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Abstract: The article discusses Viktor
Shklovsky's concept of defamiliarization
(ostranenie) from a broad perspective,
including criticisms of it, its
contemporary ramifications and even
parallels, such as the Brechtian V-effekt.
The author then moves on to a broad
approach of Lev Tolstoy's work from the
perspective of the previous
considerations regarding the shklovskian
term, bringing to light various
particularities of Tolstoyan poetics that
tension Shklovsky's formulations.

Resumo: O artigo discute, a partir de uma
perspectiva ampla, o conceito de
estranhamento, (ostranenie) de Viktor
Chkloévski, incluindo criticas a ele, suas
ramificagbes contemporaneas e até mesmo
seus paralelos com o procedimento
brechtiano do V-effekt. O autor passa, entao,
a uma abordagem ampla da obra de Liev
Tolstoi sob a perspectiva das consideragdes
anteriores a respeito do termo chklovskiano,
trazendo a tona varias particularidades da
poética tolstoiana que tensionam as
formulagdes de Chkldvski.
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ntroduced by Viktor Shklovsky in his famous article “Art
a Technique’ [1990 (1917): 58-72], the notion of ostranenie has
sparked a plethora of commentaries for over a century. The
apparently limitless possibilities for exploration seem to be due
in some extent to the polysemy of the word. No less than three
distinct meanings can be ideftified in Shklovsky's article
[Jameson 1972:52-53; Spiegel 2008]. It can refer to:

(a) the effect of any artistic object insofar as it alters the
usual mechanisms of perception. This performance of the
work of art enables the reader to apprehend things visually
(videnie), rather than seizing them as concepts (uznavat’).

(b) a literary device or set of devices used in the work to
convey this effect.

(c) the historical driving force behind the renewal of
artistic forms.

Shklovsky defines the technique of ostranenie (sense b)
using examples from the prose of L. N. Tolstoy mettre le
nom et les prénoms). The critic defines this technique as...

The fact that he describes an object as if he were seeing it
for the first time, an event as if it were happening for the
first time. In describing something he uses in the
description of the thing not the accepted names of its
parts, but calls them as the corresponding parts are called
in other things. [Shklovsky 1990 (1917): 653]1

Does this definition truly encapsulate the description of a
literary technique? When Shklovsky contends that the
designation of a thing ‘by its name’ is replaced by its description
‘as if seen for the first time’ (kak v pervyj raz vidennuju), he offers
a psychological understanding of the process. This proposition
suggests that ostranenie primarily entails the conveyance of a
particular sentiment and is not inherently delineated by
morphotextual characteristics. The allusion to an object being
perceived ‘for the first time’ could potentially be substituted with
other psychological states marked by a disruption of the
symbolic order — such as trauma, which is accompanied by
experiences sometimes described as ‘defamiliarizing’ [Ankersmit
2005: 306] or visual agnosia [Volpert 2007] — without elucidating
our comprehension of the rhetorical devices that engendered this
effect. This perspective leads us to encompass under the term
ostranenie any kind of literary representations eliciting akin

1 Mpuem ocTtpaHeHuss y JI. ToncToro cocToUT B TOM, YTO OH He HasbiBaeT Bellb ee
MMEHEM, a ONUCbIBAET ee, Kak B MepBblil pa3 BUAEHHYIO, @ C/lydal — Kak B nepBbli pa3
npoucLIeALWniA, NPy YeM OH yroTpebnsieT B ONUCaHWUM BELLM He Te Ha3BaHUs ee yacTei,
KOTOpble MPUHSATbI, @ HasbiBaeT UX Tak, Kak Ha3blBalOTCA COOTBETCTBEHHbIE YacTu B
Opyrux BeLuax.



effects, irrespective of the techniques used. Basing himself on
such an definition, Carlo Ginzburg [2012] proficiently elucidated
the genealogy of this effect, tracking its historical roots back to
Antiquity and the Stoic representation of the body.

While it might present a coherent understanding of this word,
such an approach diverts our attention from the analysis of the
text itself and thus from the original formalist methodology. It
also raises its own challenges. If ostranenie is construed as an
impression or a feeling, the inquiry persists as to who
experiences it. This prompts a potential dialogue between, on
one hand, a cognitivist stance intrigued by the elicitation of this
sentiment in the reader, its functional manifestations, addressing
what Alexandra Berlina [2020] calls extra-textual ostranenie; and,
on the other hand, narratology more focused on depictions of the
interiority of fictional characters — akin to Darko Suvin's inquiries
[1979]. Furthermore, it is plausible that the choice between these
methodologies is contingent upon the corpus and authorial
intentions. Regarding Tolstoy, it would be pertinent to inquire into
the ‘localization’ of these effects: do they pertain to the
experience of a character (without precluding the possibility of
such perception influencing the reader through identification with
the fictional persona) or to the performativity intrinsic to the
literary text itself?

Conversely, an inquiry focused on literary devices might find it
prudent to eschew Shklovsky’s terminology, as it encompasses
textual phenomena of considerable diversity. This ambiguity
becomes apparent when we delve into the realm of techniques as
such, as illustrated in the latter part of the definition: ‘to use in the
description of the thing not the commonly accepted names of its
parts, but to call them as the corresponding parts are called in
other things.” Here, the critic alludes to substitutionary figures
employed in erotic poetry and charades. However, this specificity
does not align well with Tolstoy, who exhibits caution towards
metaphorical and imaginative devices [Gourfinkel 1949].
Furthermore, this precision inadvertently dilutes the originality of
ostranenie, as initially remarked by Shklovsky, in an inflationary
definition. Lachmann [1970] previously hinted at Shklovsky’s
inclination to ‘equate any rhetorical or imaginal (bildlisch) device
with estrangement’.

The vagueness inherent in the definition, exacerbated by the
proximity of the Brechtian notion of the V-effekt — the distinctions
between which and ostranenie have been debated [Giinther 2001 ;
Robinson 2008] — accounts for the proliferation of translations in
languages such as French: ‘singularisation’, ‘défamiliarisation’,
‘étrangisation’, ‘estrangement’. This profusion of terms has
coincided with the overuse of the notion articulated by Shklovsky.
For instance, Thomas Pavel appears to muddle the issue by
defining ‘defamiliarisation’ as the inclusion of a ‘striking detail [..]
selected for its insignificance’ that ‘draws attention’ to a
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character or object, proposing to rename the process
‘individuation’ [2015: chapter XI]. What he describes aligns more
closely with what Chudakov [1971:151] refers to as ‘trifles’
(neznachimye podrobnosti) in Chekhov’'s prose, which precisely
serve to singularize the character.

Here, we encounter an important issue, already mentioned by
Evgeniy Soshkin [2012]. If we use the term ostranenie to describe
any process that makes something look ‘different’ (from what?),
then we are including formal tricks that don't make it seem
strange or make people pay attention to the representamen in a
particular way. Ultimately, such a definition of the concept would
render it an unhelpful synonym for ‘literary shaping’. Sergey
Zenkin recently cleared up some of this ambiguity by clarifying
the notion of ‘technique’ (privom) in formalist discourse.
According to Zenkin, ‘Russian theorists of the time (both
formalist and non-formalist) showed little interest in tropes,
namely, the discrete effects of discourse concentrated within
isolated words. Instead, they preferred to examine either broader
rhetorical figures or the pragmatic frameworks of literary
utterances [Zenkin 2016: 91]. Thus, the notion of technique
should be construed not merely as a rhetorical figure, but rather
as a praxis capable of reshaping the literary representation of
reality prevalent at a given historical juncture. While this kind of
object seems more in line with what Shklovsky’s calls ostranenie,
the word still warrants further elucidation.

Although it doesn’t introduce a clear concept, Shklovsky’s
initial definition does shed light on a particular aspect of
Tolstoy’s formal alterations that merits specific examination: the
inclination ‘not to call things by their names’ but rather to ‘depict’
them. This observation, rather than the subsequent concept
developed by Shklovsky, prompts two lines of inquiry for me.

Firstly, the question arises regarding the act of avoiding direct
naming. What literary techniques are involved in ‘not naming
things directly’? What does this act of ‘naming’ encompass that
Tolstoy seeks to avoid?

Secondly, attention is directed to the alternatives for direct
naming. What do these ‘depictions’ that replace direct naming
entail? What insights do they provide that are either more or less
than mere naming?

To address these inquiries, | will start by dissecting the various
strategies employed in the Tolstoy excerpts cited by Shklovsky in
‘Art as Technique’. This preliminary analysis will prompt me to
eschew the overly ambiguous term ostranenie and instead
concentrate on one of the mechanisms used in this context: the
transformation of things and concepts into actions. This process,
labeled as pragmatic conversion, revolves around the
transformation of nominal elements into verbal sequences.

Then, drawing from another body of works, | will show that
these pragmatic conversions serve purposes beyond merely



eliciting a sense of strangeness. | propose to interpret these
verbal conversions as a strategy for representing the world from
an alternative ontological perspective, deemed more authentic by
certain characters.

Furthermore, | will illustrate that the various worldviews
expressed through pragmatic conversion are not randomly
distributed. Indeed, Tolstoy appears to establish a correlation
between these perspectives and the social positionality of his
characters. A thing-oriented ontology seems to be typical of
fictional beings integrated into the prevailing political and
symbolic order, while an action-oriented ontology characterizes
those positioned outside of this order.

Lastly, | will use a third set of texts to illustrate Tolstoy's
endorsement of an action-oriented ontology and his advocacy for
writing practices that align with such a world view. This
contextualization will prompt us to contemplate the alethic
significance of the process of pragmatic conversion in a deeper
sense. According to Tolstoy, the world view they convey does not
merely reflect situated viewpoints. They encapsulate a natural
stance towards the world, which conflicts with social devices that
aim to implement a ‘thingist’ portrayal of reality.

Ostranenie and Pragmatic Conversions

To start, | will demonstrate that the ostranenie effect, as
identified by Sklovsky in ‘Art as Technique’, does not arise from a
single device but rather from a combination of different literary
strategies. The purpose here is not to unify these strategies, but
merely to highlight the significant role played by pragmatic
conversion processes in crafting this effect.

Shklovsky cites in his article the depiction of Pierre Bezukhov's
captivity in the fourth part of War and Peace:?

Pierre got up and left his new companions, crossing
between the campfires to the other side of the road where
he had been told the common prisoners were stationed. He
wanted to talk to them. On the road he was stopped by a
French sentinel who ordered him back.

Pierre turned back, not to his companions by the campfire,
but to an unharnessed cart where there was nobody.
Tucking his legs under him and dropﬁin his head, he sat
down on the cold ground by the wheel of the cart and
remained motionless a long while sunk in thought.
Suddenly he burst out into a fit of his broad, good-natured
laughter, so loud that men from various sides turned with
surprise to see what this strange and evidently solitary
laughter could mean [12:105].3

2 All quotations from Tolstoy's works are taken from the centenary edition comprising
ninety volumes. The first number in square brackets indicates the volume, while the
second denotes the page number. The translations belong to me.
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This first example highlights the ambiguities of the term
ostranenie. Part of the corpus of texts identified by Shklovsky
does not correspond to the definition he gives of the process. In
this scene, the sense of ‘strangeness’ doesn’t stem from stylistic
transformation aimed at reshaping one’s representation of reality
into another. It is rather a result of the external focalization (that
of the other captives) that gives us no access to Pierre’s inner
self at a pivotal moment in his psychological journey. His
laughter emerges in a tense situation without the rationale behind
his behaviour being disclosed, rendering it as baffling for the
reader as it is for the characters surrounding him. If we adhere
strictly to the definition of ostranenie as the act of not naming
things, it becomes challenging to perceive how this passage
exemplifies ostranenie as a transformative technique. In that
sense, this excerpt holds little significance for the analysis | am
conducting here.

The novella Kholstomer offers an instance of a treatment of
reality much closer to Shklovsky’'s seminal intuition. In this
passage, the reader adopts the perspective of a horse
endeavouring to explain the concept of ownership and the
meaning of possessive adjectives: ‘my’, ‘your’, his’, and so forth.
Once again, the sense of strangeness is triggered by the
perception of a character who looks at things from the outside.

The pedagogical gesture of the horse, aimed at a part of the
discourse that the human reader uses without thinking — it is true
less often in Russian, which has the prepositional turn u menya
yest'4 — and, therefore, of an institution constituting the ground of
the undiscussed presuppositions of human life, produces an
effect of strangeness: what was taken for granted and ‘natural’
ceases to be so.

The horse begins by demonstrating that these words signify a
connection (svyaz’) between a human and an object. This
assertion constitutes the initial stage in rectifying the
misconceptions ingrained within language. By allowing for the
use of an adjective to modify a noun, grammar allows us to draw
parallels between expressions such as ‘the horse is piebald’ and
‘the horse is mine’, thereby portraying ownership as an inherent

3 Mbep BCTan OT CBOMX HOBbIX TOBApULLEN M NOLIEN MEXAY KOCTPOB Ha APYryto CTOPOHY
[oporu, rae, eMy ckasanu, CTOSIIM MNNeHHble congatbl. EMy XoTenocb NoroBoputb C
HUMK. Ha gopore hpaHLy3CKuMii 4acoBOi OCTaHOBWII €ro 1 Benes BopoTuTbesa. [12:105].
Mbep BepHy/Cs, HO HE K KOCTPY, K TOBapuLLaMm, a K OTNPsSXKEHHOW MOBO3Ke, Y KOTOPOW
HWUKOrO He 6b1n10. OH, MOAXKaB HOTW 1 OMYCTUB FONTOBY, CeJl Ha XONOAHYIO 3eMJI0 Y Koneca
NOBO3KM W A0TO HEMOABWXHO cuaen, aymas. Mpoluno 6onee yaca. HUKTO He TpeBOXMUA
Mbepa. BApyr oH 3axoxoTasn CBOMM TOMCTbIM, LO6POAYLLIHBIM CMEXOM TaK FPOMKO, YTO C
pasHbiX CTOPOH C YAWUBNEHWEM OFNISAHYIUCb NOAM Ha 3TOT CTPaHHbIN, O4YEBUAHO-
OAUNHOKUI CMEX.

4 The novel does not entirely avoid the use of these possessive adjectives. Most of the
time, the horse uses them to refer to his own bodily qualities (moya pestrota, moya pegina,
and so forth.), which is in line with Tolstoy’s thesis that real property is reduced to the
attributes of the body. On a few occasions, however, the horse uses the possessive
adjective to refer to his mother (mat’ moya) or his stable (moyé stoylo).



attribute of the possessed object rather than as an expression of
the relationship between the human and the object.

To illustrate that there is no ‘genuine connection’ between the
human and the object and to imply the imaginary nature of this
association, the horse embarks on the subsequent exercise:
redefining the object based on the actions it encompasses.

Many of the men who, for instance, called me their horse,
did not ride on me, but entirely different men rode on me.
They themselves did not feed me, but entirely different
people fed me. Again, it was not those who called me their
horse who treated me kindly, but the coachman, the
veterinary, and, as a general thing, outside men. [26 :20]°

The exercise of rephrasing the possessive adjective into a series
of actions (and absence of actions) is highlighted here through a
sequence of parallel constructions, characterized by their binary
nature, which enables the juxtaposition of those who wield the
power of designation and those who possess the use of the
object. This restructuring —which may not always be
accompanied by such a rhetorical device — is what we refer to as
a form of ‘pragmatic conversion’. At the textual level, this
restructuring manifests itself as the conversion of content
typically conveyed by a noun into content presented in the form
of a sequence of verbs.

Shklovsky cites Serpukhovsky's depiction of the corpse below:

Serpuhovskoj's dead body, which walked around the
world, eating and drinking, was put into the ground much
later. Neither skin, nor meat, nor bones were of any use.
And as for 20 years his dead body, which was walking
around the world, has been a great burden to everyone, the
disPosaI of this body was only an additional unnecessary
difficulty for people.

Shklovsky argues that this scene also exemplifies the ostranenie
‘technique’. Without delving into the nature of the effect of this
detached portrayal of the corpse, | simply want to observe that
the technique of conversion is once again recognizable, albeit in
a different manner and for a different purpose. The body is not
described by adjectives, but by verbs in the active past participle
form encapsulating micro-narratives of its past activities. This
substitution of predication of attributes with depiction of actions
prompts a reconsideration of our ontological classifications. For
Tolstoy, describing what something is not merely involves
naming or giving it qualities, but recounting the actions that
constitute or have constituted their existence.

5 MHorune n3 Tex nofen, KoTopble MeHs, HafnpuMmep, HasbiBanu CBOEW OWAaAblO, He
e3WUNN Ha MHe, HO €311 Ha MHe COBepLUeHHO Apyrie. KopMuan MeHs TOXe He OHU, a
coBepLleHHOo apyrue. [lenann MHe JO6PO ONATb-Takn HE OHM — Te, KOTOpPble HasbiBaan
MeHS CBOeii Slolafbio, a Kyyepa, KoHOBasbl U BOOGLLE CTOPOHHUE NOAM.
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The article ‘Shameful’ implements a technique similar to the
depiction of ownership in Kholstomer:

The supreme government of a huge Christian state,
nineteen centuries after Christ, could think of nothing more
useful, clever and moral to counteract law breaking than
that the people who broke the laws, adults and sometimes
old people, should be stripped bare, rolled on the floor and
beaten on the arse with rods. [31 :277] ¢

In this instance, the sensation of unfamiliarity emerges from the
convergence of two gaps: firstly, the incongruity between the
moral attributes of the governing political body administering the
penalty and the nature of the punishment meted out — a matter |
shall set aside; secondly, the absence of a rationale justifying the
sequence of crime and punishment. The process of pragmatic
conversion, as previously alluded to, serves to underscore this
absence.

Tolstoy initiates by dismantling the concept of punishment. The
terms ‘punishment’ (nakazaniye) or justice/truth (pravda), which
could serve to rationalize and domesticate the recounted events,
are deliberately avoided. Instead, Tolstoy opts for the word
‘counteraction’ (protivodeystviye). This substitution implies that
the penalty is merely an action — or rather, a reaction — and thus,
from this standpoint, bears no essential distinction in essence
from the transgressions it seeks to address. This mechanistic
portrayal of the legal process undermines the symbolic
underpinnings of state justice.

Then, the text proceeds to scrutinize this ‘counteraction’.
Tolstoy dissects it into a series of infinitive verbs: ‘undress,’
‘throw to the ground,” ‘hit." There is no indication of how these
actions serve as a means of addressing transgressions. Instead,
the three imperfective verbs portray the action as a process
rather than an outcome. The deliberate avoidance of positioning
this sequence at the conclusion, coupled with its enumeration
that allows for the grammatical objects of the verbs to be
forgotten over time, creates the impression of an ‘absolutization’
of the actions, accentuated by the use of infinitive forms. This
technique underscores a fundamental disparity between what
constitutes ‘punishment’ and the reader’'s spontaneous
conception of it.

Similarly, the concept of crime — the term is absent from the
text — undergoes a similar transformation. The text juxtaposes
the notion of ‘breaking the law’ (narusheniyam zakonov) with the

6 Bbicliee NpaBUTENbCTBO OFPOMHOMO XPUCTUAHCKOrO rocypapcTtsa, 19 BeKoB mocne
XpucTa, HUYEro He MOrno NpuaymMaTtb 60onee NonesHoro, yMHOro U HpaBCTBEHHOrO AN
NPOTMBOAENCTBUS HapYLUEHUAM 3aKOHOB, KaK TO, YTOObI JIOAEN, HapyLaBLUUX 3aKOHbI,
B3POC/bIX U MHOFAA CTapbiX NOAEN, OronsTb, BaAUTb Ha MO M GUTb MPYTbAMU MO
3afHuLe.



actions of individuals who violate the laws (lyudey, narushavshikh
zakony). The technique employed involves transitioning from a
description that Sklovskij categorizes as a ‘generalization’
[Shklovsky 1990 (1920): 99] to a detailed portrayal of the actions
performed. This transition constitutes part of an argumentative
progression, leading from a state of misconceived perception to
a clearer representation of reality.

This transformation is particularly notable in Russian, a
language where the verbal noun seems to morphologically
originate from the verb — unlike, for instance, classical Arabic,
where grammatical terminology identifies the verbal noun as a
‘source’ (masdar) of conjugable forms. Conversely, the latter
seems to be a primary form from the perspective of linguistic
evolution and, in this regard, a more genuine mode of
designation. But more genuine for whom? It's crucial to
acknowledge that this article is narrated from the standpoint of a
homodiegetic narrator, indicating the author speaking publicly.
Similar to the case of the horse, the sense of unfamiliarity stems
from a subjective focus that grants us insight into his distinct
perspective of experiencing the world through a linguistic
alteration.

The opera scene in War and Peace is often cited as a
quintessential example of ostranenie. Once again, this
characterization may make sense if understood as the effects
produced on the reader by immersion in the focus on Natasha
Rostova. From a stylistic standpoint, however, it is challenging to
isolate a single technique responsible for these effects. It seems
more accurate to speak of a conjunction of converging
strategies. Without claiming to enumerate them all, let us attempt
to describe the overall operation of this effect to understand at
which level the technique of pragmatic conversion intervenes’

On the stage there were flat boards in the middle, painted
cardboards representing trees on the sides, and a cloth
stretched across the boards behind. In the middle of the
stage sat maidens in red corsages and white skirts. One
very fat girl, in a white silk dress, sat apart, on a low bench,
to which a green cardboard was glued at the back. They
were all singing something. When they had finished their
song, the maiden in white went to the prompter’s box and a
man in tight silk trousers on thick legs, carrying a feather
and a dagger, came up to her and began to sing and spread
his hands. The man in the tight pantaloons sang one song,
then she sang another. Then both fell silent, the music
began to play, and the man began to run his fingers over
the hand of the maiden in the white dress, evidently waiting

7 In the remainder of his article, Sklovskij discusses Acts Ill and IV of the opera attended
by Natasa Rostova. These scenes exhibit their own set of peculiarities, employing other
techniques that result in a sense of strangeness. Since my aim is not to provide a
comprehensive inventory of the stylistic possibilities producing this effect, but rather, at
this stage, to highlight their diversity and the role of pragmatic conversions, | will not
subject these texts to analysis.
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again for a beat to begin his part with her. They sang
together, and everyone in the theatre began to clap and
shout, and the man and the woman on the stage, who
represented the lovers, began to bow, smiling and
spreading their hands. [10 :31 2%8

Primarily, this paragraph employs a framing technique,
beginning with a continuation from the preceding chapter’s final
sentence: ‘Natasha began to look.” Here, the reader perceives
what Natasha observes. The sentences aim for a detached
portrayal of her visual field, devoid of accompanying emotions,
which are only addressed in the subsequent paragraph. The
scene’s peculiarity lies in this window of dispassionate
consciousness, balancing between internal and external
perspectives.

Furthermore, the sense of strangeness arises from the
absence of expected vocabulary typically associated with this
context. Instead, the reader encounters descriptions referring to
familiar objects through a denotative channel divergent from
everyday linguistic norms. For instance, the phrase ‘a theatre set’
(never used in the text) could be substituted with ‘painted
cardboards’ without changing the object referred to, yet it implies
other denotations. ‘Theatre set’ conveys information about the
object’s purpose and context, while ‘painted cardboard’ highlights
its materiality and construction method.

This shift in denotational mode, despite its disconcerting
implications, prompts a sociological examination of language
game and the hierarchy of permissible perspectives on reality,
favouring certain viewpoints while marginalizing others based on
a (so-called) relevance criterion. Notably, labelling theatrical
scenery as ‘painted cardboard’ may be deemed insufficient by
advocates of such spectacles, who argue that the material
composition holds little significance compared to the symbolic
performance it embodies.

For Tolstoy, this contention exposes the underlying
assumptions of artists and audiences in his era, who conceive
artworks as delineating a boundary between representational
reality within the work and nonrepresentational reality beyond.
However, rejecting this dichotomy extends beyond descriptive

8 Ha cueHe 6binn POBHble AOCKW MocepefinHe, C GOKOB CTOANM KpallleHble KapTOoHbl,
n3obpaxaBlUne fepeBbs, No3aAu 6bi10 NPOTAHYTO MOMOTHO Ha AOCKax. B cepefuHe
CLEeHbl CUAENU AeBULbl B KpacHbIX Kopcaxkax M 6enbix tobkax. OgHa, oYeHb ToscTas, B
leNKoBOM 6efioM MnaTbe, cuaena 0cob6o, Ha HM3KOW CKameeuke, K KOTOPOW 6bin
npuKneeH c3aau 3eneHbli KapToH. Bce oHM nenu yto-To. Korga OHW KOHYMAU CBOHO
necHio, Aeeuua B 6enoM nogowna K 6yfouke cydrepa M K Hel nofollesl MyX4duHa B
LLIEIKOBbIX B O6TAXKY MaHTa/loHax Ha TOJICTbIX HOrax, C MepoM U KMHXXasioM v cTas rneTb
1 pa3BoANTb pyKamMu. My>KumHa B 06TAHYTbIX NaHTanoHax Npones oguH, MOTOM fpornena
oHa. MoToM oba 3aMONKAW, 3aurpana Mysbika, U MyXXduHa cTan nepebupatb nanblamu
PYKY f[eBULlbl B 6€/10M MaTbe, OY4EBUAHO BbIXWUAAA ONATb TaKTa, YTO6bl HayaTb CBO
napTuio BMecTe ¢ Heto. OHM Nponenv BABOEM, ¥ BCe B TeaTpe CTau XJlonaTb M Kpuyatb,
a MY>KUMHA 1 XKeHLLIMHA Ha CLieHe, KOTopble M306paxasnu BO6IeHHbIX, CTanu, ynbl6asch
1 pasBo/iA pyKaMu, KNaHATbCA.



discourse. By reducing representation to the material actions
underpinning it, Tolstoy blurs the boundary between
representational and nonrepresentational realms, relocating the
mimetic spectacle from a sphere of ‘signifiance’ [Jurgenson
2003: 57-66] to a field where it ceases to function effectively.’

Pragmatic conversion assumes a central role in this sabotage.
Beyond unveiling the materiality of the signifier —its colours,
textures, sounds —it also acknowledges the human labour
involved in its creation. This is exemplified by the past participle
verbs used to describe objects, portraying them as repositories of
past activities: the boards have been ‘painted’ and ‘glued’, the
canvas has been ‘stretched’. Additionally, the alteration of ‘v
obtjazhku pantalonakh’ (‘in tight-fitting pants’) to ‘v obtyanutykh
pantalonakh’ (‘in pants fitted close to the body’), introducing a
verbal form, underscores the required operation for this visual
outcome.

In addition to these upstream actions crystallized in the
objects, there are those constituting the gestural support of the
performance. Here, the text exposes the representational
purpose of scenic entities through verbs like ‘kartony,
izobrozhavshiye derev'ya’ (‘the cardboard representing trees’),
and ‘muzhchina i zhenshina na scene, kotoryye izobrazhali
vlyublénnykh’ (‘the man and the woman on stage, representing
lovers’). This dismantling of theatrical functioning prevents the
deployed actions from functioning as tools in a game of make-
believe.

Rather than a conversion into actions, this entails a
desemantization of scenic postures. Detached from its
representational outcome, action is reduced to its ‘gestural
matter’. Achieved through the imperfective aspect and a poor,
redundant lexicon, this transformation reduces the piece to a
behaviourist succession of starts and stops, inherently absurd as
the logic of their succession lies in a sphere of meaning made
inaccessible. This desemantization extends to singing, where the
verb ‘pet “(‘to sing’) is coordinated with other action verbs (‘pet’ i
razvodit’ rukami’), reducing singing to just another gesture.

This example suggests that alongside processes designed to
make things Vvisible, there exists a second repertoire of
techniques which aims at suppressing boundaries inside the
phenomenon. An example is the use of generic terms (‘devica,
‘muzhchina’) and pronouns ("vse," "oni") to refer to actors instead
of their role names. The avoidance of names through pronouns
serves to invisibilize individuals and to trivialize their actions
rather than sensitize to events, highlighting the misconception of

9 Luba Jurgenson’s idea of ‘signifiance’ aligns with Jacques Ranciére’s notion of the
‘poetic regime of the arts,” where the distribution of social roles renders the arts visible
through mimesis [Ranciére 2000:26 — 45]. In this regime, certain imitations evade truth
legislation and adhere to alternative normativities.
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translating ‘ostranenie’ as ‘singularization’ — some processes
associated with this effect precisely entail an opposite gesture.

Furthermore, indefinite pronouns, interchangeable in referring
to actors or the audience, create a commonality between
individuals on stage and in the hall, breaking the fourth wall. This
technique is complemented by mentioning elements like the
prompter’s box or the stage and actors in performance in the
same breath. This refusal to compartmentalize these two realms
establishes a continuity between a reality to be read for itself and
one signifying something beyond itself.

Lastly, these processes of continuity possess a temporal
dimension. Actions depicted occur in a pure succession that
obfuscates causal relationships or semiotic ruptures between
them. Achieved through temporal adverbs lacking causal
meaning (‘kogda,’ ‘potom’) and the conjunction ‘i’ expressing a
vague juxtaposition, a single sentence structures the transition
from a sung performance — where actors act as signs — to their
salute to the crowd — where actors are their actions.

Three observations emerge from this initial analysis:

First, the effect of ostranenie cannot be reduced to a single
technique. There is a plurality of strategies for constructing this
effect: disappearance of causal markers, use of non-relevant
focalization to grasp the stakes of the scene, use of
homogenizing pronouns and hyperonyms, etc. All these
processes operate according to their own modalities. The effect
provoked by the explicitation of hidden agencies in the scene’s
decor is not the same as that which arises, for example : from the
reformulation of an abstraction, such as justice and property, in
terms of actions perpetrated (or not perpetrated), from
focalization games allowing the reduction of an individual’s
psychic life to their gestural manifestations, from the erasure of
boundaries between spectacle and non-spectacle, or from the
inhibition of causal relations. In this context, it would be more
accurate to speak of strangeness not as a single experience, but
as a plurality of mental states, as varied as the textual means
used to construct them.

Second, pragmatic conversion techniques play a role in most
scenes analysed by Shklovsky. Once again, there are variations.
In Kholstomer and in ‘Shameful,” the objective is rather to reveal
the actions (the verbal forms) that envelop or should envelop a
certain signifier. These are actions that are the empirical
translation of a concept: the empirical translation of justice is
violence; the empirical translation of property is non-usage.
Conversely, in Natasha’'s opera scene, the emergence of action in
the description of things takes the form of verbal epithets used to
reveal a fabrication process of which the objects are the trace.
Pragmatic conversion then does not lead to a simple act of
translation, but to an exhumation, a bringing to the present of
past actions contained within the thing.



Third, all the pragmatic conversions encountered in these texts
are anchored in the experiences of focalized characters. They
serve to mediate perceptions specific to certain points of view -
which may be that of the author as a character. This observation,
which should be tested on a broader corpus of texts, leads me to
consider that this technique —probably most of the techniques
involved in the strangeness effect — should be analysed primarily
as a representational marker: an indication of the interiority of
fictional beings.

Pragmatic Conversion as World Pictures

If pragmatic conversions (in its two previously identified
variations) are one of the tools used in constructing the feeling of
strangeness, one may wonder if this tool is inseparable from this
purpose. | will argue that this technique is, for Tolstoy, a means
of juxtaposing and competing descriptions of the world specific
to certain sociologically situated points of view. To highlight this
usage, | will draw on two other texts: the description of the
harvest in the epilogue of Anna Karenina and the death sentence
by Nicholas | of a soldier in Hadzhi Murat.

The description of the harvest in the epilogue of Anna Karenina
relies on the same deconstructive techniques employed in
Kholstomer and the article ‘Shameful.’ In all three cases, the text
deprives us of an expression to name what is shown, replacing it
first with the periphrasis ‘working time,” then with a description of
what this ‘time’ contains. However, this avoidance of nomination
does not seem to be accompanied by an effect of strangeness,
but rather constructs a pathos of collective effort, carried by
expansive periods and the accumulation of coordinated actions
sometimes by asyndeton, sometimes by polysyndeton.

It was the very busiest working time, when all the people
show an unusual tension of self-sacrifice in labour, such as
is never shown in any other conditions of life and would be
highly esteemed if the men who showed these qualities
themselves thought highly of them, and if it were not
repeated every year, and if the results of this intense labour
were not so simple.

To reap and bind the rye and oats and to carry it, to mow
the meadows, turn over the fallows, thrash the seed and
sow the winter corn-—all this seems so simple and
ordinary; but to succeed in getting through it all on time
everyone in the village, from the old man to the young child,
must work incessantly for three or four weeks, three times
as hard as usual, living on rye beer, onions, and black
bread, threshing and carrying the sheaves at night, and not
giving more than two or three hours in the twenty-four to
sleep. And this is happening every year all over Russia.
[19:374]
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The text not only substitutes a description for the noun. From
an abstract and timeless representation of work, marked by
nominalization, it extracts a dynamic description, characterized
by the use of a certain type of verbal form.

In the first paragraph, work is designated by the periphrasis:
‘tension  of  self-sacrifice in  labour  (napryazhenie
samopozhertvovaniya v trude). This expression is a combination
of three nouns, the first two of which are action nouns. In the
second paragraph, work will be described through an
enumeration of perfective verbs: skosit’ (to mow), sZat’ (to
compress), svezti (to haul), dokosit’ (to reap’), peredvoit’ (‘to
plough a second time’), obmolotit’ (‘to thresh’), poseyat’ (‘to sow’).
These actions are envisaged through their results. Each of these
verbs denotes a transformation movement of matter with
potentially measurable effects. However, this reduction of work
to its ‘consequences’ (posledstviya), qualified as ‘simple’ (prosty),
is presented by the text as one of the obstacles to understanding
what constitutes the value of the labour phenomenon: not the
product, already in the process of becoming autonomous, reified,
and utilized, but the event of its production and the non-fungible
pains of the producer.

Therefore, the description of the harvest is complemented, at
the end of the excerpt, by a series of statements manifesting the
efforts that the results conceal. Separated from the previous one
by strong punctuation, this sequence is opened by a conjunctive
proposition with a final sense, combining two perfective verbs
having two indefinite pronouns as objects (‘a chtoby uspet’
sdelat’ vsjé eto’). This introduction allows for both a
reappropriation of the previously mentioned results, their
relativization through indefiniteness, and a reminder of their
secondary position relative to the primary work. It thus bridges
the descriptions of work as visible results and as hidden active
processes.

The text then summons the workers themselves. The peasants,
who until now have been the subject of generalizing designations
(narod, lyudi), see their characterization specified by the link with
the village (derevenskiye) and by the diversity of generations -
the evocation of old age already used in relation to the victims of
justice.

10 Bbisio camoe creliHoe paboyee BpeMs, KOrga BO BCEM Hapofie MposBNsSeTCA Takoe
Heo6bIKHOBEHHOE Hanps>XXeHne caMonoXXepTBoBaHUA B TpyAae, Kakoe He NnpoAaBAeTCA
HW B KaKMX APYrMX YCOBUSAX XU3HW M KOTOPOE BbICOKO LEHMMO 6bl 6b1S10, ecnin 6bl
NOAK, NPOABNAIOWME 3TU KAYyecTBa, CaMM LieHUNU 6bl UX, €CAIM 6 OHO HE MOBTOPAOCH
Ka)i(p,blﬁ roga unecnu 6bl nocneacTBuUsA 3TOro0 HaNpsAXXeHua He 6bINN TakK NpPOCThbI.

CKOCUTb M CXaTb POXb U OBEC U CBE3TU, AOKOCUTb JIyra, NepeaBonTb nap, 06MOIOTUTb
CeMeHa 1 MoceATb 03UMOe — BCE 3TO KaXXETCA MPOCTO M 06bIKHOBEHHO; @ YTO6bI yCreTh
cAenatb BCE 3TO, Haflo, YTO6bI OT CTApOro 40 Masnoro BCe AepeBeHCKMe Nioau paboTanu
He nepectaBasi B 9TW Tpu-4eTbipe Hefeny BTpoe 60Jiblle, YeM OBbIKHOBEHHO, MUTasACh
KBaCOM, JIyKOM 1 YepHbIM XN1€60M, MOJIOTA M BO3S1 CHOMbI MO HOYaM W OTAaBas CHY He
6oJiee ABYX-TPeX YacoB B CYTKW. N kaxxabIii rof aTo fenaeTtcs no Bcelt Poccuu.



Finally, the verb ‘to work’ (rabotat’) appears for the first time. It
is in turn explained by a succession of verbs in the gerundive of
imperfective aspect, which decompose the notion of ‘working’
into an accumulation of durative processes: ne perestavaya
(‘without stopping’), pitayas’ (struggling), molotya (threshing),
vozya (hauling), otdavaya (giving).

At the end of this analytical movement, the text reappropriates
in a brief sentence the visible things that have emerged: ‘And this
is happening every year all over Russia.’ This synthetic gesture is
not a step backward, but the affirmation of a new perspective on
what work is. It is not the abstract work of action nouns, nor the
accomplished work captured in things, but a work in progress.
The verb delaet’sya (‘is happening’) can be read as an
tranformation of the expression uspet’ sdelat’ (‘to succeed in
getting through’) in conformity to this new perspective.

The opposition that Tolstoy stages between the orders of
delaniye (the doing) and sdelannoye (what is done) is not without
recalling one of the statements by which Shklovsky attempts to
grasp the notion of ostranenie:

[..] art is a way of experiencing the doing [delanye] of a
thing, and the deed [sdelannoye] is of no importance in art.
[Shklovskij 1990 (1917) : 63] 11

Just as the product of shaping is ‘what is unimportant for art’,
the work considered in its fruits is nothing but the reifying
projection of a past endeavour. This ‘energetic intuition’ [Zenkin
2017: 71-94], while on one level bringing the novelist closer to his
critic, also highlights differences in aim. Drawing on Humboldtian
terminology, Shklovsky has in mind the incessant renewal of
semasiological relations between language and things, suddenly
realized in a fresh form. Tolstoy, on the other hand, articulates
different possibilities of formalization to prove to us that not all
are equal: some succeed in describing what others fail to name.

Moreover, Shklovsky missed the fact that the various
modelization of reality permitted by these linguistic
transformations seem closely linked to the positionalities of the
focalized character. They first constitute a representational
marker consciously implemented before being a trace of the
renewal of forms.

Thus, in the previous excerpt, the intuitions that lead the
heterodiegetic narrator, on the one hand, to formulate this
description of the world as actions, on the other hand, to make it
the culmination of his analytical enterprise, are not only
indications of an authorial perspective. These modifications are

11 [..] uckyccTBO ecTb cnoco6 nepexuTb AenaHbe Bely, a CAeNaHHOe B UCKYCCTBE He
BaXHO.
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inserted at a moment when Levin reaches the most developed
form of his convictions and therefore participate in a movement
of the character's ascent towards a form of authenticity.
Furthermore, these descriptions reflect the character’s
contradictory position between the labouring class and the
leisure class, making him a witness to the actions that envelop
his peers’ way of life.

However, there are situations where pragmatic conversion
does not constitute a gesture of rendering reality visible, but
rather of concealment. An example of this configuration is given
to us in Chapter XV of Hadzhi Murat when Tsar Nicholas |
effectively condemns a soldier to death while pretending to
commute this death sentence into a supposedly lesser
punishment:

Chernyshev knew, having heard it more than once from
Nicholas, that when he had to decide any important
question, he onIK had to concentrate for a few moments,
and that then he was struck by an intuition, and the
decision was made by himself, as if some inner voice told
him what should be done. He was now thinking how he
could more fully satisfy the feeling of anger towards the
Poles who had been stirred up in him by the student’s story,
and the inner voice suggested to him the following
solution. He took the report, and in the margin of it he
wrote in his large handwriting: ‘Deserves the deth'
penalty. But, thank God, we don't have the death penalty.
And it is not for me to introduce it. Carry out 12 times
through a thousand people. Nikolaj,’ he signed with his
huge, unnatural flourish.

Nikolaj knew that twelve thousand strokes was not only
a sure, agonizing death, but unnecessary cruelty, for five
thousand strokes were enough to kill the strongest man.
But it pleased him to be relentlessly cruel, and it pleased
him to think that we had no capital punishment. [35:72-73]"3

In this illustrative instance, Nicholas himself engages in the
pragmatic conversion of punishment. The concept of the death
penalty, encapsulated within a nominal syntagma (smertnaya
kazn'), undergoes substitution with an imperative verb form

12 The original text intentionally includes spelling errors, revealing Nicholas’s inability to
write in Russian proficiently.

13 YepHbiwes 3Han, crbllaB 3TO He pas oT Hukonas, 4YTo, KOraa emy HyXXHO pelunTb
KaKoW-n160 BaXKHbIA BONPOC, EMY HYXHO 6bIN0 TOJNIbKO COCPELOTOUYUTLCA Ha HECKOSIbKO
MrFHOBEHMWI, N YTO TOrja Ha Hero HaxoAWNO HauTue, U pelleHne COCTaBMANOCb CaMo
Cco60t0 caMoe BepHoe, Kak 6bl KakON-TO BHYTPEHHWUI rofioC roBOPUST €MY, HYTO HYXHO
caenatb. OH gyman Ternepb O TOM, Kak 6bl NOSIHEE YAOBNETBOPUTL TOMY YyBCTBY 3/106bI
K Monskam, KOTopoe B HeM pacLUeBeNni0Cb UCTOPUEN STOrO CTYAEHTa, U BHYTPEHHUN
rosioc nofckasan eMmy cneaytouiee peleHve. OH B3N [OKNAL M Ha nosie ero Hanucan
CBOMM KPYMHbIM MOYepKOM: «3acnyxvmBaeT CMepTHOW KasHu. Ho, cnasa bory, cmepTHOMN
Ka3HW y Hac HeT. M He MHe BBOAUTbL ee. lNpoBecTn 12 pas CKpPO3b TbICAYY YesioBeK.
Hukonaw», nognucan oH ¢ CBOMM HeeCTeCTBEHHbIM, OFPOMHbIM POCYEPKOM.

Hukonan 3Han, 4To ABeHajuaTb TbICAY LWMMLUPYTEHOB 6blla He TONbKO BepHas,
MyuuTENbHasi CMePTb, HO USNULLIHSAS XXECTOKOCTb, TaK KaK AOCTAaTOYHO 6bI10 NATH ThiCAY
yAapoB, 4To6bl YyO6WUTb CaMOro CUbHOro 4enoBeka. Ho eMy npusaTHO 6bu10 6biTb
HEYMOJIMMO YKECTOKUM, U NPUATHO 6bIN0 AyMaTb, YTO y HAaC HET CMEPTHON Ka3HMW.



(provesti). The tsar hypocritically maintains that this linguistic
metamorphosis implies a fundamental alteration in the essence
of the punitive measure. His rhetorical manoeuvre entails
asserting that the resulting death from the decreed actions does
not align with his original intent when employing this verbal
construction.

Such an assertion would seem absurd had the tsar retained the
syntagma smertnaya kazn', which inherently encompasses the
notion of ‘inflicting death.” Acknowledging that death penalty
entails mortality is a self-evident truth that necessitates no
further elucidation but derives from an examination of the
concept itself. It is a tautology that engenders a certain type of
cognition, termed apodictic evidence. This evidence confers such
lucidity upon the connection between the command and its
consequence that refuting the existence of this link would be as
challenging as contesting axiomatic propositions like ‘a triangle
has three sides.’

Conversely, recognizing that ‘twelve thousand strokes of the
rod’ imply death requires supplemental information — information
that Tolstoy must provide to make the scene understandable -
specifically, the fact that fatalities occur beyond five thousand
rod strokes. Establishing the proposition ‘twelve thousand
strokes of the rod result in death’ appears to necessitate
synthetic engagement involving all cognitive faculties: the will not
to see these rod strokes merely as lexical entities; memory
retrieval to summon common knowledge; imaginative projection
to imbue this sign with empirical reality, envisaging its dynamic
materiality subject to causal influences and its effects on a
corporeal entity, and more. This process of extracting reality from
linguistic constructs constitutes a cognitive exertion that delays
the grasp of the notion, diminishes evidential clarity, and veils the
emperor’'s homicidal intent.

Nicholas perceives greater reality in objects than in actions,
habituated to construing the world as an assemblage of entities.
In Anna Karenina, a similar viewpoint is adopted by Vronsky when
‘he regards people as things’ [18:111]. But that is not the case for

24 The original text intentionally includes spelling errors, revealing Nicholas’s inability to
write in Russian proficiently.

25 YepHblleB 3Has, crblliaB 3TO He pa3 OoT Hukonas, YTo, Korga eMy HyXHO pelunTb
KaKoW-n160 BaXKHbI BONPOC, EMY HYXHO 6bIN0 TONIbKO COCPEfOTOUYUTLCA Ha HECKOSIbKO
MIHOBEHUIN, N YTO TOrAA Ha HEro HaxoAuno HauTue, U pelleHne COCTaBANoCh camMo
Cco60t0 caMoe BepHOe, KaK 6bl KaKOM-TO BHYTPEHHWIN rOSIOC FrOBOPWUIT €MY, YTO HYXHO
caenatb. OH gyman Ternepb O TOM, KaK 6bl NOSIHEE YAOBNETBOPUTL TOMY YyBCTBY 3/106bI
K Monsikam, KOTopoe B HEM paclUeBeNNIOCb UCTOPUEN 3TOrO CTyAEHTa, U BHYTPEHHUN
rosioc nofckasan eMmy cnepyioulee peweHve. OH B3aa [OKNAL M Ha nosie ero Hanucan
CBOWM KPYMHbIM MOYEpKOM: «3acnyxxunsaeT cCMepTHON KasHu. Ho, cnasa bory, cMepTHOM
KasHu y Hac HeT. N He MHe BBOAUTL ee. lNpoBecTn 12 pas CKpO3b TbICAYY YesloBeK.
Hukonaw», nognucan oH C CBOMM HeeCTeCTBEHHbIM, OFPOMHbIM POCYEPKOM.

Hukonaw 3Han, 4yTo ABeHapuaTb TbICAY LWINULUPYTEHOB Oblla He TONbKO BepHas,
MyuyuTenbHas CMepTb, HO U3JTULLHSAS XXECTOKOCTb, TakK KaK fOCTAaTOYHO 6bISI0 NATKM ThiCAY
yAapoB, 4To6bl y6UTb CaMOro CWbHOrO 4enoBeka. Ho emy npuATHO 6bI10 6bITb
HeT/MOJ'II/IMO YKECTOKMM, U MPUATHO 6bII0 AyMaTb, YTO Y Hac HET CMepTHOW KasHu. [35:72-
73
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every Tolstoyan character. Levin, though subject to the tendency
to represent his own experience as a collection of things,
endeavours to build a different world picture. The protagonist
strives to disentangle himself from the grip of objects, perceiving
them as vestiges of past actions that constrain future
potentialities. This tension aligns with a polarity reminiscent of
the Shklovskian dichotomy: on the one hand, the consummated
actions, the ‘works’ (ergon/sdelannoye); on the other, the
potential for actions, the ‘energy’ (energeia/delan’ye).

All these traces of his life seemed to engulf him and say
to him: ‘No, you will not depart from us and will not be
different but will remain the same as you were: with doubts,
eternal dissatisfaction with yourse?,f, futile attempts at
improvement and falls, and eternal anticipation of
happiness, which was not given to you and is impossible
for you.’

But these were the words of his things; another voice in
his soul said that one should not submit to the past and
that anything is possible. [18 :100]'4

One approach to elucidate these disparities would be to
consider a correlation between the positionalities of characters in
Tolstoy’s narratives and the pre-ontological frameworks they
construct. Characters integrated into the symbolic order, often
individuals of privilege, appear at ease within a realm of concepts
and objects. However, this very realm swiftly becomes
indecipherable when scrutinized from the standpoint of the
practices enfolded by these objects. Conversely, characters
estranged from this symbolic order endeavour to rediscover an
ontology of action, potentialities, and processes. Pragmatic
conversion thus operates as a lever enabling Tolstoy to
investigate reality through diverse social vantage points, thereby
unveiling the dependence of our worldviews on our level of
integration into a community imbued with representations.

The case of Natasha Rostova at the opera appears to lend
support to this conjecture. Tolstoy underscores that the young
girl's experience of strangeness arises following a period of
isolation, compounded by her status as a woman and an
adolescent, which prompts her to view social space from a
peripheral perspective (despite her aristocratic standing). The
text explicitly asserts that these positional factors, alongside
Natasha's seriousness, account for the character’s perceptions:

14 Bce 9Tv cnepbl €ro XXM3HU Kak 6yATO OXBaTUAW €r0 U FOBOPWUN €MY: «HET, Tbl He
yiZelb OT Hac U He Byaellb ApYrUM, a 6yfeLlb TaKoN Xe, KakoB 6blfl: C COMHEHUSIMU,
BEYHbIM HEOBONIbCTBOM CO6O0W, HanpacHbIMW MOMbITKAMU UCNPaBAEHUS U NafEeHUAMU
1 BEYHbIM OXMAAHUEM CHYACTbS,, KOTOPOE He [aloCb U HEBO3MOXHO Tebe».

Ho aTo rosopunu ero Beww, Apyrod e rosoc B Aywle roBOPWA, 4TO He Hajao
NOAUYMHATBLCS NMpoLLeLeMy 1 YTO ¢ coboii caenaTb BCE BO3MOXHO.



After the village and in the serious disposition Natasha
was in, it all seemed wild and surprising. [10 :318]5

Furthermore, the notion that the character’s perceptions arise
from her lack of experience at the opera, as posited by Shklovsky
in establishing a correlation between strangeness and ‘seeing for
the first time’, is untenable. It is mistakenly assumed that
Natasha is a neophyte in opera matters. Have we not observed
her perform brilliantly on numerous occasions, notably with ‘her
favourite musical phrase from an opera by Cherubini’ [10:194]?
Indeed, all indications lead us to believe that the young woman
possesses a deeper understanding of this art form than most
characters in the novel. Thus, the perspective she brings to the
Petersburg spectacle cannot be ascribed to ineptitude. Instead, it
emerges as a consequence of her situated ontology, which, as
elucidated earlier, concerns itself more with actions, especially
the past actions ‘contained’ in things.

This interpretation, which establishes a correlation between
positionalities and world pictures, is also pertinent for
comprehending the depictions in Kholstomer. It seems unfruitful
to see the horse as discovering the mechanics of property at the
moment it discusses it. Rather, it appears that the disparity
between nominal ownership and the actuality of actions has been
recognized by the horse on numerous occasions and has
crystallized into a worldview. Consequently, what the pragmatic
conversion conveys in this instance is not so much an affective
encounter as an intellectual inclination towards a particular
worldview, wherein active processes are deemed to occupy a
more foundational stratum of reality than theoretical constructs
such as ownership.

Tolstoy’s “Anti-Thingism’

| posited that pragmatic conversion offers a method of
comparing subjective ontologies within the textual realm.
However, for Tolstoy, not all these conceptualizations hold equal
weight. In the previous excerpt from Anna Karenina, the logic of
the text seems to favour a depiction of reality as actions. The
gradual transfiguration of farmer work follows a narrative
dynamic that leads Levin to the ‘truth’—or at least a form of
‘truthfulness’ [Williams 2002]. Furthermore, | suggested a
correlation between the characters’ positionalities, or more
precisely, their degree of integration into the symbolic order of
their era, and their tendency to favour ‘thingist’ ontologies (the
most integrated) or ‘pragmatist’ ontologies (the least integrated).

15 Mocne fepeBHU U B TOM CEPbe3HOM HaCTPOEHUW, B KOTOPOM Haxoaunacb Hatalua,
BCE 3T0 6b110 AVKO U YAUBUTENBHO eN.

48



49

It is evident which category of characters, according to Tolstoy,
is more apt at expressing reality ‘as it is’. In the examples | cited,
the characters associated with ‘pragmatist’ representations are
consistently those who either experience a revelation in the
narrative (Levin), embark on an initiatory journey affirming the
story’s moral direction (Natasha), or embody a critical
perspective on human institutions rejected by the author
(Holstomer, Tolstoy himself in his articles). Unambiguously,
those embodying the ‘pragmatist’ ontology are presented as truth
bearers. While drawn from a limited corpus, these observations
must be juxta?osed with other texts and character archetypes to
gain broader dpplicability. For instance, it would be insightful to
ascertain whether the peasants depicted in Tolstoy’s works share
this ontology.

A more modest approach to validating this initial proposition
would involve comparing it with texts where the writer discusses
the theme of authentic representation. What technical
suggestions does the writer make for describing reality? | will
begin to provide some insights into this in the subsequent
section. My aim is not to compile an exhaustive list of sources -
such a task would exceed the scope of this paper. Instead, | will
highlight texts that appear to constitute pivotal moments in
Tolstoy's intellectual journey on these matters. These contextual
remarks are not intended as conclusive but rather to lay the
groundwork for future exploration outlined in the preceding
paragraph.

Can we discern the contours of an ontological model reflected
in young Tolstoy’s philosophical and poetic endeavours? One
document particularly suited to this inquiry is a draught titled O
celi filosofii from spring 1847 [1:338 — 339)]. Here, the budding
writer probes the purpose of human activity [1:229 - 230] and
outlines a ‘method for the learning speculative philosophy’
(metoda dlya poznaniya spekulativnoy filosofii). This method is
not a scientific protocol aimed at establishing true propositions
but rather a set of exercises to enhance ‘intellectual capacities’
(umvstvennye sposobnosti) and accumulate foundational
knowledge. This approach suggests that a more accurate
understanding of reality arises through self-transformation rather
than the manipulation of objects. In other words, research
primarily involves a transformation of the researchers being
rather than a mastery of scientific methods.

What exercises did young Tolstoy undertake to cultivate his
intellectual virtues? He identifies three: studying the laws of
nature and psychology, developing intellectual faculties through
mathematics, and exercises aimed at facilitating the expression
of thought (v uprazhneniyakh dlya lyogkosti vyrasheniya mysli).
The latter includes practising what he terms ‘definitions’
(opredeleniya), referring to the process of deconstructing
concepts into increasingly fundamental semantic elements until



reaching an atomic notion, such as the ‘I' (ya). As highlighted by
Donna Tussing Orwin [1993:32] and Michel Aucouturier [1996:17],
this approach reflects Tolstoy’'s reading of the French
philosopher René Descartes:

b) Definition of a definition.

Defining a notion (ponyatye) is: replacing the defined
concept with the simplest concepts of which it is
composed. This action is called analysis. —By analysing
any concept, it is possible to go from the most complex to
the most abstract, i.e. to one that cannot be defined. —This
kind of concept is called consciousness. What is
consciousness? Consciousness is the concept of the
self — in other words, the I. [1 :230]"®

A few paragraphs later, Tolstoy reformulates the same
methodology:

Define every notion (ponyatye), i.e. to insert two notions of
wider extent and meaning in place of one narrow notion,
then define these two notions, and finally reach notions
which cannot have definitions, but which we are aware of,
because they are nothing else but necessary signs of the
self. [1:231]77

Despite their fragmented nature, these two texts serve as
documentation of a young man’s endeavours in formulating his
own linguistic expression. Boris Eikhenbaum previously posited
that the speculative endeavours of the Tolstoy from the years
1847-1850 were driven less by a quest for a specific thesis than
by ‘an interest in the very process of thought and the trajectory of
reasoning as it adheres to logical patterns’ [2009:77]. At this
juncture, the writer's aim is not merely to employ language but to
unravel its mechanisms, explore its potentialities, and
acknowledge its limitations.

The young Tolstoy evidently espouses a thingist world picture.
Yet, it is discernible that the author already engages in
transformative methods. The approach employed here does not
precisely align with pragmatic conversion; rather, it involves the
replacement of one concept with another. However, these
constructs are destined to dissolve, ultimately to be rearticulated
through signifiers of a distinct calibre —an enigmatic notion
articulated by the writer as ‘the necessary signs of the self’.

16 b) Onpeabnenie onpegbneHis.

OnpepbneHie noHsATIA ecTb: 3ambHeHie onpegbneHHaro MOHATIA MPOCTENLLMMMU
MOHATIAMK, U3b KOTOPbIXb OHO COCTOMTDL. [biCTBie 3TO HasbiBaeTcA aHaIU30Mb. —
MocpeacTBoMb aHanu3a Kakoro 6bl TO HU ObINIO MOHSITIA MOXHO AOWTM OTb camaro
C/IOXKHAaro [0 camMaro OTBJIeYeHHaro, T. €. 10 Takoro, Kotopoe onpegbneHo 6bITb He
MOXeTb. — 3Taro pofa MOHATIe Ha3blBaeTCA CO3HaHieMb. YTO e ecTb CO3HaHie?
CO3HaHie ecTb NOHSATie camMoro ce6a — ApyrMMu cnoBamu — 1.

17 OnpepbnaTb BcsAKoe MoHsATIiE, T. €. HA MbcTo ofHOro ThcHaro NoHATIA BCTaBNATb ABa
06LWMNPHBALWNXD U 03HAYAOLWNXD TOXKE, MOTOMb ONpeabnsaTb 3TU 06a NOHATISA, HAKOHeLb
[OXOAMTb 1O NMOHATIA TaKUXb, KOTOPbIA HE MOryTb UMbTb onpegberiit, HO KOTOpPbIA Mbl
CO3HaeMb, MOTOMY UYTO OHM CYTb HE YTO MHOE, KakKb HeobxoauM|blie] MpusHaku camaro A.
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Despite the intended goal of this analytical movement remaining
somewhat elusive, its mere existence suggests Tolstoy's
discontentment with modelization of the world out of concepts.

It requires a decade for Tolstoy to overtly oppose this thingist
stance. This epiphany unfolds within the framework of his
pedagogical initiatives among the peasantry, chronicled through
a series of articles penned for the journal Yasnaya Polyana.

In one of these narratives, Tolstoy recounts his endeavours to
impart writing skills to rural folk. Initially, he encourages students
to ‘depict objects’ (predmety) — bread, izbas, trees, and the like.
However, their attempts falter, with many unable to produce even
a single line regarding these subjects. Despite the instructor’'s
guidance, which includes dissecting the concept of bread into its
production stages — evocative of the conversion processes
observed in Natasha and Levin—most children rebuff this
exercise, finding themselves ‘on the verge of tears’. Those who
do engage produce compositions fraught with errors [8:71].
Subsequently, students are tasked with narrating events
(sobytiya). This prompt is met with enthusiasm and yields
markedly superior results. Tolstoy unequivocally interprets the
outcome of this experiment:

The description of so-called simple objects, so highly
favoured in schools, such as pigs, pots, tables, turned out
to be incomparably more difficult than complete stories
than whole stories taken from memory. The same mistake
repeated itself here, as in all other subjects of teaching:
what seems easy for the teacher is what is simple and
general (obshcheye) whereas only what is complex looks
easy and vivid to the pupil. [8 :71-72] &

In his pedagogical essay Who Should Learn Writing From Whom?
(1862), Tolstoy proposes an alternative exercise: the
transformation of proverbs into narratives. Once again, the
outcomes are satisfactory. These proto-narrations, wherein
objects serve not considered in themselves but as vehicles for
conveying some general truth, significantly enhance children’s
creativity compared to mere descriptions of things.

These observations prompt Tolstoy to reassess the Cartesian
assumption that all knowledge acquisition processes must
commence with definitive elements. Indeed, these elements are
not readily apparent to children. They represent not foundational
data but rather the outcome of an educational transformation of
natural world representations.

18 CTonb Nto6MMoe B LLKOJIaX ONmncaHne Tak HasblBaeMblX MPOCTbIX NPEeAMETOB: CBUHbY,
ropiika, CTofla, okasanocb 6e3 cpaBHeHMs TpyAHee, YeM Lefible, U3 BOCMOMUHaHWi
B3ATble paccka3sbl. O4Ha 1 Ta Xe olunbKa NoBTOPUIAch NPU 3TOM, KakK 1 BO BCEX ApYrux
npeaMeTax npenofaBaHUA: yUUTENo KaXeTca NIerkKMM caMoe MpocToe U obliee, a aAna
YUEHMKa TONbKO CIIOXXHOE 1 XXMBOE KaXXeTCs JIErKnUM.



Almost every teacher, following the same line of thought,
in their first composition sets forth the definition of a table
or bench and does not want to convince themselves that in
order to define a table or bench, one must stand at a high
level of philosophical-dialectical development. [8 :72]"°

What are the characteristics of these ‘complex’ representations
that the writer regards as natural? Towards the end of the
paragraph, the writer enumerates three specific types of
composition subjects that are particularly accessible to children:
describing  events  (opisaniya  sobytiya), interpersonal
relationships (otnosheniya k licam), and recounting heard stories
(peredacha slyshannyh rasskazov). By ‘relationships’, the
educator refers not only to understanding the positions
individuals hold in relation to one another, but also to the
emotions they feel towards each other, such as love or hatred, as
these provide a sufficiently explanatory model for the behaviours
of others.

According to Tolstoy, the natural way to organize experience
relies on narratives motivated by psychological causes, thereby
making actions, rather than objects, the basic units of
significance in human life. The precedence given to actions and
concepts arises from a denarrativization of experience, which
occurs later in an individual's developmental trajectory (mostly
thanks to education). Consequently, the function of pragmatic
conversions for the writer becomes clearer: to reintroduce
narrative structures distorted by modern education. The
convergence of objectivist and actionist models in Tolstoy with
certain positions is indeed a consequence of this thesis. The
more a character is integrated into the symbolic order of
modernity, the more their perception of reality is shaped by
education and the objectivist bias.

Tolstoy’s criticism of the worldview generated by the
educational system extends beyond its artificiality to its
propensity for generating low-quality narratives burdened by
specific conventions. These conventions compel the delineation
of spatial, temporal, material, and even character biographical
frameworks to facilitate the comprehension of actions. This
inclination, observed in the Iliterature of his era (and
acknowledged as impacting his own literary endeavours), is
labelled by Tolstoy as ‘vulgarity’ (poshlost’).

In contrast, peasants do not need to construct entities to
narrate. Action alone suffices to create a network of intelligibility
in which subjects and objects are implicitly suggested. The
significance of this return to action lies not so much in
transitioning from the abstract to the concrete (as objects like a

19 MoYTM BCAKMI yunTENb, PYKOBOASCH TEM XE NMyTEM MbILUEHUSs, NEPBbIM COYUHEHUEM
3afjaeT onpefeneHue CToNla UM NaBKW U He XO4eT y6eAMTbCs, YTO LS TOro, YTO6bI
ornpeaenuTb CTONM WM NaBKy, HYXHO CTOSiTb Ha BbICOKOW CTeneHn ¢unocodcko-
[AManeKkTUYecKoro passuTus.
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table or a piece of bread are inherently concrete) but primarily in
diminishing the centrality of definitions in our representations. It
seems that reducing the world to a collection of things
presupposes that things possess inherent meaning, so that all
meaning emanates from the composition of these entities.
However, for Tolstoy, the meaning of an experience does not
arise from the sum of the significations of its constituent parts.
Rather, an experience acquires meaning to the extent that it is
organized a priori as a narrative of intentional actions. The
significance of this return to action lies not so much in
transitioning from the abstract to the concrete (as objects like a
table or a piece of bread are inherently concrete) but primarily in
diminishing the centrality of definitions in our representations. It
seems that reducing the world to a collection of things
presupposes that things possess inherent meaning, so that all
meaning emanates from the composition of these entities.
However, for Tolstoy, the meaning of an experience does not
arise from the sum of the significations of its constituent parts.
Rather, an experience acquires meaning to the extent that it is
organized a priori as a narrative of intentional actions. The
entities mentioned within this narrative are inherently devoid of
semantic value. It is only when these entities are embedded
within a narrative syntax structured by psychological causality
that they acquire contextual meaning.

This precedence of narrative over signs is exemplified by
Fed'ka, one of Tolstoy’s pupils, and his selection of relevant
content for writing. To initiate his narrative, the boy does not
require his teacher to have previously built a world in which the
story unfolds. Merely invoking action suffices to populate the
fictionnal world with a multitude of pre-characterized entities and
objects.

If I hinted, for example, about what the peasant was doing,
how his wife ran away to her sibling, Fed'ka’s imagination
immediately conjured up a picture of lamps bleating in a
horse-drawn carriage, with the sighs of an old man and the
delirium of the little Serjozhka; [8 :304] 20

Upon Tolstoy’s suggestion to Fed’'ka to incorporate details that
had not organically arisen in the narrative (such as the
appearance of a character), Fed’ka declines:

[..] as soon as | hinted to some artificial and deceiving
picture, he would angrily reply that it is unnecessary. |
suggested, for example, to describe the peasant’s look, he
refused; [8 :304] 2

20 CTouno MHe TONbKO HaMEeKHYTb O TOM, HampuMmep, YTO Aenan MyXWK, Kak >XeHa
y6exxana K Kymy, u B Boo6paxeHun defibku TOTYAC e BO3HMKANA KapTUHA C ArHATaMu,
6aKaloLLMMIU B KOHHUKE, CO B310XaMM CTapuKa 1 6pefioM Masnbunka Cepexku; [...]

21 [..] cTonno MHe TONbKO HaMEeKHYTb Ha KapTWHY MCKYCCTBEHHYIO U JIOXKHYH, KakK OH
TOTYaC XXe CepauTo FOBOPUJI, YTO 3TOr0 He Hafo. 1 NMPeanoXus, Hanpumep, onucaTb
HapYXXHOCTb MY>MKa, — OH He cornacuncs;



Thoughts, as explanatory narratives of the characters’
behaviours, appear to be considered as possible entities within
the ontological framework of the peasants:

[...] but my proposition to describe what the peasant was
thinking while his wife was gone to her sibling immediately
brought up in his mind this turn of thought: ‘Eh! woman! If
you should meet the dead Savoska, he would tear your hair
out’ [8 :304]22

It is commonly acknowledged that the writer, upon examining
the writings of his students - regrettably, the initial draughts of
which are lost - discovers a ‘sense of measure’ (chuvstvo mery)
that elevates them to the realm of the finest artistic endeavours
[8:307]. Should one credit Tolstoy’s assertion that this episode
unveils a technical secret to him? To what extent does he exploit
this episode to exemplify a thesis he already holds? This query
transcends the scope of my analysis.

Nevertheless, these experiences, which affirm the precedence of
narrating actions over detailing objects, furnish the writer with a
critical framework. Three decades later, the author of What is art?
(1897) steadfastly upholds this conviction, citing the Joseph
cycle as a paradigm of literary achievement. According to him,
the composition of this biblical narrative originates from
neglected principles of his contemporaneous writers. The text is
crafted from a standpoint that mirrors the innate disposition
towards the world. The yardstick of authenticity parallels that of
peasant anecdotes. It is the progression of action, facilitating the
conveyance of sentiments (peredacha chuvstv), which dictates
the hierarchy of the objets that it is relevant to show.

In the narrative of Joseph, it was not necessary to
describe in detail, as is now done, Joseph's bloody
garments, and Jacob’s dwelling and clothing, and the
posture and attire of Pentephra’s wife, how she, adjusting
the bracelet on her left hand, said: ‘Come in to me,’ etc,,
because the content of the feeling in this story is so strong
that all the details — except the most necessary ones, such
as the fact that Joseph went to the other room to cry — are
superfluous and would only prevent the feeling from being
conveyed. Therefore, this story is understandable to all
people, touches people of all nations, classes, and ages,
has reached us and will live for millennia to come. But let’s
remove all the details (podrobnosti) from the best novels of
our time: what would remain? [30:162]23

22 [..] HO Ha npeasioXxeHne onucaTb TO, YTO AyMasl MY>KUK, KOTAa XXeHa 6erana K Kymy,
eMy ToTyac e NpeacTaBuics O60POT MbIC/M: «3X, Hamanacb 6bl Tbl Ha CaBOCbKY
NOKOWMHWMKA, TOT 6bl T€ KOCMbI-TO NoBblAepran!»

23 B noBecTBOBaHMU 06 Nocude He HyXXHO 6biNo onucbiBaTb MOAPOGHO, Kak 3TO AenatoT
Tenepb, OKpoBaB/ieHHYo ofexay Mocuda m xunuuie n ogexay Makosa, n nosy n Hapag,
MeHTedpreBoit XeHbl, Kak OHa, Monpansa 6pacfieT Ha JIeBOW pyke, ckasana: «Bowau ko
MHe», U T. M., MOTOMY YTO cofep>kaHWe YyBCTBa B 3TOM pacckase TaK CUJIbHO, YTO BCe
noApo6HOCTH, UCKITOYasi CaMbiX HEOOXOAUMBIX, KaK, HanpuMmep, To, 4To Mocud Bblwen B
OPYryro KOMHaTy, YTo6bl 3ansakaTb, — YTO BCE 3TU NOAPOGHOCTU USMULLIHU U TONIbKO
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The process of converting things into action serves to illustrate
a more authentic mode of experiencing the world and fosters the
creation of superior art. Tolstoy supplements these two
rationales with a third: the method also offers a more
comprehensive explanation of our cognitive faculties. This
assertion is implicit in the opening of Chapter XIII of the essay On
Life (1886). Here, the author initiates the discussion by listing
several propositions and syntagms whose significance presents
no challenge:

What can be clearer than the words: the dog is in pain;
the calf is affectionate — he loves me; the bird is happy, the
horse is afraid, a good man, an evil animal? [26 :356]2

Then, the author explains the reason for their apparent clarity:

All these most important understandable words are not
determined by space and time; on the contrary: the more
incomprehensible to us the law to which a phenomenon is
subject, the more precisely the phenomenon is determined
by time and space. Who shall say that he understands that
law of gravitation by which the earth, the moon, and the sun
move? And the eclipse of the sun is most accurately
defined by space and time. [26 :356] 25

If these expressions seem clear, it is owing to their
comprehension not necessitating an examination of the
phenomenon as determined by spatial and temporal factors.
According to Tolstoy, when we grasp the phrase ‘the dog suffers,’
we do not conjure a mental image of the suffering canine. Rather,
we attribute experiences with which we are already acquainted to
a sentient entity. Our understanding of these expressions stems
from our capacity to see in other beings the same internal states
and rationale (law of reason / zakon razuma). Essentially, genuine
knowledge arises from a sense of familiarity between an entity
and us.

Continuing in the chapter, Tolstoy arranges entities in
hierarchical order based on their degree of familiarity and
knowability. Ranked from the most familiar to the least, they are
as follows:

nomewlanu 6bl Nepefatb YyBCTBO, @ NOTOMY paccka3 3TOT HAOCTYMeH BCEM JOASM,
TporaeT ntofen BCEX HaUWW, COCNOBWUIA, BO3pPacTOB, AOLEN A0 HAc U MPOXMBET eLle
TbicayeneTusi. Ho OTHUMUTE y NyYLWINX POMAHOB HalLero BPeMeHW NoApo6HOCTH, U YTO
e ocTaHeTcA?

24 Y710 MOXET 6bITb NOHATHEE CMOB: cCob6aKe 60SIbHO; TENIEHOK JTAaCKOB — OH MEHSI NO6UT;
nTuua pagyeTcs, nowazb 6outcs, 4O6PbIA YenoBekK, 3510e XXUBOTHOE?

25 W Bce 3TM caMble BaXKHble MOHATHbIE C/IOBa He OMpeAenarTCsa NPOCTPAHCTBOM U
BPEMEHEM; HarnpoTUB: YeM HEMOHATHEE HaM 3akKOH, KOTOPOMY MOAYMHSIETCS ABMIEHME,
TeM TOYHee onpefensieTcs ABMeHUWe BPEMEHEM U MPOCTPAHCTBOM. KTO CKaXeT, uTo
NOHMMAET TOT 3aKOH TArOTEHUS, MO KOTOPOMY MPOWUCXOAUT ABUXXEHUE 3eMJIU, JTyHbl U
conHua? A 3aTMeHMe COJHLa caMblM TOYHbIM 06pa3oM OnpefesieHo NPOCTPaHCTBOM U
BPEMEHEM.



— Our own life (zhizn’), our psychological experiences
serve as the foundation of all knowledge.

- The corporeal life of our ‘animal’ (zhivotnoye) nature,
which is already governed by spatial and temporal
constraints.

- Other people, as they possess an ‘animal person’
(zhivotnyye lichnosti) akin to ours, are comprehensible to
us to the extent that their actions abide by the same “laws
of reason”, and incomprehensible to the extent that their
actions are determined by spatiotemporal conditions.

- Non-human animals, in whom we discern a semblance
of personality (lichnost’).

- Plants, in whom identifying a personality poses
challenges.

- Inanimate objects (predmety), which lack any discernible
personality (bezlichnye) [26:356 — 357].

One implication of this epistemological framework is that
entities with which we fail to identify are subject to what Tolstoy
terms “false knowledge.” For instance, we cannot really know
what a planet in orbit is ‘doing’ because we cannot attribute our
internal states to such entities.

Similarly, in War and Peace, French soldiers lack insight into
Pierre’s interiority, perceiving him not as a person but rather as an
object. Natasha encounters a similar predicament concerning
opera singers. The rationale underlying their actions — namely,
the fact that an actor is performing on stage - eludes
comprehension because it cannot be ascribed to a psychological
law that we have previously experienced. Rather, their behaviours
serve the representational intentions of a third party: the director.
By instructing actors to adhere to external directives, theatrical
conventions reduce human actions to a level of understanding
less profound than that afforded to the movements of inanimate
objects.

Significantly, the reification of action within the theatrical realm
remains an incomplete process. There persists an inherent
intentionality in the actions of living beings on stage, some of
which transcend the constraints imposed by the theatrical
apparatus. Pragmatic conversions highlight these different ways
of being active, as exemplified in the subsequent sentence:

Then both fell silent, the music began to play, and the man
began to run his fingers over the hand of the maiden in the
white dress, evidently waiting again for a beat to begin his
part with her. [10:318]

Alongside actions that are unexplainable to the young woman
(their beginning is always a surprise, as is highlighted by the
repeated use of the verb stat’), Natasha can see that the man is
awaiting something. Thus, for the first time since the play’s

47 26:356 — 357.
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inception, she successfully delves into another individual's inner
realm. If she can do so, it is because this attitude does not stem
from stage directions but from the actor’s own rationale.

More generally, it appears that pragmatic conversion
encapsulates Natasha’s internal struggle with the reifying devices
inherent in theatrical staging. Confronted with a performance
devoid of intentional agency, as alien as an array of inanimate
objects, the young woman endeavours, in her pursuit of meaning,
to reintroduce intentional action wherever feasible. The profusion
of verbs can be construed as a fervent, albeit largely unfulfilled
endeavour to reinstate “natural” narratives within an environment
where such narratives have been radically suppressed. Hence,
the epistemic virtue of this technique becomes clear. Apart from
uncovering concealed actions amidst an increasingly object-
laden world —and disfigured by nominalization, as later
underscored by Ivan lllich [1973:97 - 99] -, it encapsulates the
human fight to reassert a semblance of intelligibility in the
context of modernity.

Conclusion

Viktor Shklovsky's concept of ostranenie, encapsulated by the
act of not naming things directly, sheds light on a prevalent set of
writing techniques found in Tolstoy’'s prose: pragmatic
conversions. These conversions, which involve replacing nominal
descriptions of reality with verbal sequences highlighting actions,
play a pivotal role in Tolstoy's narrative construction. While
initially instrumental in creating a sense of strangeness, their
significance transcends the elicitation of this effect. Pragmatic
conversions serve as tools for deepening our understanding of
reality by revealing the actions embedded within seemingly static
objects or concepts.

Moreover, these techniques offer insights into character
perception and situated ontologies. Through the characters’
propensity to nominalize reality, we discern a correlation with
their integration into modern society. The more characters are
integrated into contemporary institutions, the more they view
reality as an assemblage of objects, rather than a narrative of
actions. With people in positions of power, such as Tsar
Nicholas, pragmatic conversions can even be employed to mask
reality, highlighting the complex interplay between narrative
construction and social positionality.

Tolstoy’s evolution as a writer reflects a profound shift from a
youth enamoured with definitional analysis to a mature thinker
who recognizes the primacy of narrative of actions. His critique
of certain forms of realism underscores the limitations of
representing the world as a collection of static entities. Through



pragmatic conversions, Tolstoy advocates for a mode of writing
that favours narrative dynamics over descriptive precision,
thereby aligning himself with the fundamental structure - in his
opinion — of human experience.

Ultimately, the superiority of this narrative-centric approach
transcends aesthetic considerations, encompassing
epistemological domains. Tolstoy posits that true knowledge
emerges from understanding the rationale of other beings, rather
than merely nominating or depicting them. By reintroducing
narrative actions, pragmatic conversions offer a powerful method
of restoring intelligibility to a world imperiled by reification. This
shift suggests that the act of nominalizing the world inherently
constitutes a form of fictionalization of the experience, which
Tolstoy's literary practice seeks to deconstruct.
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