher, philosopher,
professor and rector of Marburg University Hans-Georg Gadamer, who published one of his

most important works, “Translation and Method”, in 1960. In it, he spoke of philosophical

7 «.. .HepeBOllH HEOCYHICCTBUMBI, IOTOMY YTO I'JIaBHAA MPEICCTh XYT0KECTBEHHOI'O ITPOU3BEACHUA B €T0

HEMOBTOPUMOCTH. Kak jxe MOXeT MOBTOPUTH €€ MePeBO?» (B. [TactrepHak, 3aMeTKu nepeBOAUNKA, «3HAMSDY,
1944, Ne 1-2, c. 165.)

7 «ITepeBoabl MBICTUMBI, — TUTIIET OH, — IIOTOMY YTO B MJI€aJIec U OHH JOJIKHBI OBITh XYI0KECTBCHHBIMHU
MIPOU3BEACHUSMH U, TIPYA OONTHOCTH TEKCTA, CTAHOBUTHCS BPOBEHb C OPUTHHAIAMHU CBOCH COOCTBEHHO
HETOBTOPUMOCTHI0. [lepeBo il MBICTUMBI TIOTOMY, YTO 0 HAC BEKaMU MEPEBOIIIN IPYT Apyra Leibie
JIUTEPATYPHI, X IEPEBOJIBI — HE CITOCOO 03HAKOMIICHHSI ¢ OTIEIHHBIMU TPOU3BEICHUSMH, & CPEJICTBO BEKOBOTO
oOnIeHbs KyIbTyp U HaponoBy. (Uykosckuii K.W. «Beicokoe nckycctro» p.106).

77 «JlpyrHe rOBOPST: Lelb IIePEeBO/A IPSIMO POTHBOMOIOKHAS. HyXKHO COXPAHSTh B IIEPEBOE KaXKIblil
HETNPUBBIYHBIN, HECBOWCTBEHHBIHN HANIEMY SI3BIKY 000POT, YTOOBI BOZMOYKHO CHIIBHEE OIYIIATI0Ch, UTO Mepe]T
HaMU CO3/IaHHE YyXJJIOT0 HaM YMa, YTO MBI TOJIbKO HMHTHPYEM HEYTO, CIICITAHHOE U3 JIPYTrOT0 MaTepralia.
(Yyxosckuit K.U. «Beicokoe uckycctBoy, p.107).
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hermeneutics, which covered the theory and methods of interpretation. He was looking at the
process of information, in particular of pre-understanding and understanding of a particular

context.

Gadamer claimed that “people possess historically affected consciousness” and that humans
are shaped by a particular time, cultural and historical events. He writes in his work “Truth
and method”: “My real concern was and is philosophic: not what we do or what we ought to
do, but what happens to us above our wanting and doing” (“Truth and method”, 2. edition,
London 1989, chapter 28, p. 111).
https://books.google.no/books?id=LmrUAwAAQBAJ&peg=PA111&lpg=PA111&dg=My+rea

I+concernt+was+and-+is+philosophic

Texts are the products of writers’ imagination and knowledge, largely. They reflect the state
of society in a particular time and place. This is reflected in the language and cultural
implications of the context. Time passes by and societies change, and so do languages, even
the original ones. The question is if language and society change, is there a need to reinterpret
the already translated texts, especially the old ones. Should translators every fifty years or so
re-evaluate the language and cultural realities of an already existing translation? If the
language of the author is too old or hard to understand for the newer generations, would his or
her message be appreciated adequately in the new times because the language has changed?

Changes in society and culture can lead to misinterpretations and misunderstanding.

It seems to me that Blackwell Boyce's discovering Pisakhov's texts decades after his death is
exactly what Gadamer recommends. Pisakhov's tales deserve to be known by broad audiences

and be reinterpreted in contemporary discourse.

Everyone who provides and conveys information will interpret information and extract what

he believes is essential before conveying it to the foreign language (Gadamer, 1960, p. 388)
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5.3 Sylfest Lomheim, «Omsetningsteori»(1995)

Theoretical approaches to translation continue to be developed nowadays, too. The
Norwegian philologist, translator, professor in the Norwegian language and translation in the
University of Agder, politician (State Secretary in the Ministry of Child and Family Affairs)
and the director of the Norwegian Language Council Sylfest Lomheim has devoted his life to
the languages in the broad sense of the word. He studied English and French at the University
of Oslo. Lomheim had taught “Translation” and has written a textbook called
“Omsetningteori: ei elementar innforing” (“Introduction into the Translation Theory”) which
was published by the University of Oslo in 1995. I believe it is relevant to introduce briefly
Lomheim's approach to translation, as well as support my experience in translation work of

the tales in sections 7.2, and 8.1 of the present work.

In this book, Lomheim introduces and explains important concepts, terms, and translation
challenges. He explains the theory of communication models, competence and performance.
He also explains the ways languages are treated by the brain systems, according to their

functions and network principles, forms of languages and individual experiences.

Lomheim introduces three levels of translation. First, one translates the lexical meaning of
single words and expressions, finding a range of equivalents in the target language. Secondly,
a translator has to establish what the author meant in a particular context. The challenge here
is to translate precisely the meaning required. “When someone worked with that for a while,
he would often say that one have to translate sentence for sentence, instead of word by word,
or even more often meaning by meaning” (Lomheim, 1989, p.11) Last but not least is the
translation of style. One must urge to come as close as possible to the author‘s style of
narration so that the receivers (readers) experience the target context the same way the

receivers of the original text would experience.

In my experience, translating Pisakhov from Russian into English was quite challenging in
many ways. For instance, syntactic constructions that are typical to Pisakhov‘s style are
sometimes next to impossible to translate adequately; word order, dialectal features and oral

style of narrative were difficult to preserve at times.

So which level is the most important to preserve in translation? Most likely, the best

translation would equally combine all three of them to an equal extent.
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In chapter five Lomheim talks about typological features in relation to translation, and
criticises Hanne Martinet, who describes implicit and explicit types of texts. Instead, he
suggests his own typology that consists of professional terminology and the language of

fiction.

Different text types require different translation strategies, Lomheim claims. He demands that
all information should be translated into the target language without any missing elements.
Sometimes it could be necessary to sacrifice contextual elements to preserve the appeal
function. This particularly works for explicit texts, which are communicated to the reader in a

clear and precise manner without any hidden meaning.

In chapter 3 Lomheim demands that the translation should not say less or more in relation to
the original. Translation can take into consideration the recipients’ knowledge level. Sylfest
Lomheim pays special attention to the mother tongue as a responsibility and challenge for the
translator, because “(...) it is up to us, to what extent we share the mutual language
community. (...) “The less we notice translation, the better it is!” (Lomheim, 1989, p.16).
Indeed, the sender of the message (Stepan Pisakhov in our case) and the receiver (the public
who would read his texts) establish a particular relationship thought explicit translation. The
channel for this translation is a translator. What an important function and responsibility! The
translator is in the background of the triangle (sender-translator-receiver) but plays a central

role in it. I tried to keep that in my mind while working on my translations of Pisakhov.
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6. My translation of Pisakhov‘s tales

I have read most of Pisakhov*s tales and picked several of them to present my translations.
Some of the tales are very famous, the other ones are not. Some are long and others are tiny.
Some resemble traditional fairy tales according to V. Propp and contain several magic
elements while the others give a short description or reflection on natural phenomena. |
wanted the readers to “taste” Pisakhov‘s style and get the impression of great variety of
Pomor oral traditions of his texts. Otherwise, I just enjoyed the texts and found them

appealing to me.
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6.1. A Walk on Cod in the Sea

We used to have one captain, whose name was Bullet. Once he told us about the following:

-I sailed alongside Murman. I was lying in my cabin. The boat tapped regularly as she is supposed to
be, but I sensed that it would not move. I went to the bridge and looked around. We stood still.

What‘s the occasion?

I looked at the stern. All around the propeller there were tonnes of stunned cod in a broad circle in a
silver shine. The propeller thumped and the fish splashed. However, the boat stood still! We have
collided with cod.

The sailors came moaning to me
-Please, captain, let us have some. So much wealth goes to spill. And the holds are empty too!

Well, I allowed that. We have filled in the boat utterly full. We have been eating fish the whole winter
and gave away some fish to friends t0o.”®

® Ha TpeckKe B MOpe IyJIsI0.
brin y Hac xanutan oauH, 3Banu ero [lymns. PacckaseiBat kak-to ITyms:

— Uy mumo Mypwmana. JIexy B katote y ce0s. MamimHa moCTyKHBAaT UCIIPaBHO, KaK ed moaraercs, a 9ylo:
XOJly HET. Bpllen Ha MOCTHK, IVISIHYJI: CTOMM.

— Yo 3a okazus?

ITocMmoTper Ha KOpMY, a OT BUHTa IIIMPOYSHHBIM KPYTrOM TpecKa TIylieHa BCKUIBIBATCS, B30JICCKUBAT
cepeOpoM. BUHT KOJIOTHT Jja prIOMHAMU OpBIBKET. A TapoXoa — Ha MecTe. MBI 3TO Ha TPECKy Haexauu!

Martpoch! mpHucTany Ko MHe, KaHIOJaT:
— Jlo3Bomb, KanuTaH, peI0y B3iATh. CTONBKO HOOpa 3amapom npomnaaat! [la v TpIOMBI Iy cTHI!

Hy, manno, mo3sommi. [Tapoxox noxHexoHek HaOpamn. CaMu 3UMY €JIH, Aa IPUATEISAM pa3Jalii B YTOIIEHBE.
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6.2. Frozen Songs

And also there are songs.

Everybody says, «Go to Moscow to get some songs». They say that for nothing. They go to
Moscow all the time and have not brought any song yet.

However, more songs have been exported from us to England than timber. Huge vessels have
been loaded and they were so big that they could hardly crawl from the White Sea to the
Ocean.

Girls and women could hardly sing and collect enough songs for winter. Those old women,
who still had voice, sang too, earning some money. We were not aware of the fact that it was
possible to trade the songs. Where we live the frosts go as low as to minus two hundred and
fifty to three hundred degrees, so that any conversation freezes down and appears as ice on the
snow.

I personally remember that the frost was as low as five hundred degrees. Old women say that
there used to be minus seven hundred, but we do not believe in everything we hear.

What did not happen when we were present, might have mot happened at all.

When you say a word while it is cold — it will freeze until thaw. During the thaw, it will melt
and everybody will hear what had been said. There might be so much laughter! Something is
being expressed in rage and other things are to laugh at a bit but there are some good words as
well. So, some strong words we throw into the ice hole. With strong words, we support
fences, while old women and gents lean on good words to support themselves. Sometimes
people build ice hills on the strong words, as if on the poles.

When you walk along one street, and it is covered with frozen swearing, you walk and
stumble. Another street is all in tender words, it is strait and nice, easy for the feet and fun for
the eyes.

In winter, we cannot hear conversations; we just look how people say things.

Once Anisia met her third cousin from another side of the river by the ice hole. To begin, with
they talked nicely and sprinkled the snow with smooth icicles. Suddenly it seemed to Anisia
that her third cousin said a sour word (one could detect it from the icicle’s look).

What is wrong with you, - cried Anisia, - you slut! Why did you say that word? I could not
hear that with my ears but I can see it with my eyes!

And she became more and more furious and threw the words until dark time! She threw the
words and put them together by hand so that the heap would become taller. Well, her third
cousin did her best too. She jumped and started to spin all kinds of advanced ice word
patterns.

Finally, they could not see each other behind the heap of frozen words and went home. At
home, Anisia complained to her mother-in-law about all the sour words that her third cousin
had said.

— Well, I have given her a heap of ice words. Just wait until a warm day, it will start to melt
straitaway, and even if it melts upside down, she, spoiled mouth, will be struck right through.

Mother-in-law replies:
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— True, Anisia my dear, true. Women on the other side are such big mouths - it is just horrible.
Last winter [ went there to finish our quarrel. It took a day and a night to insult everything and
everybody in the village. It was exhausting. I could hardly take a breath while scolding. I
considered swearing for another hour or two but the brew was in the making and I was afraid
that it could be spoiled. But I promised to come back if en route, to finish my swearing.

Little children need to have fun, even though they have grannies and mothers to look after
them. Children would roll the skirts up above their heads to protect themselves from the frost,
get outside and say many nice round words. Children roll them, play with them, the words
sparkle and jingle. Some smart kids would make and break many kind words during daytime.
Mothers keep the supply of kind words coming, though.

And the girls - they are all about singing. Once outside, they would start to sing a song with
their mighty beautiful voices. A song would freeze in tiny thin rings, one rig connected with
another as if it was a lace sparkling with pearls and diamonds in rainbow colors. Our girls are
good at fantacizing. They would decorate the whole facade of the house with frozen songs.
On top of the roof which is decorated with a horse head they would put a jump word.
Limerick canopies hang from both sides of the roof. If there was a vacant space, they would
fit in a gentle word, like, “Honey, come over, darling, pop in.”

In spring when the sun starts shining, the song would start melting and jiggle. Their sounds
are like exotic birds. Nothing exists as beautiful as this!

Once a foreign merchant was walking along, (he stayed over the winter here because of his
business). It is a matter of common knowledge that merchants like poking their noses in all
sorts of things. Suddenly he saw a beautiful decoration - frozen songs - and was extremely
surprised and started waving his hands about.

-Ah! Ah! Ah! What an interesting and stunning surprise, which is placed in a dangerous spot.
He managed to break off a piece of a song, and thought that no one had paid attention. Right!
Guys did, from all sides - and said how they felt about it and started throwing such words at
the merchant. He asked the man who accompanied him

- What is it so sharp they throw at me?
- It*s nothing.

The foreigner, being a clever sort of chap, has taken that mere nothing with him. He came to a
place where he lived and threw the mere nothing on the floor and studied the song. The song
had melted and jingled in the ears and the mere nothings have also melted and started to jump
vigorously and kicked someone‘s noses and other body parts. The merchant was warned not
to bring those kinky words inside any longer.

The foreigner was eager to order some songs and bring them to England for pleasure and
listening.

So the girls have got a song order and the song were to be put into a special box, called
thermo-box. A song would be put down and marked where the beginning is and where the end
is so that one should not start from the wrong side. The girls had sung huge heaps of songs
and when spring came, the first shops full of songs were sent off. The vessels were loaded up
to the top of their chimneys, and brought the songs to a foreign country. People wondered
what kind of frozen songs arrived from Arkhangelsk. The theatre was full.
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The boxes have been opened and the songs have melted and flew up and rang! The further the
louder. People started to applaud and cry: “More, more!” The word is not a sparrow when
released — impossible to catch, hence the song is like a nightingale - it makes a sound and then
it is over... We receive many letters: “Please sing more songs, we are sending orders and
preparing vessels, we are sending money and begging: please sing!”

And the very same mother-in-law who had run to the village to quarrel began to sing. She
sang and waved about with the words and the song froze as if white birds flew past. Her
granddaughter was her back vocal - Granny*‘s song was pearls and diamonds while her
granddaughter‘s was emeralds. It was so interesting that we thought we should give it to the
museum for admiration. Well, as you know, the directors were changed often in the museum,
and each of them did their own thing, and they bought what the newcomers would say - as if
what was imported looked better.

Well, Granny‘s song was placed in the thermo-box.

Girls sang, wives sang and old women sang. In the smithies one forges and hammers and
makes thermo-boxes.

They earned a lot of money on the songs. That was not the hardest kind of work. And men
said:

— Wives, earn some more. We are sick and tired of iron roofs; they are not beautiful enough
and need to be painted. We can make roofs of silver or even golden-plated.

The wives do not argue:
— What do we need to save the English money for?
Lads had straightened themselves and shook their beards.

— Well, women, who are you singing all those songs for? Let us show some respect and please
them.

Men turned the beards aside, so that the songs had some space, and started. It was as fitas a
fiddle but not for us to listen to. Words were stronger than a thill. One word was tougher than
the other was.

They needed special kinds of boxes for those kinds of songs. The boxes were so huge; men
could hardly turn them in the streets.

By spring, people have made heaps of frozen songs.

Foreign merchants came back. They paid money, carried the boxes, loaded them on the
vessels and said,”Why are this year‘s songs particularly heavy?”

The bearded lads covered their mouths by hand, so that no one could hear them laughing, and
replied:

— These songs are of special kind, the weighty ones. That means they are full of respect for
their new owners. We always have great respect towards them. Every time there‘s occasion
to say it, we add “Plague on you!” In your language, this means, “we wish you all the best”.

This is how it goes all through the centuries. You could say that this is an especially respectful
treatment from the Arkhangelsk folks.

91



The foreigners became happy. They uploaded their ships so full — one could hardly see the
chimneys - even the flags were used to wrap the goods. Someone played music. They went
off. Because of our laughter, small ripples covered the water.

When they arrived home, they put announcements and ads all over. In the newspapers there
were capitalised titles stating that people had paid the great respect to the Queen from
Arkhangelsk — the weighty songs!

The King and the Queen did not sleep that night. From early in the morning they crawled into
the theatre from backstage to get the best places. They were acquainted with the caretaker
woman in the theatre and she let them in.

Other folks had half a day off because of that occasion.

There were so many people in the theatre that the glass broke in the windows
So they arranged the boxes, opened them all at once. And waited.

Everybody leaned forward to be able to hear everything.

The songs have melted and started to fire away.

Ha urto 3amopcku KyIisl Halemy si3bIKy He 00ydeHsl, a noHsun! Well, the foreign merchants
don’t speak our language but they still understood it all”’.

™ Mopo:kensI mecHn

A To nuio Bot necHu. Bee ropopsat: «B MockBy 3a necHstMu». 910 Tak 3ps roBopsT. Ckoiab B MOCKBY HU
€374T, a IECEH He NPUBO3KIIM HU pasy.

A BOT OT Hac B AHIIIHIO HE CTOJIb JIECY, CKOJIb TIeCeH BO3wIH. [Tapoxomummmy GOIBIIy N Harpys3sT, TaK|
6ombmy, 9To 13 beroro Mopst B OKHSH eBa BEITION3YT.

JeBku na 6abbI 32 3MMy e/[Ba HaleBaTh ycleBand. J{a u cTapyxu, KOTOPHI B TOJIOCE, TOXKE MENH — ACHBIH
3apabaTeiBay. MBI caMH | B TOJIK HE Opalii, YTO MOKHO ITIECHSIMH TOPTOBaTh Y HAc Beb MOPO3BI-TO XHUBYT Ha
JIBECTH IISITHAECAT Aa HA TPUCTA I'PajyCcoB, HY, BCSIKOM pa3roBOp Ha yJIULE U MEP3HET Aa JbAUHKAaMHU Ha CHET
JIOKUTCA. A Ha MOEH ITaMATH elle JOXOAMUIIO A0 MATHCOT. CTaphl CTapyXH CKa3bIBaIOT — IO CEMHUCOT OBIBAIIO, HY
Jla MBI ¥ HE [TIOPaTO BEPUM.

Urto He npu Hac ObLIO, TO, MOXKET, U BOBCE HE OBLIO.

A Ha MOpO3e, KaKo CJI0BO CKaXKeIlb, TAaK ¥ 3aMEP3HET 10 OTTEINeIH. B oTTenens pacTaeT,  CIBIIIHO, KTO YTO
ckazai. Yto TyT cMexy ObIBaT U rpexa Besakoro! Kotopo ckazaHo Beepanax (IIoHacepIkn), HY, a KOTOPO M3IEBKH
paay — HOBHI M XOPOIIH CJIOBa ecTh. Hy, KOTOPHI KPETIKH CIIOBa, T€ B MPOpyOb Opocam. Y HAC KPETIKUM CIIOBOM
3a00pHI OANHPAIOT, a TOOPEIM CIIOBOM CTapyXH Jla CTapHUKH onmuparoTcs. Ha Kpenmkux cioBax, 4To Ha CTON0AX,
TOPKH JIEISTHBI CTPOSIT.

Hogoil ynuuel naems — Bcsi MOPOXKEHON pyraHbO YChINIaHa, — UIEIIb U CIOThIKAcIIbesa. A HOBA yJIMLa BCS B
JIACKOBBIX CJIOBAaX — BCSl POBHEHBKA J1a JIAJHEHbKA, HOTaM JIETKO, I11a3aM BECEN0.3MMOM MBI Pa3roBopy He
CIIBIIIMM, & TOJIBKO CMOTPHUM, KaK CKa3aHo.

Kak-to y mpopy0bu conuiuch Hamm AHKUChS 1a CBaThs W3-3a peku. CliepBOHAYANY JIaHO TOBOPHJIH, CHITTAIN
CJIOBA IIAJKUMH JIbIUHKAMH Ha CHET, Ja IOKaKUCh AHHCHE, YTO CBAThsI CKa3ajia KMCJIO CIIOBO (I10 JIbANHKE
BHJTHO).

— TblI 3TO 4TO, — KPUUUT AHUCHS, — KypBa 3aKa, Kako cJI0BO cKa3aya? 5 Xollb yXOM HEe BOWMYIO, /1a [J1a30M
BUXKY!

U nonuta 1 monuta, Hy, IpsIMO 0e3 yIepxKy, BeAb 10 MOTEMHH chinanal Jla y>k Kako chllana, — MpsiMo Kiaa aa
>, —1p

pyKaMH TOTpaBiIsuIa, 9TOOBI Ky4a BhIe Oblta. Hy, cBaThs ToXKe HE OTCTaBaja, Kak MOJCKOYHUT J]a KaK Hadaja

TIepeIUIeTH JIeHEI BeTuIeTaTh! CII0BO-TO BCE BIOOM!
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7 A xor/a 3a KydaMu MEp3IIBIX CJIOB APYT APYXKKY HE BUIHO CTAJI0, PA3OLLINCH. AHUCHS J0MA CBEKPOBKE
Ha)aJIUJIach, YTO CBAThs €l BCIYECKUX KHUCIBIX CJIOB HArOBOPUIIA.

— Hy, u 5 eii HaBamta! TobKo OBI TETIIIOTO IHS JOKIATHCSA, — OHO XOIIb M 33/I0M Halepex HauHeT TasTh, 1a ee,
pyTraTeiabHHUILY, HACKPO3b IPOIIHOET.

CBexpoOBKa-TO €il FOBOPUT:

-BepHo, AHHCHIOMIKA, YK BOT KaK BEPHO, ¥ TaKU JIN OHU TOPIIOTIAHUXH Ha TOM Oepery, — MPOCTO CTPACTb.
[pomny 3uMy U OTpyTrHUBaThCs Oerana, Majo He CYTKH PyTalHCh, 9TOOBI BCIO-TO JIEPEBHIO IepepyraTh. Jlyxy He
IIepeBOINIIA, HACKHITY OTpyTana. BeiIo Ha yMe HINIIO YacHK-IpyToif mopyraThes, 1a onapa Ha MUBO ObLIa
ITOCTaBJICHA, 0osATIach, KaObl He mepecTosuia. [locynnia uimmio Ha cIyThe 3a0ekaTh MOpyTaTh.

A MansIM poOsitam 3a0aBBI HYKHBI, — KaK{ HA Ha €CTh 0a0yIIkn, MaTepH-TIOTAKOBIIIIUIIHI TIOZ0J Ha TOJIOBY
HAaKHHYT OT MOpPO3Y, Ha YIIUILY BEIOSKAT, HATOBOPSAT KPYTJIBIX CIIOB Jia JacKOBHIX. Po0OsATa KaTaroT, ciioBa
6nectar, 3BeHAT. KOTOpEI poOsiTa OKOEMBI — 1aK 3a AEHb-TO MHOTO CJIOB JIACKOBBIX IepenomatoT. Hy, na marepu
HAa JIACKOBHI CJIOBA JJIS1 pOOSAT YCTAJIM HE 3HAIOT.

A JEBKHU — T€ BCC HACYET IICCCH. BLIﬁIIyT Ha yJIMy, I€CHIO 3aTAHYT I'OJIOCUCTY, C BBIHOCOM. Ilecus MEP3HET
KoJICYyIKaM TOHIOCCHBKUMH — KOJICUYIIIKO B KOJICHYYIIKO, 6y}11/1 KPYXEBO )KCM‘-Iy)KHO-6paJ'[L$[HTOBO
OTCBE€YMUBAT IBETOM PAAYXHBIM JIa AXOHTOBBIM. ZICBKI/I Yy HaC BBIAYMIIIIHIIBI. M€p3HLIMI/I IIECHsIMHU BECH JOM I10
nepeny yJaemnsT Aaa yBecsaT. Ha KoHek 3aTeifHO CJIOBO C MPUCKOKOM cKaxyT. I1o kpasim wacTymku HaBecart. Komu
rJie CBOOOTHO MECTO OKAXKETCS, IPHIIAIST CJIOBO JIACKOBOE: « MUJIBIN, TIPUXOIH, TIOOBIN, 3aTIISIbIBA.

BecHoli Ha COJHBINIKE TTIECHH 3aTaroT, 3a3BCHAT. Kax ITUOBI KAKH HCBUJAHHBI 3aI1010T. Bor YK OTOT'O KpaIie
HUTAQC HUYECTO HE KuBeT!

Kak-To mren 3aMopckoii Kymer (3uMy y Hac MPOBOJIMII ITO TOPTOBBIM JIeJIaM), @ I3BECTHO — KYIIIIaM JI0 BCETO
JIeTI0 €CTh, BCIOAY HOC CYIOT. YBHIAI PaclpeKpacHO yKpameHbe — MOPOKSHBI TIECHH, U 1aBaif axaTb OT
YAWBIICHBS Ia pyKaMHU pa3MaxHuBaTh:

— Ax, ax, ax! Kaka aHTHpPECHOCTh JUKOBHHHA, 03 OCPEIKCHUS HAa CAMOM OITACHOM MECTE MpHIIaXKeHA. —
W3noBunics Ja OTJIIOMHUJI KyCOK TECHU, AyMaJl — HC BUAUT HUKTO. Jla, HC BUIUT, KaK *ke! PoOsiTa co Bcex CTOPOH
CJIOB BCAYECKNX HATOBOPUJIM U HY — B HETO HIBBIPATb. KyHCH cIripamrMBaTt TOTO, KTO C HUM HICIT:

-Uto Takoe 3a ITYKHU, KOJIKH KaKUe, YeM OHU LIBBIPSIOT?
-Tak, nycTsku.

WHo3zemerr ¢ OOJIBIIOTO YMa U «ITyCTSKOB» Habpai ¢ coboii. [Ipuiiesn 10Moit, Tae ®ui, KIyCTSIKI» [0 MOy
paccelinai, a necHo paccMaTpuBath crai. [lecHs pacrasiia a TONBKO B yIIax MPO3BEHENA, a IIYCTSIKN MO IOy
TO’KE PACTasUIN [1a KaK 3aIloACKaKMBaIOT KOMY B HOC, KOMY BO 4TO. KyIIIly BEITOBOp ClI€aju, YTOOBI TAKUX CIIOB
Oombire B 130y HE HOCHII.

I/IHOBCMHY 3aropeiioChb NNECCH Ha3aKa3bIBaTh B AHTIUIO BE3TH Ha MOJF0O0OBaHbBE Jla Ha IMOCITyIIaHue.

BoT 1 cTanm neBKaM IecHH 3aKa3bIBaTh J1a B OCOOBIH SMIIINK CKIIaBIBAaTh, TAKH TEPMOSIIITHKH ITPO3BIBAIOTCS.
[TecHro ymoxxaT na 0603Ha4aT, KOTOPO Mepes, KOTOPO 3a], YTOOHI ¢ APYTOro KOHIA He HadaTh. bonpmy Ky4n
HAaIIeITH, a 710 BECHE Ha MEePBBIX MapoXoax OTHpaBIId. [1apoXoanIIIIy Harpy3MiIu 10 TPYObl, B 3aMOPCKY
cTpaHy npuBe3 . Hapoay mro00mBITHO: KakM TaKd MOPOXKEHBI IecHN U3 ApxaHrensckoro? TeaTp HaOmmm
IIOJIHEXOHEK.

Bort simmmku packynopuiy, ecH! MopacTasiyiv Jla Kak B3BUIIMCH, 1a Kak 3a3BeHenu! [la panbiie, 1a 3BOHYE, 1a
u Bce. Jlronu B nagomu 3axJIONANH, 3aKkpryany: « Mo, ummroy». J[a Bexps cioBo — He BOpoOeii: BEITYyCTHIND
— He ToiMalIb, a MECHS YTO COJIOBEH: MpOo3BeHUT — U Bes TyT. K Ham nutroT nucema, aenem: «Ilote nmecen
0oJbIIIe, 3aKa3bIBaM, MaPOX0 bl TOTOBUM, IEHBI'H MIUJIEM, YIIPOCOM TIPOCUM: TIOWTE!»

A cBaThbWHA CBEKPOBKa, — HY, Ta caMas, KOTOpa OTpyTHBaThCsl Oeraiia, — B ICCHU BTSAHYNAch. [1oeT Jja meceHHbIM
CJIOBOM TIOMaxHBaT, a ECHS MEP3HET; KaKk OeJIbl NTHUIIBI JIETAT. BHy4Ka cTapyxuHa y 6a0Ku MOAroJI0CKOM Oblia.
babOkuHa mecHs — xeMuyra Jia OpabsiHTBI CaMOIBEThI, BHYYKHHO BTOPEHbE — KaK U3yMpyabl. CTOIb aHTHPECHO,
YTO YK JyMald B My3el caTh Ha momo0oBaHbe. [la B My3ee-To y Hac, CaMy 3HaeTe, AUPEKTOPa CMEHSIINCH
4acTO U KaXJIbIii HOPOBHJI CBOE€ CMOPO3HUTh, a MMOKYIAIN YTO MPUE3KU CMOPO3AT — OYATO IPUBO3HO JIyTYE.
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" Hy, 6aOKknHy IeCHIO B TEPMOSIIIIHK.
JleBKu MOrOT, 6a0BI TIOIOT, CTAPYXH MOIOT. B Ky3HHIIAX CTYKOTOK CTOHUT — TEPMOSIIIINKN CKOJTaYNBAIOT.
Ha necusix MHOTO 3apabotanu. PaboTa He ckoib TpyaHa. MY)KHKH 3aTOBOPHIIH:

— Ba0g1, 3apabateiBaiite Ooubiie. Hamoemnw xene3Hs! KPBIIIH, B HUX U BUAY HET, U KPaCUTh HAa0. MBI KpBIIH
crenam u3 cepedpa M I030704EHHEI.

Ba6sr HE cniopsT:

— Ham aHrnuiickux JeHer He Kab. ..

My’KHKH BBITIPSIMIIIACH, 00POJaMU TPSXHYJIH:

— Br1 910, 620861, 17151 KOTO TecHU ToeTe? J[aliko-ce MBI UX pa3yBakUM, «IIOYTCHHE» OKAKEM.

My>XuKH 00pOIBI B CTOPOHY OTBEPHYJIH Ui IIECEHHOTO IIpocTopy M Hadaimu. OHO M CKIIaJHO, a2 XOPOIIO, 9TO
He HaM cirymathk. CiioBa Takue, 9To MeHbIIe orio6iu He O0buto! U oiHO npyroro kpemye.

JIyist TeX 1meceH 0COOCHHBI SIIIUKY Aenain. Y Taku OONbIIYIIIIHT, 4TO €/[Ba B YIHUIIHI IpoBopadnBaiu.K BecHe
MOPO’KEHBIX MECEH Ky4YH HaKJIaIH.

3aMOpCKHU KyNIIbl CHOBA MpUEXanu. JIeHbI | MIATAT, AMIIIAKHA TACKAIOT, TPY3AT JIa U TOBOPAT: «UTO mopato
TSOKEJIBI CEeH ToJT MeECHU ?)

My>xuku 60poadu pTH MPUKPBUTH, 9TOOBI CMEXy He OBLIO CIBIIIHO, M OTBEYAIOT:

— DTO 0COOCHHEI ITECHH, C BECOM, C YBa)KEHHEM, 3HAUNT, B YECTh BAIlIUX X035€B. MBI HX 3aBceria O4CHHO
yBaxkaM. Kax kx croBy mpuBeneTcs, kaxHoii pa3 ropopuM: «KaOsl UM HU THA HE TOKPHIIIKU!» DTO IMO-Bamemy
3HAYMUT — BCETO Xopoulero xkenaM.M Tak y Hac HCITOKOH BEKOB 3aBeJEHO. Tak M CKa)XHUTE, YTO 3TO OT
apXaHreJIbCKOT0 Hapoly OCOOCHHO yBa)kKEHHE.

WHozemitbl u 06pagenu. [Tapoxonbl Harpy3uinu, TpyO He BUIHO, (praramu oO0TSHYH. B My3bIKy 3aurpaiy.
IMoexamu. OT HamIEro X0XOTY 10 BOJIE PsIOb oA,

Jlomoii mpuexainu, ceituac — agumim, o0bsBIeHUS. B razerax KpyImHO IporevyaTaiu, 9TO OT apXaHTeIbCKOTO
Hapoay 0COOCHHOE yBa)KeHHE 3aMOPCKON KOPOJIEBE: ITECHH ¢ BecoM!

Kopous 1 kopoieBa HOYb HE CITaH, C paHHETO yTpa 3aJHUM XOJIOM B TeaTp 3a0pajrch, 9TOOB XOPOIIH MeCcTa
3aXBaTUTh. FIX 3HAKOMa CTOPOIKUXA MPOITYCTHIIA.

ITpouemy ocTabHOMY Hapoy C MOJIEH MPa3IHUK OOBABUIN 0 3TOMY cirydaro.Hapony croiapko HaOHIOCH, 4TO
OT IyXy B OKHaX CTEKJIa BEUICTEIH.

BoT snmmmkn HacTaBWIIN, pacKymopHiIn Bce pa3oM. XKayT.Bee Briepen momanuce, 9ToOB HM OJTHOTO CIIOBA HE
IIPOIYCTUTb.

Tlecan mopacTasjiv U — nmovyajaun O6KH3}IBIB8.TB.

Ha gTo 3aMOpcKH KyIIIIE HalleMy SI3BIKY He 00y4YeHBI, a TIOHSIH !
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6.3 A Sauna in the Sea

Once I went to sea in the sauna.

The time came to go to the sea for fishing. All my pals, friends, cousins, brothers and
neighbours were preparing and getting ready for this. By that time [ was completely
exhausted running around on my own business and fulfilling my wife‘s unbelievable tasks. I
lay down for a moment and fell so deeply asleep that I did not hear either cries, or noisy

sailing hurry-scurry.

When I woke up I discovered that I was the only fisherman left.

I did not think for too long. I pulled the sauna house onto the water, put the pole up and
fastened the doormat to it, to get a real mast and a sail. The old door was reconstructed as a
steering wheel. I heated the sauna, got a lot of steam and released the smoke through the
chimney. The sauna started to steam jump alongside the city‘s bank and sailed past the vessels
from Uyma in a lovely admirable manner round and round insinuating something on the

water.

The sauna house corners might appear to be bows, and the sides, to be sterns. The door-

steering wheel does its job well and the sauna’s turns accelerate the speed.

I have stirred in the oven, let the smoke out and increased the steam - [ am in a hurry
turning the door, my steering wheel. The sauna lets itself go, throws water by its corners
miles away and causes an unbelievable local storm. The sea around is still and calm and the
shores look sour. However, in the middle, if one looks at it from aside, something is
spinning, the foam froths, the water splashes and the steam pores as if from a factory

chimney.

Anybody would get scared! Looking from aside, it resembles both a beast and a machine.
The beast is horrible and the machine is even worse. But it does not scare me or my Uyma

pals.

Fish are funny folks, they want to know everything, and sauna news is the freshest one, the

newest, so all the fish hurries to the sauna. And we fish.
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On the fishing boats they fish in a traditional way. But I started to take fish from the sauna
in a new way, the sauna way. I would stir water with a washbasin and fish would think it is
invited for a visit, and swims to the washbasin and streams to the sauna. I do not even have

any space for the fish; I cannot put too much on the sauna’s sitting bench.

Then the fishing boats started to come one by one towards the sauna. In the meantime I get
the fish with the wash basin, fill in the barrels with the fish, store in the hold and the deck is
so full, one cannot see the boards. Then a new fishing board comes. The work goes on in
the corner of the sauna but in the middle, it heats; folks get washed and whip themselves
with rowan brooms. Rowan brooms generate even more steam, heat is lighter and the soul

1s carefree.

Not to waste steam, a smokehouse was made by the chimney without my knowledge. I

have kept the sauna warm and caught some fish.

In a short time I have overfilled all the fishing boats with the fish.

A fishing boat is not a stomach, it will not expand, it is simply not possible to take more

than it can.

We have got as much fish as we could. The rest of the fish was left in the sea to breed.

Full vessels returned home. I have parted with the sauna, shook hands by the door handle
and have promised to come for a visit. When we started moving home, I have paced myself
on the last boat, sat on the deck and started to throw some flour, which made a perfect road
from the sauna to Uyma village. The flour lay on salty seawater and became sour on a

pickle and turned into a dough road.

Right after us the winter came and the water got frozen. From our Uyma village to the

middle of the sea, to the saunas - a perfectly smooth road was formed.

That winter we used to race skates to the sauna. The fish smelled bread and gathered on
both sides of the dough road by the thousands, like Mamay’s hordes. We go to the sauna
and throw the nets in while we steam and wash ourselves and breathe coolness at the
seaside. The nets that are full of fish we place on the skis. We race on skates, waving with

our mittens to the wind showing which direction we need it to blow.
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Our short brushes of bound straw have kept the steam on our way home - that‘s how

quickly we returned home!

We have been fishing the whole winter long and it is impossible to fish all the fish in the

sea.
From that time, the winter fishing started happening.

In spring the ice became soft, a shoal of fish pushed aside a narrow road and it was moved
to many places of abode, for the benefit of good people. By that time the dough grew
finished and moved along the sea, and that is a long distance! Tradesmen took the dough
from the sea into the oven by the spades and pieces of dough were baked to become loafs,

but some turned into fish pies, since fish glued into the dough all by itself.
It was salted deliciously. One could eat salty food and later on drink tea with great pleasure.

If you do not believe me, taste at least one cod of a decent size of at least ten Ib. Then you

would believe me and would die for some tea.

The sauna stopped in the middle of the sea and did not realize, did not understand that we

lost the way to it. It blew up the steam so mightily that our frozen sea started to get warm.

You would not believe it! You can ask the young and the old - everyone would come up
with the same observation - the recent years’ winters have become shorter and the frost was

not so hard as it used to be. This is what my sauna has done with its own heat. *°
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% Baus B Mope

B OnIBaomHoO BpeMs s Ha OaHe B MOpPE BBIIIEIT.

Bpewms npunuto B Mope 3a pr10oii uTTH. Bee ToBapuIM, KyMOBBSI, CBaTOBBS, OPaTOBBS J1a COCENN JIAIATCH,
coOmparoTcs. A s Ha TOT 4ac yOerasucs, yMasuics OT XJIOMOT IO CBOWM JIeIaM Ja MO KOHHMHBIM BCIKHM
HECYCBETHBIM BBIIYMKaM, IPUJIET OTAOXHYTH U 3aCIIal, a CTOJIb KPETKO, YTO KPUKOB, COOPOB M OTHAIBHOIM
CYMATOIITHH HE CIBIXal.

[IpocHycs, OTIAHYICS - ST OAWH U3 MPOMBIIUICHHUKOB B Y UMBI ocTancs. Bee HauncTo ynumm, cyna Bce yrHaIH,
MHE H JOTOHSTH HE Ha YeM.

S ve monro myman. CTOMKHYJ OaHIO YTIIOM B BOJY, B KPBIITY BOTKHYII XKEPANHY C TIOJOBUKOM; BBIIILIA
HACTOSIIIIa MadTa ¢ mapycoMm. Ctapy BOPOTHHY pyJiieM obopotwi. baHio HaTonmi, mapy HaroHWJ, TpyOoit 1eIM
mycTiil. baHs ¢ Mecta BCkadp TOIIIa © MIMO TOPOTy MApOXOTHBIM XOJIOM Jia B MOPE BEIBEPHYJIACh 1 MUMO
HAIIX YeMCKHX CY/IOB Ha TOJTI000BaHME BCe KPyTraMH, BCE KpyraMH IO BOJIBI BaBUJIIOHBI pa3Beral

Y ©aHU BCAKOH yro HOCOM HAET, BCIKa CTOPOHA KOpMa. BopoTuHa-pyib cBoe A€o CrpaBisT, OaHs ¢ TOTO jaena
1 3aII0BOPAYMBAJIach, IOBOPOTAMH OOJIBIIOTO X0y HaOpaia.

51 B meuky moMenai, A6IM ITyCTHII, Tapy MpHOaBwiI, caM TOPOILIIOCH - pyJieM Bopodaro. baHs pa3onuracs,
yIJIaMH BOJZly 3a BEPCTY 3apacKHIbIBajia, HEOBIBAIONIHY, HEBUIAAJIONIHY OTHOMECHY Oypro moaHsIa. Kpyrom
**Mope B criokoe, Gepera KHCHYT. A 110 CepEIKH, €KEIIH CO CTOPOHBI IIISCTh, YTO-TO BHETCH, IIeHa ObeTCs, BOJA
OPBDIOKETCS U ABIM BAJIUT, KaK M3 3aBOJCKON TPYOHI.

TyT 10 KOTO XOIIb TOBEANCH - TIepenoomuTcst! Co CTOPOHBI TIISACTH - TOXO0XKE U Ha KUBOTHHY M HA MAIIHHY.
JKuBoTuHa cTparrHa, a MamuHa Toro cTpamHe. Hy, cTpamHo-To He MHE /1a He HAaIlllUM YEeMCKHM.

Pr10BI Hapo1 TFOOOTIBITHEIN, M BCE HAJ0 3HATH, a B 0aHW HOBOCTH 3aBCET/Ia CAMBI CBE)KH, CAMH HOBBI, PBIOBI K
0aH! CO BCEX CTOPOH 3aTOPOIIIINCE.

A MBI TIPOMBIIUISIM.

C cynoB IpOMBIIIIAIOT T0-00HAaKHOBEHHOMY, KaK PaHbIIE 3aBEJCHO. A 51 ¢ 6aHHM peIOy cTan OpaTh MO-HOBOMY,
mo-0aHHOMY, IITAWKOH B BOABI MOO0IITAI0, ppIOa JyMaT: €e B TOCTH 30BYT - M B IIAlKy cTaifkamH, a K 0aHH
KocsikaMu. MHe U cBaJMBaTh peI0y MecTa HEeT: Ha II0JIOK HEMHOTO HaKJIaeIb !

Craim Ham¥ peIOANIKY Cya YepeioM J1a BCSIKO B CBOIO ouepeab K OaHW MOAXOIUTH, 5 Maiikol peI0y depmaro,
609Ky HaOBIO, TPIOMA HAKIIAAY, Ha IMaxyOe BbIe OOPTOB HaBaJIIO, Ipyro moaxoaut. Ha mecto momHOTO. 3TO
JIeITo ¢ Kparo 0aHu, a B cepeiKu OaHs TOIUTCS, Hapo.{ B OaHM MapuTcs, pIONHOBBIMA BEHUKAMH XBOIIIIETCS, OT
PsOMHOBOTO BEHUKA Mapy OOJIbIIIe, )Kap JIerde U AyX BOJIbIOTHEE.

UToObI IBIM MO3aHAIPACHO HE MPOTajall, y TpyOB! KONTHIIBHY 3aBEJIH, 3TO Yk 0e3 MeHs. S OaHio Tonmi 1a peioy
JIOBHIL.

B KopoTKOM BpeMeHH BCE Cy/1a MOJIHEXOHBKH pIOoi HaOwmiI. CyaHO - He OpIoXo, He pa3naccs, O0JbIe Mephl B
Hero He HaObelIb.

Habpainu peIOBI CKOITBKO B Cy/a 11a B HAC Bie310. OcTaipHy B MOpE Ha pa3BOJl OCTaBHIIH.

K nomy moBopoTHIIHCh TpyskKeHsI cyaa. TyT u s ¢ 6aHel paccraics, 3a IBEpHY YUKy MTOIIPOIIIIAINCS, BIPEIb
TOCTHTD obermmrascs. JloMOH OIIIH - 51 Ha 3aJHEM CYACHBIIIKE cell Ha KOpMe J1a Ha BOIY MYKY CTaJ JISTOHBKO
TPYCHUTh, MyKa Ha BOJBI POBHEHBKOH JOPOXKKOH OT OaHM 10 YiiMEI neria. Jlerna Mydka Ha MOPCKY BOAY J1a Ha
paccosie 3aKucia U TeCTIHHOW TIOPOXKKOM cTaja.

3a HaMU CJIeIOM 3UMa CTYKHYJa, BoJa 3acTelna. M oT camoii Hame#t YitmMsl 10 cepenkn Mops, 10 OaHW 3HAYHT,
POBHEHBKA J1a TTIa/IeHbKa TOPOYKKA CMEP371ach.

MEI B Ty 3UMYy Ha KOHBKaX II0 MOPIO B OaHIo Oerand. PrIObI yaysum XIeOHBIH TyX TeCTSIHHON TOPOKKH U 10 00e
CTOPOHBI COMBANNCH BUIUMO-HEBUINMO, Kak MamaeBsl orguima. Mel B 0aHIO UIeM - HEBOJIA 3aKUABIBAM,
BBEIMOEMCSI, BBITAPUMCS, B MOPCKOW MPOXJIaTHOCTH MPOABIIINMCS, HEBOJIa TOTHEXOHBKH PHIOBI Ha JIBDKU
moctaBuM. Ha KOHBKax OeXHM, BeTpY pyKaBHIIeH ITOMaxmuBaM, TOKa3bIBaM, Kyla HaM ITOBETeph HyKHa.

VY Hac B OaHHBIX BEHUKaX 1ap HE OCTBIBAJ, BOT CKOJIb CKOPO JJOMOH JOCTABIISLITUCK !

Bcro 3uMymky prIOy JIOBHIIH, a B MOPE PHIOBI HE TIEPETTOBHTE.

C Toro pasy ¥ HOBEIUCH 3UMHBI PHIOHBI TIPOMBICIIHL.

BecHoli e MAKHYTB CTall, pRIOBH CTaM TECTSIHHY JOPOXKKY PACTOIKAIN, ¥ TIOHECIIO €€ 10 MHOTUM
CTaHOBHIIIIIAM XOPOIIEeMy Hapoay Ha mois3y. K Tol MOpHI TECTO B MONHY MTOPY BBIXOIMIIO, IO MOPIO IIUIO, & 3TO
He OmKHBIH KoHell. [TpoMBIITICHHUKH TECTO U3 BOJBI B TICUKH JIOTIATAMH 3aKHIBIBAJIH, KOTOPBIA KYCOK MEKCS
KOpOBaeM, a KOTOPBIH PEIOHBIM IIHPOTOM - pbI0a B TeCTO cama Biumana. [IpoconeHo 6510 310poBo. [loemns,
OCOJIOHHIIBCS M OMOCHS Yai MBEIIb B OXOTKY.

Komnu He BepHIb, Tak ChEIIb TPECKH, XOTS OJHY TPEIIIHHY QYHTOB XOTs OBI Ha AecATOK. BoT Torna gaio
3ax0dYenIb ¥ MHE BEPHUThH OyAemIb.

Bans no cepenku Mopsi OcTajach M He TOHUMAT, B TOJIK He OepeT, 9To MBI K Hel JOpOTy MoTepsutH, cama B cebe
Kap pasayBaia, map MojAgaBaia i B TaKy CHITy, 9TO HaIlle MOpe CTYJCHOE TEIUIETh CTalo.

Bor sTromy npuseznercs noseputs! Cripocu y Hac XOIIb CTapOro, XOLIb MAJIOr0 - BCAK OHO CKaXeT, YTO 3a
ITOCTIETHY TOJIBI Y HAC 3UMBI KOPOYEe CTAJIM W MOPO3HI Jerde nonuti. Bee 3To Mosi GaHs CBOMM TETUIOM cAeiaja.
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6.4 Do not listen if you do not like it!

They say so much untrue and slandering stories about our Arkhangelsk land that I have

decided to tell all the way, how it really is here.
All the truth. Whatever I say, everything is true.

Everyone around is my fellow citizen. They will not let me lie. . For example, the Dvina
River is thirty-five miles broad in its narrowest spot, but in its broadest, it is wider than the
sea. We sail on it on the everlasting ice rafts. We also have ice craftsmen. These people run
the ice business. They get the ice from the sea, bring it here and run an ice rental, for those
who wish. Thrifty old women used to make fishing holes in the old everlasting ice rafts.

These holes last for such a long time!

In spring, in order not to waist valuable ice with an ice hole, they used to put it in a cellar to

cool ale and beer.

In the old days as a dowry maidens used to get primarily an everlasting ice raft; secondly, a
fox fur coat so that they had something to travel on and something to put on while going on

a visit to the other side of the river.

In summer, many people come on a visit. Having arrived to see an ice craftsman, they start
to argue, so that they could get a better deal - a better ice raft for three kopeks per

passenger, while a tram costs fifteen.

The ice craftsman pretends that he agrees. He palms off a fragile ice raft - an old, with sharp

ends, barely alive (even though the ice rafts are everlasting, their lifetime can end).

Well the visitors sail around ten miles off the riverbank, as merry as they are, will sing a
song, while the guys watch them and are ready. They will push the visitors with a strong ice
raft, and the old one begins to disintegrate. The visitors start yelping: «We are going under!

Help!”
The lads now will sail and surround them on the strong rafts.

A silver rouble from each of you, dummies. Look, a bear is on his way, as well as the sea

lions! And the polar bear and the sea lions sort of know their routine. They are already on
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the way. And the visitors pay without any haggling fearing the worst. They should know

better next time.

As for ourselves, we rent a raft, checking it out by poking and getting to know how old it is.
If it is older than a hundred years, we will not take it. If it is under a hundred, than it is
young and suitable. We would rig up a sail to go fast. To protect ourselves against the sun,
we would open a parasol. In our place, the sun does not go down in summer. Mister Sun
gets bored to stay on the same spot, so he rolls around throughout the whole sky. Within 24
hours, it can turn up to fifty times. If the weather is fine and the wind does not blow, than it
can even do seventy laps. However, if it rains and it is wet, Mr Sun stands still and takes a

nap.

On the other bank, there are all sorts of good stuff, all sorts of wonder! Cloudberries grow
in big bushes, huge berries might be as big as a pound or bigger, and of course other types

of berries grow there too.

Salmon and cod catch themselves, gut themselves, salt themselves and lay themselves in the
barrels. The fishermen just have to move the empty barrels and put the lids on. The liveliest
fish will gut itself and roll into a fish pie. Salmon and halibut are the champions of that.

Housewives just have to put some butter on and toss the pies into the oven.

The polar bears are trained to sell milk. Their cubs usually sell sunflower seeds and
cigarettes. And all sorts of birds twitter: snowy owls, seagulls, eiders, loons, geese, swans,

northern eagles and penguins.

The penguins are not native to our lands but come here to make some money. They walk
around with barrel organs and tambourines. Others dress up as monkeys and perform
various jokes and tricks. They should not actually dress like monkeys since they have short
legs. But we are not pernickety. Even though they are not real monkeys, it’s all right, as

long as we have fun.

During big festivals penguins dance around with polar bears in a ring, holding hands. They
can even squat-and-kick until complete exhaustion. Seals, walruses, and sea lions make
some music after their own fashion by chirping, whistling, and barking in the water by the

bank.

Chaps would catch a whale or two, fasten them to the riverbank and make them to send

water fountains into the air to cool it down.
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However, it is forbidden for brown bears to come.
In the living area there are poles all over with the sign: “Brown bears are not allowed!”

Once a fellow from above the village of Lyavlya carried a sack of flour, and lost the sack in

the woods.

A bear had found it, rolled around in the flour and became sort of white. He stole a boat and
came to Arkhangelsk driven by water and wind. He just steered the boat! He came to the
market place and changed to the ice raft. First, he thought to make some cash selling
sunflower seeds and ale, or sour cabbage soup. The bear thought if his business takes off, he
can start selling homemade vodka too. However, he was recognised. Everybody laughed his
or her pants off! They bathed him in water. He was wet and sniffed, while locals were

kicking him out of town.

Behind the village of Uyma, the bear started to cry. Well, folks here are kind: they gave him

a string of dry bagels, 8 kilos sugar and asked to come on a visit during big celebrations to

1
get some local buns « *'.

81 .
He 11060-He caymaii!

[Ipo Hamr ApxaHTenbCKOM Kpail CTOJIBKO BCSAKOW HETIPaB/bl Ja HAPACIWHBI TOBOPST, YTO 5 MPUAYMAaJl CKa3aTh
BCE KaK €CTh Y Hac.

Bcro cymimyto npaBny. Uto HU cKaxy, Bce — MpaBJia.
Kpyrom Bce cBoM — 3eMJIsIKH, COBpaTh HE JAIYT.

K nmpumepy, /IBuHa — B y3KOM MECTE TPUALIATH MATH BEPCT, & B IIUPOKOM — IITHUPE MOPs. A €31UM I10 HEel Ha
JBIMHAX BEYHBIX. Y HAC M JICICHUKH €CTh. TaKu JII0IU, KOTOPHI JIJSTHBIM TPOMBICIIOM JKUBYT. JIbJIHHEI C
MOpS TOHSAT Ja IaBaloT B MPOKAT, KOMY XKeJIaTeIbHO. 3aIacIiBhl CTAPhl CTAPYXHU B BEYHBIX JIbAUHAX TPOPYOH
nenanu. CKOJIb TOJIOB IEPIKUTCS TPOPYOB!

BecHoit, 9T00BI 3aHaNIpacHO JHAWHA ¢ IPOpyOBI0 HE Tasia, ee Ha MOrpeOHIly 3aTaCKUBAIN — KBAC, IINBO
CTYTVITH.

B CTapsl oAbl I€BKaM B IPHUJAHO JaBaJIkd MEPHBBIM JICJIOM — BE€YHY JIBAWNHY, BTOPBIM ACJIOM — JIMCHIO I_Hy6y,
4TOOBI OBIIO HA YEM Ja B YEM 3a PEKY B I'OCTHU €31UTh.

JleTom K HaM MHOTO Hapoja npue3kar. BoT IpuayT K JeNeHNKyY 1a TOPTOBaThCs YUHYT, YTOOBI Al JIbIHHY
[I0JIyTYE, a B3sJ1 [10 TPU KOIEHKHU C UelIoBEKa, a TpaMBal MATHAALATH KOIEEK.

Hy, nenennk Hudero, 1y BUay coriaceH. [loacyHeT noximy JIsAUHY — CTapy, UTIUCTY, 9yTh KUBY (JIbIHHEI
XOIITb U BEYHBI, 1a M UM BEK IPUXOJUT).

Hy, nmpuesxu ot Oepera oTheAyT BEPCT C ACCATOK, TOXKE KaK MyTEBHI, TIECHIO 3aBEAYT, a po0sATa YK KapayssiT
(Ha TO JeNbHBI, He IepBOYUYeOHbI). Kpenko JIb THHOM TOJKOHYT, CTapa-To U CHINAThCS HadHeT. [Ipuesku
3apu3xkar: «On, ToHeM, Ooi, clacaite!»

Hy, pobsra cefivac moabeayT Ha KPENKHUX JIbAWHAX, OOCTYIIAT.

— Ilo uenkoBOMy C pblIa, a TO BOH U MEABEND IUIBIBET, 1a U MOP>KEH HalycTuM!
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A MHUIIIKY C MOP’KaMU, BPOZE KaK Ha ’KaJOBaHbE aJIM Ha IOJEHIIIINHE, — CBOE JEJI0 3HAIOT. YK U IbIBYT. Hy,
MIPUE3XKU € NEPENyTy IUIATAT 0 LeNKoBoMy. Bripens He Topryiics.

A MBI CaMH-TO XOpOIIeH KOMITaHHEeH HaiiMeM JIbINHY, CHaJala MemHeH monpodyeM, CKOJIIBKO ei TOI0B
y3HaM. Koun Gospire cra — u He Bo3pbMeM. Kon cOTHM HET — 3Ha4MT, Mojoza u roxa. Ilapyc mis ckopoctu
¥ octasnm. A or COJIHIIa 30HTUKH PACTOIBIPHM Ja BEPTUM KPYTOM, YTOOBI HE 3aropeTh. Y HaC JIETOM
COJTHIIE-TO HE 3aKaTHIBACTCS: €My Ha OJJHOM-TO MECTE CTOATh CKYYHO, HY, OHO M KPYTHT 10 HeOy. B cyTkn
pas3oB 81H$ITLJICCHT o0epHeTCsI, a KOJIM ITOro/ia XOpOoIlIa J1a MOBETEPh, TO U ceMbaecsaT. Hy, konmu noxas na
MOKPECTb, JaK OTJbIXaT, CTOMT.

A Ha ToM Oepery Bcsika OaroziaTs, Beadecko OyaropactsopeHne! Mopolnka pacTeT OONbIIYIIITNMA KyCTaMH,
KpYITHa, ATOABI 10 QYHTY U O0Je, ¥ BCIKa ApyTa srojaa

Cewmra J1a Tpecka caMH JIOBSITCS, CAMU TIOTPOIIATCS, CAMH COJISATCS, CaMU B OOYKH JIoKaTcs. PhiOaku TOJIBKO
0OYKH TTOPO3HBI K Oepery MOoAKaTHIBAIOT JIa JJHUIIIIA 3aK0JAYHBAIOT. A KOTOpa pbida mobdoiiuei —
BBITOPOITUTCS Ja B MUPOT 3aBepHeTcs. CeMra Jia maJTyCHHA JIOBUEH BCeX PBIO B IUPOT 3aBOPAUYNBAIOTCS.
XO035KH TOJIBKO MACJIOM CMa3bIBAIOT JIa B MEUKY MOJICAXKUBAIOT..

Benbr MenBe I MOJIOKOM TOPTYIOT (TIpUyUYeHBI). benbl MeBexkaTa ceMeukaMu Jja TTATMpOCaMH TPOMBITILISIOT.
W nTHYKY BCSIKK YMPUKAIOT: MOJIAPHBI COBBI, YaKH, Tard, Tarapku, TyCH, JIeOSIH, CEBEPHBI OPJIbI, TMHTBUHBI.

81 o

[TuHTBHHEI y HAC XOIIa HE BOASTCS, HO MPHE3KAIOT Ha 3apabOTKH — ¢ IMapMaHKOH X0oaiT 1a ¢ OyOHOM. A
HOBBI 00€3bsTHO 0/1€BalOTCS, BCSIKH IITYKH ITPEJICTABIAIOT, UM M HE TIPHCTAIO OJEBATHCS 00€3bsIHOM, — HOTH
KOPOTKH, HY, 1a MBI HE IPUBEPEUINBEI, HAM XOIIIb U HE BCAaMOJAEIHIITHA 00e3bsHa, UMb ObI CMEITHO OBLITO.

A B OOJBIION MTpa3IHUK /1a BO3BMYTCS TIMHTBUHEI C OSIBIMHA MEIBESIMHA XOPOBOJIBI BOJIUTH, Ja HIIIIO
BIIPHUCAIKY ITyCTATCS — HY, 10 YMOPEHHSA. A MOPXKH Ja TIOJICHHU C HepIiaMu y Oepera B BOJBI XJIIOIAIOT Ja
MOYPKHMBAIOT — MY3BIKY JIEJIAIOT 110 CBOEH Bepe.

A pobsita MOWMArOT KUTa, ajli IBYX, IPUBSDKYT K OEpery Jia U 3aCTaBsT Uil IPOXJIKACHHUS BO3LyXa BOIY
CTOJIOOM ITyIIIIATh.

A OypBIM Me/IBEISIM X0 HACTPOTO 3aIlpEeIIIIeH.
Mo 3awIBI0 CTOJIOBI TTOHACTABJICHBI U HAIIHCH Ha HUX: «BypBIM MeIBeIsIM X0Iy HeT».
Pa3 Be3 My»HMK MyKH MEIIOK: 3TO OBLUIO BBEpXY, BhImIe JIsBimn. BoT MyuK 1 00pOHHII MEIIOK B JIECy.

MenBenp HamIe I, B MyKe BBIBAJISUICS BECh M CTaI Ha MaHep Oenoro. CTalImiI JIOAKY Aa IpHUeXaji B TOPOA: €ro
BOJIOM A2 IOBETEPHIO HECIIO, OH pyJieM Bopouall. Jlo pblHKa Aoexall, Ha JbAUHY nepecen. Jlyman cHayaa
MIPOMBIIIISATH CEMEUKAMU Jia KBACOM, ajib KUCIBIMHU IITSIMH, @ TIOTOM, AyMaT, Pa3’KUBETCS U CAMOTOHOM
ToproBaTh HauHeT. [la ero y3Hamu. Yto cmexy-to 6buto! B Bone Beikymam! MoKpexoHeK, QBIpKaT, a ero ¢
XOXOTOM /12 C TIECHSIMH POo0sITa 3a TOPO.I IOTHAJIH.

3a Viimoit menBens 3amiakan. Hy, y Hac Hapos ToOpBIii: Jaiu eMy BI3KY Kajadel, caxapy MOJIy/ia J1a BeJeH
B MIPa3HHUKH 32 IIAHbraMH MPUXOTUTh.
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6.5 The Star rain

In the autumn sometimes star rain comes. When it goes frequently, we try hard to collect it.

We take out cups, soup ladles, tubs, clay milk mugs, trays, pots, kneading troughs, well, all
types of suitable dishes under the star rain. The rain would settle the light would calm down

and recover. We would pour it in the barrels and put some hop underneath.

What strong ale would appear! We serve it to all the good people for health. As for the police

sinisters, we strike them hard with the same ale so that they roll away from us.

This ale makes us happy and young. The ones who drink it often usually live until they are

approximately two hundred years old.

However, this is not a tale at all, truly, it is like this where we live: all around are our people,

they are all knowledgeable; they would not let you lie. We use to say, “If you do not like it,

you do not have to listen”.*

82 -
3Be3gHoOI fOXKAb
ITo ocenu 3Be3MHOM N0XIb ObIBAT. Kak TOJNBKO OH 3a4acTHUT, MBI €T0 COOMpaM, cTapacMcsl.

Yamku, moBapeiky, yimarsl, KpbIHKY, JaTKW, TOPIIKUA U KBAIITHU, HY, BCIKY K €y MOAXOSALIITY ITOCY Ly
BBITAIIIIITUM TI0]] 3BE€3THOM TOK/b. JIOKIb B TIOCYIaX YCTOUTCS, CBET YTOMOHUTCS, CTUXHET. MBI B 0OUKH
COJILEM, IO OOYKHM XMEIO HACKIIIIIEM.

[TuBo Tako kpenko xuBeT! MBI ’TUM THBOM JTOOPBIX JIFO/IEH YTOIIIIaM BO 3I0POBbE, a MOTUIICHCKAX
3IBIJHEH ITUM )K€ ITHBOM, OBIBAJIO, TaK 3BE3/IaHEM, UTO OT HAC KyOapem KaTsarcs.

Hac-1o caMux 3TO MUBO U BECEIINT U MOJIOAUT. V Hac KT0 9acTo IObET, JICT 10 ABCCTH KUBCT.

Ja 310 He cka3ka Kaka, a B3aboJIb y HaC Tak: BeIb KPyroM Hapo 3HAIOUIIINI, CBOH, COBPATh HE JaayT; y HAC
TaK u 30BeTcs: «He mobo — He ciymiaiiy.
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6.6 Northern lights

In the summer time it is light outside all the time: that‘s why we do not sleep. In the daytime,
we work and in the nighttime, we walk outside and compete in running with the reindeers.
From the autumn, we prepare for the winter. We dry northern lights. To begin with, it does
not stay so very high in the sky. Women and girls pull it down from the roofs of the
bathhouses, and the boys, from the fences. They pull huge armfuls! Well, how do you do that?
You pull it down, turn upside down and it will switch off. Divide it in sheaves, and hang in
the attic. It does not dry — it does not die. Its just that in summer it loses its colours. However,

in the summer one does not need it! By the dark time, it gets alive again!

In winter sometimes, it is so hot inside the house! It is stuffy, completely impossible to
breeze, not even turn one’s nose and you cannot open the door since it is three hundred
degrees below zero outside! If one takes the northern lights, sprinkle some warm water on
them and sets them alight, it will beam so bright and will clean the air; it will smell so good,

almost like a pine tree, very similar to a lily.

Our girls are very fashionable, very pretty; they wear northern lights in their braids as if the
moon is shining! Moreover, they weave stars out of the northern lights and put them on their

foreheads. Dazzling! Like angels!

People sing songs about our girls:

The dawn, the beautiful dawn has many bright stars.

However, in the Uyma village, one cannot count them.

When the girls walk through the village, it becomes covered with the stars.®

%3 CeBepHO cuaHme

JleToM y Hac KpyTJIbl CYTKH CBETJIO, MBI U HE ClIMM. JleHb paboTaM, a HOUYb TYJISIM J1a C OJICHSIMH BIIEPETOHKH
6eram. A ¢ ocenu k 3uMe roroBumcs. CeBepHo cusiaue cyunM. CriepBOHAYany-TO OHO HE CKOJIb BBICOKO CBETHUT.
babkb1 na neBku ¢ 6aHu geprarot, a podsrta ¢ 3abopos. Hageprarot sxu oxanku! OHO 4TO — JepHEIb, BHH3
r'OJIOBO¥ ONMPOKHHEIIb — MOTYXHET, MBI ITyYKaMH CBSKEM, Ha TIOBOJIOKY IIOBECHM U BHCHUT Ha IIOJBOJIOKE, HE
COXHET, He JOXHET. TOJBKO JIETOM CBET TepAT. Jla IeTOM 1 He Mo HyXIy. A K TEMHOMY BPEMEHH OITATh
OTXKHMBAETCSI.

A 3uMoi IpyToit pa3 B u30e kapKo, AYIITHO — HE IIPOJJOXHYTh, HOCOM HE IIPOBOPOTHTH, a ABEPh OTKPHITH HENb3S:
MOPO3 I'paycoB Tpucra! A BO3bMEIb CEBEPHO CUSIHHUE, TEIUION BOAUYKON CMOYMILG U 3axrenib. M cBeTso Tak
TOPHT, ¥ BO3AYX OUYHINIIAT, M TAaXHET XOPOIII0, KaK OBl COCHOH, ITOX0’Ke Ha JIAHBIII.

JleBKkH y HaC MOJIHHUIIBI, MaJIOBOJIHBI, CEBEPHO CHSIHHE B KOCHI HOCST — KaK MECSIl CBETUT. Jla MINTIIO U3 CUSHUS
3BE3]] HAIUIETYT, Ha J100 Hanenat. Ctpacth ckoib kpacuBo! [Ipocto anmenu!IIpo HamUX JEBOK B MECHSIX MeNH: Y
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6.7 Wind in stock

In the morning, I stretched myself up. In our village Uyma, silence is so light and windless.
Then I stretched to the second sky. There the winds have parties - they race with each other.
One young wind hooted at me - it wanted to scare me. I opened my arms, stretched, grabbed
an armful of wind, squeezed it into a handful, in a ball and hid it in my bosom. I could have
put it in the pocket, but I only had my underwear on - I do not have any pockets in the

underwear.

Other winds-varmints came towards me in twos and threes. They wanted to sweep me off my
feet. Nevertheless, how can one do that if my feet rest against the barn? I have captured many
young, gentle and playful winds. Than the old ones started to grumble, tossing, and attacked

me one by one. Well, I had to hide them in my bosom too.

The chief wind rumbled with thunder and hit me with the storm. I smashed the storm too. |
captured all kinds of winds: hot, humid, winds that blow in the same direction and those

blowing in the opposite one. I filled my bosom full of winds.

Winds warmed up, they began to speak, to whistle. I buttoned my shirt to the top, tightened
my belt, and told the winds to sit quietly and do not speak before I say so. I said that no one

would be left without something to do.

I came back to the barn and my shirt expanded on me. If it had not been homemade, it would

have exploded. My wife asked:

- How come you’re so fat? Have you been eating too much?

- No, the wind puffed me up.

I shook the winds off in the sauna, locked it and propped up with a stick. That is my wind
stock. If my neighbours or I decide to go to the sea, I would attach a wind nicely to the boat.
With your own wind, which blows in the same direction as you go, one can travel faster than
any speed steamboats. When it is calm outside they would fasten a wind to a windmill. People
use wind to dry the clothes, they use it to clean roads and attach it to many other home

gadgets. Winds are used to calm babies in cradles; there is even a song about it:

-1 took you as my nanny, wind...

Sivolday the priest came running; he was out of breath and could hardly talk:

30pHU y 30pEHBKH MHOTO SICHBIX 3BE3/,A B JiepeBHE YiMe UM U cueTy HeT.J[eBKH 10 JepeBHe MOUIYT — BCs
JIEPEBHS BBI3BE3/INT.
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-Hey, Malina, how on earth do you manage to get so much income without much of expense?

Could I have this special tool?

In my hands there was a piece of wind and I was about to sweep the living room floor.

Therefore, I gave this piece of wind to Sivolday:
-Here, take it!

The priest was shaken and thrown on top of the weather vane mast as if it was a chimney.
Sivolday grabbed it hard. The wind was not far behind, it blew his clothes wide and started
turning the priest around. Sivolday mumbled something and made the same noise as the
weather vane. He was spanned over the village for a long time for our entertainment. Since
then we stopped to be bothered by the preacher’s mumbling, it went right past us into the

wind and we forgot how to listen to it.>*
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¥ BeTep npo 3anac

PanHNM yTpOM HOTSAHYJCSA Aa BBepX. Y Hac B YiiMe THIIb cBeTias, Oe3erpas. [loTsaHycs s 1o BToporo Heba. A
TaM BeTpsiHA T'YJISTHKA, BETPSAHBI eperoHKu. OWH BETep MOJIOIOH 3aCBUCTEN J1a Ha MEHS — HAaIlyraTh XoTel. 51
PYKH PacKHHYII, IIOTSHYJICS, OXBATHII BETEp OXAaIKOii, CXkKajl B TOPCTh, B KOMOK J1a 3a 1Ma3yxy cyHysI. CyHyI ObI B
KapMaH, J1a 51 B NICIIOJJHEM OBLI, a Ha HCIIOHEM Oellbe KapMaHOB HE HOITY.

prI‘I/IC aJIyHBI BETPbI HA MCHA 110 JIBa, 110 TPXU HAJIETAJIN, XOTCJIN C HOT' CBAJIUTD. A kak MeHsA CBAJIMIIb, KOJIHU
HOTH y MCHA Ha IOBETH yHepTBI!

51 MOJIOJIBIX BETPOB, HTPHUBBIX JIa JIACKOBBIX, MHOTO HAJIOBIJI. TYT CTaphl BETPHI 3aBOPYAIH, 3aBOPOUAIHICH — U B
MeHs. Bpocunmcs onua 3a oqauM. Hy, 1 nx 3a ma3yxy ckiai.

Crapocra BETpsIHOM T'POMOM PacKaTUIICs, B MEHS IITOPMOM yaapuiics. S u mropm cMmsii. Hanosui Beskux
pa3HBIX BETPOB: CYXOBEIHHBIX, MOKPOIIOTOJHBIX, CYIPOTHBHEIX, IOy THEIX. BeTpamu moiHy ma3yxy HaOwiI.
Betpsl corpenuch, pa3roBapuBaTh CTaJH, KOTOPHI TOYPKUBAIOT, KOTOPHI TOCBUCTHIBAIOT. SI BOPOT y pyOaxu
3aCTETHYJI, MOAC MOATSHYJI, BETPaM BeJIeNl TUXO CHETh, IIPEK/IE Jiesla He cKas3biBaThes. Ckasal, 9To 0e3 nena
HUKOTOPOTO HE OCTABIIIO.

Ha moBeTs BopoTHics — Ha MHE py0Oaxa pa3aynack. KaOsl He oMoTkaHa OblTa pybaxa — omHyna 061 XKoHa
crpocuia:

—Yewm TbI 3K pazbenca?
— He passerncs, a BeTpom moxomics.

BrITpsic st BeTpHI B X0JI0AHY OaHIO, Ha 3aMOK 3aIep, ajJKkoi mpumnep. DTo Mol BeTpsiHOit 3amac. Komm B Mope
3ac00MPaOCh CaM MM COCEJH, s K CyIHY CBOH BeTep npuiaxusato. Co CBOMM BETPOM, 3aBCET/Ia MTOITYy THBIM, MBI
XOJVITH CKOpee BCSIKUX MapOX0I0B-CKOPOXO00B. B THXy mopy BeTep K MEITbHUYHBIM pa3MaxaM IPHBSI3BIBAIIH.
Berpom Genbe CyMmmin, BETPOM YIIHUILY YUCTHIIN U K APYTHM PAa3HBIM JOMAITHOCTSIM IIPUCIIOCOOIISUTH. Y Hac
BETEp MAJIBIX POOST B JIOJIBKAX Kadall, IIPO 3TO U B TIECHE TTOETCS:

B usaHbKH 5 TEOS B3siIa,

BeTep...

IMpubexan mon CuBosgaii, 3ampIkancs, 9yTh BHITOBAPUBAT:

— Yewm THI, ManuHa, Jiena ycTpanBath, 0€3 pacXxoay UMeEIIb MHOTO J0X0ay? Jlaiiko-ce MHE 3TOTO CaMOTO

pucIoco0IeHbs!

'V Mens B pykax GbUT BeTpSIHO#M 0OGPEIBOK, COGMPAICS FOPHHUILY MaxaTh. I 5TOT 0GPHIBOK CyHys CHBOJIIAIO:
— Ha!

[Toma TpsixHYIIO Ma HAa MadTy A Qirorapku 3akuHyI0. CuBoNIail 3a BepXymIKy MadThl Buenwmics. Berep He
OTCTAeT, IIOIOBCKY IIUPOKY OJIEXKY pa3my u KpyxuT Cuonmas. CHBOIIAl 9TO-TO TPEIIIINT, KaK

Hacrosmma ¢urorapka. JJonro mon CuBomaaid Haj IepeBHEH BepTecs, HAC MOTENIal. TOJBKO ¢ TOW MOPHI
MTOTIOBCKA TPECKOTHSI HAa HAC JICHCTBOBATH TIepecTaia, MUMO HAC Ha BETep TONLIA, MBI CITYIIATh Pa3yduInuCh.
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6.8 Eighteen-Versts-Long Trousers

I slept well for all my strength. I woke up, stretched, put my feet against the hay barn, and
stretched and stretched my body. I stretched towards the city, even as far as the market,

where they sell all kinds of textiles.

Merchants had opened their shops. Clerks and police officers wanted to get in the shops.
They wanted to get some bribe from the merchants; to begin with, it depended on their

rank.

To exercise my hands, I throw officials in the swamps, onto the bogs I throw them.
Fashion-loving wives of the officials came to waste money — their husbands did not work
hard to earn them so it was not difficult for the wives to spend. I did not permit the
fashionmongers to trample on me; I am not a pavement for the fashionmongers to get to the

shops.

Merchants come to me bowing, starting polite conversation:

-Oh, how very wonderful, Malina, that you have sent police officers and officials-robbers
into the swamps. They are eager helpers for us to make more money, but they rip off our
skin too. Without fashionistas, we sit at the counter without revenue. How much do you

want for clearing off the passage?

- am not very covetous; sew some trousers for me fitting my present height. I do not ask
for a shirt from you, I wear a homemade one. Measure my pants before they stretch beyond

eighteen miles; add five miles for me to grow on.

The bellies of the merchants got tight, the faces got long and flushed, and the eyes became
white like the buttons on the underpants. The merchants would have loved to call the police
but they were far away - it is not close to the edge of the swamps! They have collected the

textiles and sewed a pair of eighteen-mile long trousers with a five-mile margin.

I went home and put myself in my living room. My trousers fell down as a textile mountain

all over the village; they piled up on the road and twenty-seven country yards.
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My wife called and all the godmothers and relatives came running with scissors and
needles and started to model, to cut, to sew and to fasten the buttons. Within an hour, all the

men, elders and boys, put on new trousers.

Only the priest Sivolday did not get any pants, but they are not visible on him. You never

know if he walks in trousers or in a skirt.

Where we live, our merchants used to pull money and stone houses off us at all times. I
have also managed to reach out and pull the pants from the merchants for the whole Uyma

village.

They thought in the city that I would stretch back to them again, and got ready to catch me

and to bill me for their losses.

I stretched and stretched but in other directions. Wherever I stretch, my feet rest in the

living room, so that I do not have to go anywhere. I rest my hands and sit at home.*
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85 bproku BoceMHaIaTh BepPCT AJMHBI

Bricnascs s Bo BCro CUITY. HpOCHyJ’[CH, TIOTAHYJICA, HOTaMH B TOBETH YIIEPCA, a CaM TAHYCbh, TAHYCb JICTKOM

MOTATOTOM. 210 Tropoda BBITAHYJICA, 10 PBIHKY, 10 KPAaCHOTO pAaa, /1€ BCAKUMA MaTCPUAIMU TOPTYIOT.

KyHHBI CBOH JIABKH OTBOPUIJIH. YUHHOBHUKH Jaa HOJ'[PI[IGFICKH B JIaBKU MIMBITHYTH XOT€JIN, B3ATh C KYIIIIOB I10

B3ATKE, — 3TO JJIA MMOYUHY: KOMY CKOJIBKO IO YUHY.

Sl pykn pa3MrHaI0, YMTHOBHUKOB IT0 00JIOTaM, IO TPSCHHAM KHAar0. MOIHHIIE YMHOBHHUIEI TPHOEKaTH ICHBIH
TPAHXUPUTH — MY)Kbs HE TPYAOM HAXHBAJIH, )KCHaM HE TPYAHO MPOXXKHUBATh. S cebst TonTaTh pa3pelieHus He

Jai, 4 HE MOCTOBas, MOJHHUIIAM J10 JIaBOK X0y HET.
KyHHBI KO MHE C TOKJIOHAMH1 U C BEXKJIUBBIM pPa3sroBOPOM:

— AX, KaK OYC€HHO 3aM€YaTCJIbHO XOPOIIO, MaHI/IHa, YTO Thl YHHOBHHUKOB J1a HOHHHCﬁCKHX rpa6HTenef/'I Io
6osioTam pacupeaciani. Onu HAM U IEPHBBI ITIOMOITHUKH KallUTaJIbl HAXKUBATh, 1a YMCIOT C HAC IIKYpPy CANPATh.

A 6e3 MOJTHUII CHANM MBI 32 BRIPYYKO# 0e3 BRIpY4YKH. CKOJIBKO XOIIb OTCTYITHOTO 32 OCBOOOKICHUE Mpoxoa?

— Jlo neHer s He MOpaTO MAIOK, CIIEHTe MHE IITAHBI HA TETIEPENTHOI Moif pocT. Pybaxy ¢ Bac He mpomry —
JOMOTKaHy HOITy. Mepa mITaHam, IoKa Jabllle He BEITSHYJICSA, BOCEMHAIATh BEPCT, IpHOaBhTE HA POCT IIATh

BEPCT.

VY KxymmoB Oproxa MOATSHYINCH, POKH BBITSHYIJIHCE, POXKH ITOKPACHEIH, IJ1a3a T00eJIeN, KaK IyTOBHIBI OT
MTOMMITAaHHUKOB. KyTIIIe! 1 pagpl OB MOMHUIIEHCKUX TO3BATH, 1a T€ AaJIeKo, 10 0ojoTa He OIMKHON KoHer!

MaTepI/I}O co6paJm, MITaHbI COINWUIA BOCEMHAAIIATUBEPCTOBBIC C IIATUBECPCTOBBIM 3aI1aCOM.

51 peIHOK OCBOOOIMII: BBIZHSUICS y ce0sl Ha MOBETH. Bproky ymanu Marep4aroii ropoil monepek AepeBHH, TOpOTy

3aBaJinIv, ABAAaTh CEMb JIBOPOB 3aKPBIIN.

Ilo KOHMHOMY 30BY BCC CBAaTbU, KYMYIIIKHU cOexamcs ¢ HOXHUIIAMHU, C UT'OJIKaMH U IIPUHATINCH KPOUTH, PE3aTh,

IOUTH, IYTOBUIBI IIPUIINBATH. B OOHOYAaCh€ BCC MYKUKHU, CTAPUKU U pO6}ITa B HOBBI 6p}OKI/I OJCIINCH.
Tonbko OOHOMY HOITY CI/IBOJ'[J]aIO IITaHOB HC XBAaTHUJIO, J1a HA HCEM HE BHJIHO, B IIITaHAX aJIU B 100Ke UaerT.

C Hac KyIIIIbl BO BCEC BpEMCHA BCC TAHYJIN ce0e: ¥ KanuTaJbl 1 KAaMEHHBI Jaoma. HOBGHOCB 1 MHC IIOTAHYTBCA U

CTSIHYTb C KyIIIOB LITaHbl Ha BCIO YHMY.
B ropoxy mymanm, S K HIM HIIIIO MOTSHYCh, UMaTh CTOTOBIIINCH, CUYET 3@ YOBITKH ITPUTOTOBFIIH.

sl TIOTATHUBAJICA, J1a B APYTH CTOPOHBI. Kyﬂa HU IOTAHYCh — HOT'Y BC€ HA MOBETHU, U XOAWUTH HE HAA0: PYKH CIIOXKY

— ¥ JIoMa CHXY.
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7.  Translation challenges.

7.1 Back to Chukovsky

Translation of Pisakhov*s texts was overall a very educational process. It provided a
possibility to go back in time and place and recreate my childhood‘s impressions and
memories; knowledge and message, pictures and senses awaken by the author‘s speech. My
translations aim to rediscover Pisakhov‘s language and style, which was, to be honest, a
challenging task. I believe I had some advantages in receiving and interpreting Stepan
Pisakhov’s language because we came from the same geographical area and, largely, the
same dialectal area. We also share the cultural reality of Arkhangelsk. However, there was a

lifetime between completely different life circumstances and us.

I have tried to recreate the linguistic portrait of Pisakhov and I think I have managed to do it
to some extent. Pisakhov‘s narration, his literary manner and creative style were not easy,
sometimes even impossible, to translate into another language. Chukovsky says that changing
style of author‘s writing would change the image of the writer. ». (Chukovsky, «The high art»
p-9)

I tried to preserve it without excluding Pisakhov's words.

Korney Chukovsky writes in “The High Art” that the translator should have a rich
vocabulary. In my case I would claim that while translating Pisakhov°s tales, I have
definitely enriched mine. Pisakhov‘s language is so peculiar for the region that the challenge
was to find the exact nuance of the meaning of the words. It is not up to me to assess to what

extent I succeeded in my translation work, though.

All in all, translation challenge was to translate not only the words, but the idea and style
too. I think in that respect Blackwell Boyce did a brilliant job! I strongly recommend his
translation of Pisakhov ‘s tales. The art of translation is definitely a fascinating area of study

and mastering.
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7.2  What were my translation challenges?

First and foremost, Pisakhov‘s language bears an oral narrative tradition, he talks directly to
the reader and appeals to both mind and senses of the recipients-readers and listeners,

stimulating them.

I would claim that Pisakhov‘s narrative aims are to challenge most of our senses. When he
skilfully describes northern lights, the reader visualises the natural wonder and beauty
(sight). When a female character Perepilihka screams and blows everything off her way, the
reader can imagine the sensation of a mighty sound (hearing). In the tale “Sugar Radish”*
Pisakhov describes an extremely good sugar radish that has grown in the area one year.
Local population makes all thinkable and unthinkable dishes from the vegetable. The
author‘s description of the taste and cuisine appeal to our sense of taste. The “Sour cabbage
soup”™’ tale refers to the local beverage “kvas”, made of water and rye, and awakes the sense
of smell, which is so strong that local producers have to fasten the cork in the bottleneck
very tight to keep it in place. Characters in the tales touch natural wonders like northern
lights (“Northern lights”) and make things and products out of them (sense of touch). To
sum it up, the author appeals to all the human senses in a very creative way. He provokes a
play of imagination in such a way that one’s intellect is challenged in the process of
cognition. Processing of strong emotional impressions through the five senses stimulate the

reader‘s perception of the context, their assessing abilities, reason and argument.

To make a translation that appeals to these five senses to the same extent as Pisakhov did

was challenging for me.
Secondly, how to preserve humour, the comic effect of the original?

Quite difficult, I would claim. The cultural background of the writer, the translator and the

reader can be very different and may result in an inadequate perception of the text.

Pisakhov is a master of humour. Through the monologues of his main character Senya
Malina, Pisakhov makes his audience respond with all types of laughter: warm humour,
irony, satire and sarcasm. The author sympathises with common people and presents them in

a humoristic way. For instance, Senya Malina is described by means of mild laughter: he

8 «Caxapna peapka». ( C. ITicaxoB)
87 «Kucb mtu».( C. [Tucaxos)
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becomes too tall after stretching in his living room. Irony is by the author to have a little
laugh at the expense of the fashion girls in Arkhangelsk, featuring their limited area of
interests. Satire is used to present bad people like the priests (Sivolday) and policemen who
are hungry for money. Sharp ironic effect is presented through sarcasm, which is not
overwhelming in Pisakhov‘s texts but appears to some extent while criticising those in
power. To preserve these shades of laughter was to some extent challenging too because of
the cultural implications involved. Here the oral style of narration would play a crucial role. |
tried to do my best to convey this oral style through close translation and careful word
choice. I think that Blackwell Boyce did a very proper job giving a sense of oral tradition in
English translation, too. However, he has a tendency to omit some words and expressions or
to add ones that were not in the Pisakhov‘s context to emphasize the spoken word and the
humorous spirit. Thus, the “Insterventy” tale starts by :”(...) I am not fond of remembering
that time of troubles-but okay. I°ll talk about them anyway.” In Russian original “...of
troubles® is absent. The Intervention time was difficult, which is implied and understandable
for the Russians. However, the Anglophone reader might be unaware of that important
detail. Probably that is why Boyce added the word to the text. (Blackwell Boyce, “Senya
Malina Tells It Like It Was”. Selected tales by Stepan Pisakhov”, 2014, pp. 109-111).

Moreover, there are the dialectal features.

I have devoted attention to dialectal features of the Arkhangelsk region in chapter 3.
Probably the translation of dialectal peculiarities was my biggest challenge. Indeed, how is it
possible to transfer these kinds of specialties to another language? In my translations, these
issues are lost since I did not find a good identical solution for translations of dialectal
features. Phonologically, the choice of particular forms of the words, truncations or oral

variations are next to impossible to translate.

I could not find the evidence of solution for that linguistic issue in Blackwell Boyce‘s
translations either. It seems to me that the translator tries to preserve the feeling of authentic
language through other channels. He keeps, for instance, transliterated Russian words in the
text. In the tale “Waist: 32 length 966,147 Boyce uses the word “byrokraty” (6ropokpartsr),
meaning “bureaucrats” in English, or “Dyadya” (nss) for uncle, or “prosteetye!”
(ITpoctute) for Excuse me! (Boyce, “Senya Malina Tells It Like It Was”. Selected tales by
Stepan Pisakhov”, pp 21-23).
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Another issue in question is the translation of the village name, Uyma (Viima). Blackwell
Boyce translated this name as “Weema” in a phonetic imitation of the Russian “yiima”
meaning “plenty or in abundance”, according to most etymological dictionaries. However, it

might also mean a “big deep forest” (see V.V Vinogradov “A History of Words”).

http://wordhist.narod.ru/ujma.html Therefore, it is questionable which meaning of the word
“Uyma” must be translated into English. There might be several variants. At least by using
“Weema” Boyce tried to present a sense of phonological dialectal feature of the Arkhangelsk

region.

When I read the tales in Russian, I definitely hear the voice of the author and I doubt that 1
have managed to reproduce Pisakhov‘s voice fully in my translation. In some of the tales
Pisakhov‘s voice comes from the mouth of the main character. This form for narration is

often called character—narrator and comes on behalf of Senya Malina.

However, in other tales the narrator is represented as «mb» (Eng. “we”). The author identifies
himself with a larger audience, presumably with the villagers of Uyma or the denizens of
Arkhangelsk. I believe that in these cases the author is a character. This type of
autobiographical narrative can be observed in e.g. “The Life of the Archpriest Avvakum”
from 17"-century Russian literature. In Russian typology, scholars pay special attention to
who the narrator is and how close s/he is to the real author. Pisakhov is definitely not a neutral
narrator. He is present in the text in one way or another. His voice is clear and strong. I would
claim that he is not an author—narrator either. The narrator here is not contextually marked
and the narration comes from the 1% person singular. Usually the author-narrator does not take
part in the action directly, which is the opposite of what happens in Pisakhov‘s case. The
author uses Senya Malina, the protagonist, as a so —called first person narrator who tells a
story from the “I” or “we” perspective. When the author-character speaks, the recipients get a
feeling of trusting the text. For example, essays, and letters written by Stepan Pisakhov
represent his own narration where he speaks from his subjective point of view and addresses

various addressees: writers, poets, friends etc. It is him who is the author-narrator there.

Of course, the ideas of the real author and the author narrator can be very different. I get a
feeling that, in a way, Pisakhov played not only with the readers and listeners but also with

his own persona. I have found this issue somehow interesting and challenging for translation

¥ «Kurne nporomnona ABBakyma.
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too. Since, concerning the point of view in Pisakhov*s texts, his narrative is not always
explicit, I have found it difficult to know what role the narrator plays in each tale. Therefore,
I translated the texts directly in the hope that the readers themselves would be able to make a

judgement about the narrator’s function.

Pisakhov often plays with words and their forms, which are next to impossible to translate
adequately because of the differences in the structural systems of the source and target
languages. In Russian, one can often create forms of different word classes from the same
root, which is not necessarily the case in English. Let me illustrate this statement with one
example. In the tale “Star rain”, Pisakhov derives the verb «3Be3nanyTb» from the Russian
«3Be3aa» (a star). In English he word means “to hit/strike”. Therefore, one cannot translate it
by merely using the root of the word “star” because then we would get a completely
different meaning of the message. At the same time, we have to translate with the verb “to
hit” and hence we miss the word play of the noun and the verb that correspond to their roots.
That way, in the translation, the particular effect created by the author will be lost. One can

find many examples of similar nature in Pisakhov and elsewhere.

Let us take a couple of examples from Blackwell Boyce’s translation of Pisakhov*s texts.
There is a tale called in Russian “Instervents” (“UuctepBentsr’”) that is translated by Boyce
as “Intervention!” One can observe that there is an attempt to translate the message of the
story. However in that respect it must have been translated as “Interventionists” (as
characters and subjects and not as a concept or process.) Here is a huge difference. In the
footnotes, Boyson Bryce explains the intervention of Allied Forces in 1918 in Arkhangelsk,
which helps considerably to understand the historical and political setting of the story. Still,
“Instervents” is not the same as “Interventionists”. The first word is Pisakhov‘s neologism. It
actually comprises the word “intervention/ interventionists” and the word “sterva”. Pisakhov
melts them together and creates a completely new derogatory meaning by naming the
foreign troops that are not welcomed in Arkhangelsk. The Russian word “sterva” might be
translated as “bitch” into English. Hence the question is, how to translate the title of the story
while adequately preserving shades of meaning with a satirical touch? In my opinion, that
particular case illustrates an inaccuracy in translation and a loss of the important message of
the author. However, the question is how to preserve Piskhov's play on words, making
neologisms and keeping this original feature in translation. To entitle the tale “Malicious

interventionists” will lead us to a loss of word play and humorous accent. To allow for the
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word play, I could suggest a self-composed word “InterventionisTarts” (cf. also Boyce,

“Senya Malina Tells It Like It Was”. Selected tales by Stepan Pisakhov”, pp.109-111).

Another interesting attempt to solve a translation challenge is the title of the tale “Eighteen-
versts long trousers™.* «Bprokn BoceMHamats BEpeT mMHED. Boyce chose to translate it in
a very creative way “Waist: 32 Length 966,147”. I suggested, “Eighteen-versts (possibly
miles) long trousers”. My argument is as follows. To measure length of the road by the
beginning of the previous century in Russia, people primarily used the term “versta”
(Bepcta=1066, 8 m). In the English speaking world the most widely used term at the same
time was “mile” (muisa= 1609, 34m). There is obviously some difference in the measures but
they reflect the most common ones in different cultures. In the tale’s text Boyce also uses the
word “versta” but it is absent in the title. Hence, for me being a native speaker, it is
interesting to notice an original approach to the translation of the title. However, it is far
from its real meaning. The expression ”Waist: 32 Length XXX is to be found in the modern
garments. | doubt that the peasant Malina had a chance to choose trousers with those

measurements 100 years ago. I think they have hardly existed. I might be wrong, though.
(Boyce, “Senya Malina Tells It Like It Was. Selected tales by Stepan Pisakhov”, pp. 21-23).

Boyce does not always solve these kinds of problems successfully. His translations are

interesting and valid but not necessarily accurate and precise.

An example of dialectal features tempting to write about is, for instance, the reduction of the
final morphemes, especially in the adjectives. Here are some examples from the tale “Frozen

songs”:

“Mopoxkensl» instead of «mopoxensie» (frozen)

«3arpannusbD instead of «3arpannunsie» (foreign)

«imackoBb» instead of «rackoBsie» (gentle, kind)

«cTpaHHa, JuInHHaY (riecHs) instead of «cTpannas, AnuHHas» (strange, long)
The same feature is also observed in the verbs:

«OTtcBeunBary instead of «orcBeunBaet» (reflects)

The expression «/lakoce» in «Jlakoce U MbI UX pa3yBaXuM, CBOE TTOUTEHHE MTOKaKeM» must
be a form that might be translated as «maiite Ham» (let us show you some respect). This one

is quite difficult, since it is only used in a narrow dialectal area.

8 ((Bp}OKI/I BOCCMHAALIATh BépCT JIIHUHBID).
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«Kabs1» is and oral archaic folk poetic form for “ecnu 651» (if)

«Cmnozapanky» (early in the day) is an adverb that is both archaic and colloquial.

These are the examples of words, which are not possible to translate adequately, from my
point of view. Neither Blackwell Boyce nor I have managed to succeed here. Instead, we

have used the grammatically and lexically correct, normative forms of the above words.

8. Conclusions

8.1 Impressions from the work on the thesis and self-evaluation

My research in Pisakhov‘s texts and language was awaken by my childhood*s vivid
impressions of the literary tales inspired by the rich northern language of ordinary people.
This language had helped people to survive in the harsh northern conditions. They passed
knowledge and wisdom through the language during many centuries. Pisakhov, a talented
man from Arkhangelsk who was born in difficult times for the country with its reforms,
revolutions and wars, survived them all and contributed to the development of the cultural
heritage of the local area by painting beautiful pictures of nature and by creating wonderful

and witty tales that are still viable.

The process of research took a long time. Deciding on the topic and the research question
demanded time and space, as was collecting relevant material for research work including
primary sources, the texts by Pisakhov (until recently, they were hardly available in

Norwegian libraries).

My thesis was overall a culmination of my studies of Russian at the University of Tromse. It
has contributed to my deeper understanding of literature as a form of art, and appreciation of

Pisakhov‘s linguistic choices that have marked his style for decades.

Studying primary sources was especially interesting. Getting to know the author better helped
me to understand the realities he had to live through. This in turn was absolutely necessary to
be able to understand Pisakhov*s style, which helped to make adequate translations of his
contexts. I was lucky to get access to many interesting old materials about Pisakhov in the

archives of the Arkhangelsk Regional Scientific Library named after Nikolay Dobrolubov.
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”90, which was

Old publications, newspaper articles from the local newspaper “Pravda Severa
published since April 1, 1934, in the lifetime of Pisakhov, my grandparents and my parents,

was almost a divine experience.

In the issue of 06.11.2014, an article called “Pisakhov‘s autumn celebrations in
Arkhangelsk™' reminded readers of the 135th anniversary since the birth of the artist and
writer. “The Northern wordsmith is 135 years old. Stepan Grigorievich’s round date was
widely marked in the museum of fine arts by «Pisakhov autumn celebrations» at the end of
October. Exhibitions were opened in Arkhangelsk, Uyma and Krasnoborsk. The celebratory
events will last until the end of the year».”* («IIpaBxa Cesepa») (06.11.2014).
http://pravdasevera.ru/culture/-pv228s0s

To what extent does Pisakhov combine tradition and novelty in his texts? Obviously, he uses
both. Pisakhov was a product of his time and place, influenced by various dramatic
experiences in his creative life. His Pomor heritage had become a foundation for his
traditional use of Northern Russian tales. His individual creativity as a writer and entertainer
provided innovation and novelty in the genre of a fairy tale. Pisakhov‘s literary language
emerged from the deep roots of his family and the Pomor linguistic environment and was
enriched later in life under the impressions of his travelling experiences and historical

collisions. I think tradition and novelty are well balanced in Pisakhov‘s texts.

What could have been done better? This question is rather difficult to answer because there is
no end to perfection. I have tried to do my best in this research paper to show the uniqueness
of this outstanding writer from Arkhangelsk that deserves to be well known all over the
world. His texts are very kind and educational; they can contribute to the enriching of the
readers‘ language and knowledge. I could have probably spent even more time translating his
texts or work through translation theory. Dialectal translations are the most challenging part in

my work process.

% (IIpasna Ceepa».

! (ITicaxoBCKHE OCEHUHBI B APXaHTeITbCKEN.

92«CeBepHOMy BonmeOHUKY cioBa — 135 ner. Kpyrayro naty Crenana ['puropbeBrda OTMETHIIM B My3ee
n300pa3suTeIHHBIX UCKYCCTB «[IMCaxoBCKUMU OCCHHHAMI B KOHIIE OKTAOPS JTOBOJIBHO MIUPOKO. OTKPBIINCH
BBICTaBKH B ApxaHTenscke, Yitme, KpacHoOopcke. OgHako MEpONpHsATHS, TOCBAMICHHBIE 3TO naTe, OyayT
MIPOXOJUTH €Ile A0 KOHIA r0/1a.»
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8.2. Experiences and recommendations

My work on the thesis was an interesting travel in time, space, history, theory of knowledge
and understanding of human nature. I learned much about myself and acquired some
theoretical knowledge that would be of use to me in my teaching practice. This has been an

enrichment of my personal and professional life.

Critical thinking was an important tool in my work with the thesis. It helped to distinguish

relevant sources, evaluate, and select types of material to be used in my work.

I would recommend future students to do a research in Russian literature, which has so much

to offer to every reader.
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