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Abstract
JESSICA GINOCCHIO: A Cold, White Light: The Defamiliarizing Power of Death in Lev
Tolstoy’s War and Peace
(Under the direction of Christopher Putney)
In this thesis, | examine the theme of death in War and Peace by Lev Tolstoy. Death in War
and Peace causes changes in characters’ perception of their own lives, spurring them to
live “better.” Tolstoy is widely understood to embed moral lessons in his novels, and, even
in his early work, Tolstoy presents an ideal of the right way to live one’s life. | posit several
components of this Tolstoyan ideal from War and Peace and demonstrate that death leads

characters toward this “right way” through an analysis of the role of death in the

transformations of four major characters—Nikolai, Marya, Andrei, and Pierre.
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Chapter |

Introduction

American philosopher William James identified Tolstoy as a “sick soul,” a
designation he based on Tolstoy’s obsession with death (James, 120-149). This
preoccupation with death ripples through Tolstoy’s body of work, evident from even the
titles of such stories as “The Death of Ivan Ilych” (Cmepts MBana Wnbnua) and “Three
Deaths” (Tpu cmepTn), stories that feature death as their primary focus. In Anna Karenina
only a single chapter is given a title: “Death” (Cmepts). Death may not always be
eponymous, but it is almost always thematically important, from Tolstoy’s earliest
publication, the novel Childhood (/Jemcmso) in 1852, to such late works as “Master and
Man” (Xo3siun 1 pabotauK) in 1895. The most famous of Tolstoy’s works, War and Peace
(Botuina u mup), is particularly laden with death, and the ubiquity of death is not limited to
the context of war. Approximately one third of major characters in the book die or are
killed, and most of these are not in active military service. From Andrei’s lengthy death
from a shell in battle, to his wife’s sudden death in childbirth, to the executions of Russian
prisoners of war by the French, to the death of Count Bezukhov in his bed surrounded by
family and caretakers, War and Peace depicts a striking variety of types of death. Even
those who remain alive by the book’s epilogue encounter death in some way, whether

witnessing the death of a loved one, the murder of a stranger, or wrestling abstractly with



the concept of mortality.

One could claim that the frequency of death in War and Peace is a fact of its
verisimilar depiction of 19th-century life. After all, the young Tolstoy writing War and
Peace in the 1860’s had already experienced the death of both parents and two brothers.
Beyond its typical, unpleasant presence in everyone’s reality, death played an especially
important role in Tolstoy’s own life and the development of his philosophy and religious
beliefs. As he describes in his lengthy 1879 essay A Confession (Mcnoseow), existential
angst caused by the horrifying combination of mortality and a lack of meaning in life
spurred a spiritual and philosophical journey that led Tolstoy to eventually adopt his own
version of Christianity. His personal philosophy was based on the idea that there is a “right
way” to live, modeled on the teachings of Christ. In both his fiction and his nonfiction,
Tolstoy explores and propagates his ideas on the Right Way.! The important components
of the Right Way will be discussed in the Chapter Il of this thesis.

The effect of death on Tolstoy’s characters is that it inspires them to see their lives
and world in a new light and to become better oriented towards the Right Way. The
connection is best illustrated by an episode with Prince Andrei on the eve of the Battle of
Borodino, when he lies in a shed and considers the looming massacre, aware of the real
possibility of his death:

Bce, uTo npeskie Mydmnsio ¥ 3aHUMaJIo €ro, BAPYT OCBETUIIOCH
XOJIOAHBIM OEJIBIM CBETOM, O€3 TeHel, O3 IePCIEKTUBBI, 0€3 Pa3IuIHs
ouepTaHuil. Bes )Ku3HB IpeicTaBIiIach eMy BOJIIIEOHBIM (hOHApEM, B

KOTOpBIﬁ OH O0JIr'0 CMOTPEII CKBO3b CTEKJIO U IMTPU HCKYCCTBEHHOM

! 1 will capitalize “Right Way” to signify that I am referring specifically to Tolstoy’s conception of the right
way to live and be in the world.



ocBenieHnu. Teneps OH yBUIAN BAPYT, 0€3 CTEKIIa, IPU IPKOM JHEBHOM
CBCTC, OTHU AYPHO HaMaJICBAHHBIC KapTUHBI. «I[a, Ja, BOT OHHU TC
BOJIHOBABIIMEC Y BOCXUIIABIINC U MYUHUBIINC MCHS JIOKHBIC 06pa3131, —
TOBOPHJI OH cebe, epedupasi B CBOeM BOOOPaKEHUU TIIaBHBIC KAPTHHBI
CBOETO BOJILEOHOTO (poHAPS )KU3HM, TIIS/I TETePh HAa HUX MPH 3TOM
XOJIOZHOM 6eJIOM CBeTe fHs — sicHOM Mbici o cmepra. (111, 235-236).
This quotation illustrates how death serves as a catalyst for the examination of one’s life.
Life’s often-forgotten finiteness provides a new perspective and clarity when it does
happen to come to the forefront of one’s mind. This process has affinities with Victor
Shklovsky’s idea of defamiliarization (octpanenue), SO | will use this term with the
understanding that my usage is somewhat different from Shklovsky’s.® I will use
defamiliarization to describe a psychological phenomenon that happens to characters,

rather than an effect that art has on the reader. This light, the real presence of death, has

Z«__.All that used to torment and preoccupy him was suddenly lit up by a cold, white light, without shadows,
without perspective, without clear-cut outlines. The whole of life presented itself to him as a magic lantern,
into which he had long been looking through a glass and in artificial light. Now he suddenly saw these badly
daubed pictures without a glass, in bright daylight. ‘Yes, yes, there they are, those false images that excited
and delighted and tormented me,” he said to himself, turning over in his imagination the main pictures of his
magic lantern of life, looking at them now in that cold, white daylight—the clear notion of death” (War and
Peace, Trans. Pevear & Volokhonsky,769). All English translations of War and Peace quotations are Pevear
and Volokhonsky’s.

® Defamiliarization, first codified in formalist critic Viktor Shklovsky’s 1917 article “Art as Technique”

(MckyccTBo Kak mpuem), is a well-documented technique of Tolstoy’s writing. Defamiliarization is an

attempt to get the reader to see an object as if with fresh eyes, by describing it in an unfamiliar way:

Habitualization devours works, clothes, furniture, one’s wife, and the fear of war. ‘If

the whole complex lives of many people go on unconsciously, then lives are as if they have
never been.”® And art exists so that one may recover the sensation of life, to make the stone
stony. The purpose of art is to impart the sensation of things as they are perceived and not
as they are known. The technique of art is to make objects “unfamiliar,” to make forms
difficult... (Skhlovsky, 12).

One famous example that Shklovsky gives is pulled from War and Peace itself: Natasha’s visit to
the opera. In fact, most of the examples in the original Shklovsky article are drawn from Tolstoy. The effect
of defamiliarization in literature is to cause the reader to reflect more deeply on some familiar object, to
examine something anew that has long been virtually ignored in daily life. However, defamiliarization can be
considered to be a broader idea than an artistic device, or even artistic purpose. It can be a phenomenon of
life, during which the perception of reality is suddenly altered. It is this phenomenon that Andrei experiences
before Borodino. The “light” that is cast over Prince Andrei’s life can be called a defamiliarizing one.
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made his life appear strange. The effect of such this new perspective is self-reflection and
self-examination. Scrutiny of one’s life, behavior, and beliefs, the type to which Tolstoy
subjected himself, is vital in finding the Right Way.

Andrei’s experience is the most concise summary of the role of death throughout
War and Peace. This function mirrors the effect that encounters with death and mortality
had in Tolstoy’s own life. Death brings characters a new, better perspective on their lives
and the Right Way, leading them towards a more moral life, better relationships with each

other, and improved understanding of their relationship with the universe and the divine.



Chapter 11

Tolstoy and Death

Before embarking on a discussion of death’s function in Tolstoy’s fiction, it iS
useful to understand Tolstoy’s personal relationship with death and what the concept of
death even meant to him, especially at the time of writing War and Peace. Though in this
thesis I will describe various “benefits” of death, it is important to recognize that Tolstoy
did not necessarily consciously view death as something “positive.” There is much
ambivalence about death in his writing, the vastness of which is well represented in War
and Peace. It is true that at times death is treated like a natural phenomenon (or even a gift
from God) that should be accepted or perhaps even welcomed. At other times death is
depicted as something terrible and monstrous, worthy of fear and dread.

One fundamental aspect of death is its strangeness and mystery. In War and Peace,
there are two scenes in which Pierre is present at a death and does not understand what he is
seeing. At Borodino, Pierre witnesses the death of an officer near whom he has spent much
of the battle: “Bapyr 4to-To cinyuunoch; opuilepuk axHyl U, CBEPHYBIIUCH, CEJI HA 3eMJTIO,
KaK Ha JICTY MOACTPCIICHHA IITHULIA. Bce CACIAIIOCh CTPaHHO, HEACHO U IMTAaCMYPHO B Ijia3dax
Isepa” (111,272).° This description of death is somewhat unusual. First of all, it may not be

immediately obvious to the reader that the officer is dead. Tolstoy does not ever explicitly

® “Suddenly something happened; the little officer said “Ah” and, curling up, sat on the ground like a bird
shot down in flight. Everything became strange, vague, and bleak in Pierre’s eyes.” (796)



state that the officer has been killed. Instead, the reader is given particular physical details
describing exactly what happens to the officer’s body. It is as if the person observing the
officer’s death is unaware of what has transpired, unaware that there is even such a concept
of soldiers being killed in battle. Several paragraphs later, as Pierre is fleeing the redoubt,
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he avoids “To Mecro, Ha KOTOpOM cHzen MouoxeHbkuii odpuuepux” (IIL, 273).° Pierre
seems to still not fully understand what has happened. This unorthodox description of
death forces the reader to pause momentarily on what exactly is happening. The effect of
this death on Pierre is also something of an anomaly. Pierre’s emotional reaction is not one
of horror, sadness, or disgust, but instead one of confusion and estrangement from reality.
We are shown how witnessing this death has made everything “strange in Pierre’s eyes.”
This description and reaction encourages the reader to think more seriously about what
exactly death is, and it emphasizes that little can be known about what happens when
someone dies beyond the externally visible, physical details.

The second defamiliarized depiction of death is the execution of Russian prisoners
of war, which Pierre witnesses. “On Buea TOJBKO, KaK MOYEMY-TO BAPYT OMYCTHUJICS Ha
BepeBKax (aOpuUHbBIN, KaK MMOKa3ajach KPOBb B IBYX MECTaX M KaK CaMble BEPEBKH, OT
TSDKECTU MOBUCIIIETO TeJa, PACIyCTHINChH U (haOpUUHBIN, HEECTECTBEHHO OITYCTUB T'OJIOBY
v oxBepHyB Hory, cen” (IV,503).” Here the everyday image of sitting is used yet again to
describe death, and again, only physical description is given of the event.

The enigmatic quality of death is also seen after Andrei dies. Marya and Natasha

® “the place where the young little officer sat.” (796)

" “He only saw how the factory worker suddenly slumped down in the ropes for some reason, how blood
appeared in two places, and how the ropes became loose under the weight of the sagging body, and the
factory worker sat down, lowering his head and tucking his legs under unnaturally.” (967)



are aware of something great having been accomplished. “Harama u xusbkHa Mapbst
IUIaKaJik TOKC TCICPb, HO OHU IINIAKaJIM HC OT CBOCTO JIMYHOI'O I'Opd; OHU IIJIaKaJId OT
6HaFOFOBefIHOFO YMUJICHHA, OXBATHUBLICTO HUX AyIIHW HOCPEA CO3HAHUCM IIPOCTOro MU
TOP)KECTBEHHOTO TAMHCTBA CMepTH, coBepmmBmerocs mepen umu” (IV,529).° It is
significant and somewhat contrary to expectation that the cause of Marya and Natasha’s
tears is not grief, but of sensing that death is a great mystery. Though this is not an example
of defamiliarization, there is some overlap in function between this scene and the
defamiliarized deaths witnessed by Pierre. They all highlight that death is something that
living beings cannot understand.

Tolstoy did not base these experiences of death on purely his imagination. As |
have already mentioned, four of his immediate family members had died by the time he
began to write War and Peace. One of them, his brother Nikolai, died in Tolstoy’s arms in
1860, only three years before he began writing War and Peace. Tolstoy notably did not
write in his diary for an entire month after his brother’s death. One month later he writes
about how at the funeral he got the idea to write a “materialist gospel.” This strongly
suggests a relation between this death and the development of Tolstoy’s philosophy. He
states, “Nikolenka’s death is the strongest impression on my life” (Tolstoy’s Diaries, 158).
With the benefit of further hindsight, he mentions the event in A Confession:

“YMHBIH, T0OPBI, CEpbE3HBIN YEIOBEK, OH 3a001€]1 MOJIOABIM, CTpaIa
OoJiee Tofia 1 MyIUTEIBHO YMED, HE TTIOHUMAs, 3a4eM OH XKUJI, U elIé MEHee

IIOHUMasd, 3a4€M OH YMHPACT. Huxakne TECOpPHUH HUYCTO HE MOTJIN OTBETHUTH

8 «“Natasha and Princess Marya also wept now, but they did not weep from their own personal grief; they wept
from a reverent emotion that came over their souls before the awareness of the simple and solemn mystery of
death that had been accomplished before them.” (986)



Ha OTHU BOIIPOCBI HU MHE, HU €My BO BpEMA C€Tr0 MCIAJICHHOTO U
myuntessaoro ymupanus.” (Ispoved’, I11)°
In A Confession, he groups Nikolai’s death with another traumatic event that
happened during a trip that Tolstoy had made to Europe a few years earlier: his attendance
at an execution. This occurred in Paris in March of 1857 and made him feel ill, depressed,
prevented him from sleeping, and compelled him to leave Paris almost immediately
(Diaries, 133.) Later, he would write in A Confession that witnessing this execution
revealed to him that his belief in the progress and general good judgment of mankind was
wrong, if mankind found such horrendous and sickening things necessary™. Instead of
depending on traditional notions of morality and meaning, he would have to depend only
on himself as judge of what is right and wrong (A Confession, 11). At the time of writing A
Confession, Tolstoy saw these two events—his brother’s death and the execution—as
significant moments when the first manifestations of his existential and spiritual crisis
temporarily appeared. Later, the doubt that interrupted Tolstoy’s life at these two points
would consume him more persistently. These two deaths were a beginning for Tolstoy,
when he began to understand that he needed a new understanding of the world and a new
philosophy.
It is also natural to see connections between these events and scenes in Tolstoy’s
fiction. There is a parallel between Tolstoy’s interpretation of the Paris execution, and

Pierre’s reaction to the execution of the prisoners of war. The grotesque depiction of the

% «An intelligent and serious-minded man, he was still young when he fell ill, he suffered for more than a year
and died in agony, without having understood why he had lived or why he was dying. There was no theory
that could have answered these questions to my satisfaction or his during the period of his drawn-out and
agonizing process of dying.” (A Confession, 11)

1% Tolstoy also writes in detail about this event in a letter written 24-25 March/5-6 April 1857 from Paris to V.
P. Botkin. (Tolstoy’s Letters, 95)



execution of Vereshchagin by an angry mob evokes the type of disgust that Tolstoy felt that
day in Paris.'! Tolstoy’s aversion toward the audience at the execution, who seemingly
casually accept the necessity of such horrific executions, is translated into the direct
complicity of the audience in the death of the innocent Vereshchagin.*

Death is a puzzle for Tolstoy, a great mystery, but it is also a formidable force. In
War and Peace, this can be seen in Andrei’s deathbed dream, in which he feels he has to
lock the door to keep death out and is seized by fear. Here death is referred to by the neuter
pronoun “ono,” even though the feminine pronoun would be grammatically appropriate for
the feminine noun “cmepts.” The use of this neuter pronoun stresses the referent with
which it actually agrees, even though that referent occurs after the first usage of ono:
“Uro-to He uenoseueckoe” (IV,527).%° This emphasis on the neuter “aro-to” rather than
the feminine “cmepts,” makes what is behind the door seem more alien and mysterious.**
However, the death of Andrei’s dream does have animate qualities: it can open a door. It is
also stronger than Andrei, who in the dream is not injured but healthy. At the end of this
dream, after death overpowers Andrei and enters the room, Andrei wakes up, causing him
to believe that “cmeprs—rpobyxaerne” (IV, 528).%° In the course of only several

minutes, Andrei’s own understanding of death has been transformed from one of dread and

11t is also interesting to note that Tolstoy portrays the violent aspects of the French Revolution as absurd and
incomprehensible in Part 11 of the Epilogue, and Pierre, during the nascent stages of his own spiritual crisis,
makes frequent reference to the events of the French Revolution, particularly executions.

'2 Though no direct fictional manifestation can be found in War and Peace, the death of Tolstoy’s brothers
was clearly influential on the death of Nikolai Levin in Anna Karenina.

13 “Something inhuman” (985)

! Interestingly, Tolstoy uses the feminine pronoun in “Death of Ivan Ilych,” which Kathleen Parthe discusses
in her essay “The Metamorphosis of Death in Tolstoy.”

1 “Death is an awakening” (985)



resistance to one of understanding and acceptance. He has ceased seeing death as some sort

of bogeyman threatening him to a natural process undeserving of fear. This new

understanding of death is similar to one seen elsewhere: the idea of death as something

acceptable and even attractive.

The death-as-monster idea is a memorable component from A Confession:
JlaBHO yKe paccka3aHa BOCTOYHAsi 0acHs PO MYTHHUKA, 3aCTUTHYTOTO B

CTENH pa3bsipEHHBIM 3BepeM. Criacasch OT 3Bepsl, IyTHUK BCKaKMBAET B
663BOILHI~;II>1 KOJIOAC3b, HO HAa AHC KOJIOAA BUJIUT APAKOHA, pa3MHYBIICTO
MaCTh, YTOOBI MOXKPATh ero. Yl HecyacTHBIN, He CMesl BBUIE3Th, 4TOOBI HE
MOTUOHYTH OT pa3bsAPEHHOIO 3BEPS], HE CMEs U CIPBITHYTh Ha JTHO KOJIOLa,
I-IT061~)I HC 6I>ITI) IMMOXXPAaHHBIM JIPAKOHOM, YXBATbIBACTCSA 3a BETBU
pPACTyIIETro B paclIeIMHAX KOJOAA TUKOr0 KyCTa U AEPKUATCSA HA HEM.
Pyku ero ocnabeBaroT, 1 OH 9yBCTBYET, UTO CKOPO JTOJDKEH OYJIET OTIAThCS
noruGenu, ¢ oGerx cTopoH xaymeii ero. .. (Ispoved’, V)™

Here death is represented both by the wild beast and the dragon, and the inevitability of

human mortality rendered by the traveler’s hopeless suspension between the monsters. If

we are to believe Tolstoy, this fable was not his invention, but he does use the image of the

traveler hanging over the gaping maw of death throughout his essay repeatedly to illustrate

the human condition of mortality. The traveler in the well is not saved, nor does the dragon

transform into something less fierce, as Andrei’s “something inhuman” turned into the

18«An old eastern fable tells of a traveler taken unawares on a plain by a ferocious wild beast. To escape the
beast the traveler jumps down a dried-up well, but at the bottom of the well he sees a dragon with open jaws
waiting to devour him. And the poor chap, not daring to climb out and be killed by the ferocious beast, and
not daring to drop down to the bottom of the well and be devoured by the dragon, grabs hold of a branch on a
wild bush growing in a crevice of the well, and hangs to it. His arms are weakening, and he knows that he will
soon have to face the destruction that awaits him on both sides...”(A Confession, 19)

10



much more pleasant idea of “awakening.”

In contrast to the monstrous, frightful appearance of death seen in the fable about
the well and Andrei’s dream, there is the views of death espoused by the Mason losef
Bazdeev and Platon Karataev in War and Peace, in which death appears to be something
almost desirable and positive. Pierre’s two sages are representative of a stage that Tolstoy
went through during his philosophical development. After beginning to question the
meaning of life, Tolstoy turned to the learned world for answers. He studied both science
and philosophy, hoping to assuage the illness he felt in his soul. The beliefs of Bazdeev and
Karataev exemplify the answers that Tolstoy found when reading philosophy, embodied
for Tolstoy in four names: Socrates, Schopenhauer, Solomon, and the Buddha. Bazdeev is
representative of the conclusion Tolstoy drew from philosophy that life is a vain burden
that “must be got rid of” (A Confession, 35). In the Masons’ seventh tenet is the idea put
forward by these philosophers in Tolstoy’s Confession: life is full of ills and sufferings,
and so therefore death, a release from such suffering, is good and should be welcomed (A
Confession, 31-35). Pierre marvels that Bazdeev still loves death when Bazdeev falls
seriously ill, even if he does not feel morally prepared for it (11, 618). Death as some sort of
reward can also be seen in Karataev’s story that he tells the other prisoners about a man
framed for murder. While in jail, this innocent convict prays to God for death. When the
convict finally dies, despite having just been exonerated, Karataev characterizes this death
thus: “A ero yx Bor npocrin — nomep” (IV, 633).2" It is clear that Tolstoy lent some
credence to this attitude toward death at some points in his life, but it is unclear exactly

when and how much.

7 “But God had already forgiven him—he was dead.” (1063)
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Tolstoy invites his reader to contemplate the nature of death and the existence of an
afterlife several times in the novel. He does this by showing characters of various walks of
life thinking about and discussing the topic. For instance, after his injury at Austerlitz,
Prince Andrei envies the certainty he believes his sister Marya has about death: “xoporio
ObI 3TO OBLTO, eXenu Obl Bce OBLJIO TaK SCHO U MPOCTO, KaK OHO KaXKeTcs KHsKHe Maphe.
Kak XOopomo 6]31 6BIJIO 3HaTh, rA€ UCKATh IIOMOIIIH B 9TOU KU3HU U YETO JKIOaThb I10CJIC HEC,
Tam, 3a rpoGom!” (1, 418).'® Comments such as these underscore the fact that an afterlife is
not a foregone conclusion in the world of War and Peace.*®

Early in the book, a group of artillerists sits in a tent before the Battle of Austerlitz,
discussing the existence of a soul and an afterlife. Tushin, a positive character, argues “s
TOBOPIO, YTO KOJIM OBl BO3MOXKHO OBIJIO 3HATh, YTO OYJET MOCIIe CMEPTH, TOTAa OBl U
CMEpTH U3 HAC HUKTO He Oosuics. Tak-To, romy0uunk... A Bce OGoumibes... boumbes
HEU3BECTHOCTH, BOT 4Y€TO. Kak Tam Hu roBOpH, 4TO AyllIa Ha HeOO HOfIIIeT. . . BEIb 3TO MbI
3HaeM, 4To Heba Her, a chepa oaHa ” (I, 258).20

Even youth who are not at war are susceptible to such philosophizing. There is a
short discussion between the Rostov youth about the essence of the soul and eternity:

Cons: OTo Meramiicuko3a. EruntsiHe Bepuiu, 4To HaIlIM Tyliu ObUIH B

KHUBOTHBIX U OIIATH HOﬁHYT B ) KUBOTHBIX.

18 It would be good if everything was as clear and simple as it seems to Princess Marya. How good it would
be to know where to look for help in this life and what to expect after it, there, beyond the grave!...” (293)

¥ Whether Tolstoy ever believed in an afterlife is difficult to say. Though one might surmise from his fiction
that he does believe in life after death, according to R. F. Christian, “[Tolstoy] had no strong faith in a life
after death, although his views on the subject were not rigid.” (“Introduction,” New Essays on Tolstoy, 10)

20 < say that if it were possible to know what there will be after death, none of us would be afraid of death.

That’s so, dear heart...But you’re still afraid...Afraid of the unknown, that’s what. However much we say
that the soul will go to heaven...we know that there is no heaven, but only atmosphere.’” (178)

12



Harama: Her, 3Haemb, s He BEpto 3TOMY, 4TOOBI MBI OBUTH B )KUBOTHBIX. A

s1 3HAar0 HaBCPHOC, YTO MbI 6LIJII/I aHT'C¢JIaMU TaM I'’I€-TO U 3C€Ch GBIHI/I, " OT

3TOTO BCE MOMHUM. . .

Huxkomnaii: Exxenu Obl MbI ObLIIN aHT'CJIAMU, TaK 33 YTO K€ MbI IIOIIAIN HHXKE?

Her, 510 HE MOXkeET OBITH!

Haramra: He Humke, kTo TeOe cka3an, uyto Huxke?. . . [loueMy s 3Haro, uem s

ObLTa Mpex/ie, BeIb qylia 0eCCMEpTHA. . . CTANIO OBITh, €XKeIu 51 Oy KUTh

BCET/Ia, TaK 5 M MPEXK/Ie KUJIa, EIYI0 BEUHOCTh JKUIIA.

Jummanep: [la, HO TpyAHO HaM NPEACTaBUTh BEUHOCT.

Harama: Otuero e TpyIHO MpeacTaBUTh Be4HOCTh? HbiHue Oyiet, 3aBTpa

6yJeT, Beeraa GyLeT, M Buepa GbLIO U TPEThero AHs 6bUIO...... 2 (11, 732)%

The effect of these scenes is twofold. First, they emphasize that death and mortality

looms over everyone without exception. It is a very real fact of life, immediate and worthy
of attention by all, including children. Even brave soldiers, such as Tushin, grapple with
the fear of their own deaths. Second, these conversations help elevate death’s status in the
book from a fact of life to a philosophical problem. This philosophical problem is one of
the main currents running through all of Tolstoy’s body of work, from his fiction, to his

published essays, to his personal diaries.

! ’ve converted the format of this quote to include only dialogue.

%2 Sonya: ‘That’s metempsychosis. The Egyptians believed that our souls were in animals and will go back
into animals.’

Natasha: ‘No, you know, I don’t believe we were animals. [ know for certain that we were angels somewhere,
and visited here, and so we remember everything....’

Nikolai: ‘If we were angels once, why did we end up lower? No, that can’t be!’

Natasha: ‘Not lower, who told you it’s lower?...Now do I know what I used to be? The soul is
immortal...which means, if I will live forever, then I also lived before, lived for the whole eternity.’
Dimmler: “Yes, but it’s hard for us to imagine eternity.’

Natasha: “Why is it hard to imagine eternity? There will be today, there will be tomorrow, there will be
always, and there was yesterday, and there was the day before...” (522)

13



Chapter 111

The Right Way

The notion of an ideally moral life, the Right Way, is an important theme of War
and Peace. Though Tolstoy’s writing became more and more clearly moralistic through
time, the idea that there is a Right Way to live, a moral truth that all should aspire to, exists
from the very beginning. What exactly that Right Way entailed underwent some evolution
(such as his view of romantic relationships between War and Peace and Kreutzer Sonata),
though much of it (e.g. compassion, connection to land) remained consistent throughout
Tolstoy’s whole body of work. We will focus on what the Right Way meant for Tolstoy
when he was writing War and Peace. Evidence for these values can be found in War and
Peace itself, though they are further elucidated in Tolstoy’s other works. Though Tolstoy
often appears to be straightforward and explicit about his values in his nonfiction and his
diaries, he has a tendency to contradict himself. Therefore, there is no place where Tolstoy,
especially early Tolstoy, outlines his entire moral code. Despite such an absence, it is not
difficult to distill the components of this Right Way from his fiction and writings. Some of
the most vital parts of this Right Way are:

1) Love of life, especially mundane, everyday experiences, and
submission to its forces.

2) Searching for and desiring “ultimate truth” and “ultimate



purpose.” One of the important ultimate truths that Tolstoy has
in mind is belief in the divine.

3) Adherence to traditional family roles and living a “simple” life
in the country, in which one’s main concerns are about farming
and raising a family.

4) Unity, peace, and reconciliation of all people in the world.

Tolstoy’s supreme valuation of the love of life is expressed most clearly in a letter
written in 1865, which perhaps also sheds some light on the purpose of War and Peace and
instructs us on how it should best be read:

The aim of an artist is not to solve a problem irrefutably, but to make
people love life in all its countless inexhaustible manifestations. If | were to
be told that I could write a novel whereby I might irrefutably establish what
seemed to me the correct point of view on all social problems, | would not
even devote two hours’ work to such a novel; but if I were to be told that
what I should write would be read in 20 years’ time by those who are now
children, and that they would laugh and cry over it and love life, | would
devote all my own life and all my energies to it. (Tolstoy’s Letters, 197)

The character in War and Peace who best embodies the value of love of life and
submission to the forces of it is Natasha Rostova. When she is first introduced in the novel,
she is running into a room. This initial presentation of Natasha ties her with motion,
energy, and life force unlike anything possessed by the other characters. It is her ecstatic
exuberance as she admires the beautiful night sky that causes Prince Andrei to be

enchanted with her. By the end of the novel, Natasha has become a giver of life, a devoted
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mother, who cares only about her family and their well-being. Her devotion is so complete
that she has ceased looking after her appearance and insists on nursing her own children
(contrary to the practice of other noble women).

Part of the love of life is the idea of acceptance and submission to the ebbs, flows,
and forces of life, whether these forces are great or small. Natasha also embodies this
aspect quite well. Natasha is living correctly by being completely open to life and to the
flow and change of her emotions. Also epitomizing this idea is the figure of Field Marshal
Kutuzov. Kutuzov has the “ability to submit instinctively to the impersonal forces over
which he has no control” (Kaufman, 79).%* Kutuzov’s wisdom and success as a commander
is rooted in this ability, in contrast to Andrei’s belief that everything can be controlled and
predicted by the human intellect. On a larger scale, Tolstoy illustrates in the text and
explains in his expository parts on history, that it is wrong of Napoleon to believe that he
has control over battles and events. History is not controlled by individual men, but shaped
by unseen forces.?*

The second component of the Right Way, the search for ultimate truth and
meaning, is embodied best in War and Peace by Prince Andrei and Pierre. This search in
itself is meaningful and good. R. F. Christian asserts the significance of “seekers” like
Prince Andrei and Pierre for Tolstoy: “it is not necessary to be a seeker in order to earn
Tolstoy’s commendation; but all seekers are commended by him” (Christian, 151). These

characters in this way are psychologically similar to Tolstoy himself; they share this

%% Kaufman here emphasizes that Kutuzov’s wisdom is related to his battle experience: “With his scarred face
and blind eye, Kutuzov’s very being testifies to his brushes with death in battle.” (79).

# For a good study on this topic, see Gary Saul Morson’s essay “War and Peace” in The Cambridge
Companion to Tolsoy.
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property of “seeking” with him, though they do not necessarily share many biographical
details with him.? Whether they settle on the precise “right” answer or not, death is one of
the forces of propulsion that drive the seekers forward in their search and help them close
in on the Right Way, and the search in itself is something inherently good.

In Tolstoy, there are many levels of important truths. One of the most obvious types
of truth is metaphysical truth. Despite what one would be led to believe by Tolstoy’s own
account of the evolution of his spiritual beliefs in A Confession, even as early as War and
Peace, belief in some sort of divine power is central to Tolstoy’s ideas about what this
ultimate meaning and truth is. In War and Peace, both Andrei and Pierre are led to belief
about a higher power and order of the universe. Natasha finally “heals” and becomes
normal again after the affair with Anatole after visiting a church and taking communion.?®

One integral part of this truth-seeking is the understanding that one has to think
about ethics. In Tolstoy’s diaries and essays like A Confession, it is clear that Tolstoy did
not like the idea of just accepting socially prescribed moral laws. He himself searched for
what he believed to be true and right; he was against thoughtlessly adopting convention.
This can be seen when Tolstoy reflects on the activities of his youth:

bes yxxaca, omep3eHust u 60711 cepIeYHOM HE MOTY BCIIOMHUTD 00 3THX
rojax.
51 yOuBan nrozeii Ha BoiHE, BbI3bIBAI Ha Ay M, 4TOO YOUTH, TPOUTPHIBAT B
KapThl, IpoeAal TPyJbl MYKUKOB, Ka3HWJI UX, OIyaui, oOMaHBIBAJL.

Jloxb, BOPOBCTBO, JTIO0OACSIHUS BCEX POJIOB, MBSIHCTBO, HACHIIHE,

% Konstantin Levin from Anna Karenina shares both psychological and biographical similarities with
Tolstoy.

% Konstantin Levin’s revelation at the end of Anna Karenina, which also was written before Tolstoy’s
traditionally recognized conversion, is an acceptance of God.
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youiictBo... He ObUI0 mpecTymiieHus, KOTOpOro Obl 51 He COBepIa, U 3a

BCE ATO MEHS XBaJIWJIHW, CHUTAINA U CHUTAOT MO CBCPCTHHUKU

CpPaBHHUTEIHLHO HPaBCTBEHHBIM denoBekoM. (Ispoved’, %
In hindsight, it has become clear to Tolstoy that the activities he engaged in as a young man
were immoral, despite how commonplace it was for young men like him to act in this way
and how society accepted this sort of behavior as acceptable for a moral person. He has
started to rely on other sources for moral guidance besides social norms. Tolstoy’s moral
positions continued to evolve throughout his life, indicating the significance and difficulty
of the seeker’s path. The weightiness and hardship of this search accounts for the evolution
of Tolstoy’s ethical ideals over time. In War and Peace, Pierre is the character who most
embodies the ideal of the search for the truth and the Right Way itself.

Worldly truths are also very important to Tolstoy. For example, the theory of
historical forces put forward in the last parts of War and Peace by Tolstoy is also a type of
truth. These explanations for historical development, in addition to reasons for human
behavior and the deeper reality beyond social conventions found in War and Peace, are
another type of truth. Characters’ discovery of these types of truths—such as Nikolai
Rostov’s revelation about war and Pierre’s discovery about the French executioners’ lack
of agency—will be explicated later in this thesis.

Readers of Tolstoy will likely associate the third component, the virtue of a simple,
rural family life to Tolstoy’s subsequent work after War and Peace, Anna Karenina, in the

character of Konstantin Levin. It is true that this value is much more clearly emphasized in

2T «T can never recall those years without a feeling of horror, revulsion and heartache. I killed men on the
battlefield, challenged men to be killed in duels, gambled money away, stuffed myself on peasant labour,
punished the peasants, reveled in fornication and deception. Lying, stealing, every kind of promiscuity,
drunkenness, violence, murder...there was no crime that I did not commit, and because of all that I have been
praised, | have been considered—I still am considered—a comparatively moral person.” (7)
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post-War and Peace Tolstoy, but in War and Peace’s epilogue, four major characters have
seemingly found their “happy endings” living in the country and managing their family and
estates. This value is an important part of the discoveries of Nikolai Rostov and Pierre.
Tolstoy’s personal devotion to his family’s estate, Yasnaya Polyana, participation in the
labor of the harvest, and fondness for hunting demonstrate the weight of this ideal in his
own life.

The fourth component of the Right Way for Tolstoy was the reconciliation of and
unity among people of the world. He espoused the idea of universal love and helping
others. This value was important in Tolstoy’s whole life, from the days of his early
childhood, when his older brother Nikolai told the five-year-old Lev that “the secret to
human happiness was written on a little green stick which was buried in the woods...When
the secret was revealed, people would not only be happy, but they would also cease to be
ill, and would no longer be angry with each other. At that point, everybody would become
‘ant brothers’” (Bartlett, 52). The Tolstoy brothers would often pretend to be these “ant
brothers,” probably a child’s interpretation of the Moravian brethren and their values of
unity, liberty, and love. (In Russian, mopaBckuit and mypaseii are phonetically similar.)
This game from their childhood, in which they imagined a utopia of brotherly love, was so
important to Tolstoy that he asked to be buried in the spot where this “green stick” was
supposedly buried at Yasnaya Polyana (Bartlett, 52). Tolstoy’s later charitable acts and
spiritual writings demonstrate his continued, or even increased, devotion to these ideals.

This theme is important in War and Peace, and it is central to epiphanies

experienced by Andrei, Pierre, and Natasha.?® A striking demonstration occurs in the scene

% The epiphanies of Andrei and Pierre will be discussed later in this thesis.
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with Natasha in church after her near-ruinous drama with Anatole Kuragin. With the words
of the prayer “Mupom,--Bce BMecTe, 6€3 panuusi COCIOBHIA, 0€3 BpaX/Ibl, a COSAMHCHHBIE
6patckoil 1060BbI0--6yneM MouThes,” 22 Natasha begins an internal process of forgiving
and loving her enemies, including Anatole (111, 90). Richard Gustafson posits that this idea
of “victory over war and enmity, division and discord, the triumph of peace” is the central
idea of War and Peace and that Tolstoy may have intended the “mup ” of the title to imply
“total unity” rather than only the absence of violence (Gustafson, 40). Additionally, if the
value of love of life is embodied primarily in Natasha, Christ-like selflessness and love for
others is represented by Princess Marya. Princess Marya has little physical beauty, except
her luminous eyes, which she is completely unaware of, because she “Hukorga He Bumena
XOpOoWICTro BhIPAXKCHUA CBOUX I'JIa3, TOT'O BBIPAKCHUA, KOTOPOC OHU ITPUHUMAJIN B TC
MUHYTBI, KOIJa OHa He xymaia o ceoe” (1,140)%

With this understanding of these components of the Right Way, we can now look at

the episodes where death leads characters to it.

9 «As one world—all together, without distinction of rank, without enmity, but united in brotherly love—let
us pray.” (661)

%0 [she] had never seen the good expression of those eyes, the expression they had in moments when she was
not thinking of herself.” (91)
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Chapter 1V

War and Peace

While I will approach my examination of War and Peace by character, it may be
useful to begin with death’s first appearance in the book. Already in Part One of War and
Peace, death makes its presence known and establishes its function as a trigger for
examination and analysis. Before war has even begun, Count Bezukhov, the father of the
illegitimate Pierre, dies. This death is juxtaposed with the high society parties that are also
featured in Part One. Tolstoy is deeply critical of this superficial society, plagued by
misguided, idle hypocrites. The natural yet unpleasant phenomenon of Count Bezukhov’s
death starkly contrasts to society, which unnaturally strives to be pleasant and proper. As
R. F. Christian writes, “The contrast between the natural and the conventional is an
important theme of War and Peace” (Christian, 102). The gathering of society people and
doctors in the Count’s house is the epitome of social posturing. The doctors show off their
expertise, the visitors wonder aloud about the inheritance, and one of the princesses can
switch seemingly effortlessly between displays of grief and small-talk in French about the
weather. The selfish, money-grubbing, and manipulative behavior of Prince Vassily,
Princess Catiche, and Anna Mikhailovna as they fight over the Count’s will seems
especially vile when there is a sick and suffering man in the next room. When death

actually occurs, some of these negative characters experience a change and behave more



genuinely and compassionately, even if only temporarily. Catiche sobs and abandons her
hold on a disputed document. Prince Vassily has a visceral reaction, collapsing in despair
on a couch:
“Ax, Mmoii 1pyr!” cka3an oH, B3sB IIbepa 3a JOKOTh, ¥ B r0JIOCE €r0
ObLIa HCKPEHHOCTh U CJIA00CTh, KOTOPBIX [Ibep HUKOTIA Mpexk e HE
3amevalt B HeM. “CKOJIBKO MBI TPEIIUM, CKOJIbKO MbI OOMaHBIBaEM, U BCE
Jutst uero? MHe 11ecToi 1ecsITOK, MOU JIPYT. . . Bellb MHE. . . Bce koHUMTCS
cMepThio, Bee. CMepTh yixacHa.” On 3amnaxai. (1, 133)
It is significant that Vassily does not use any French in these words, contrary to his usual
habit. In War and Peace, speaking French is often a sign of the falsity and unnaturalness of
high society. Vassily has this temporary moment of reflection on the value of his life,
inspired by witnessing a real death. Importantly, Vassily’s attention is immediately drawn
to the moral aspects of life, and he seems to be aware that he has not been living the Right
Way. In contrast, Anna Mikhailovna does not experience any change. She, the paragon of
false feelings and self-centeredness, continues speaking only in French, telling Pierre how
he should feel about his illegitimate father’s death, how he should act, and later completely
inventing stories about how the incident occurred. That all of this occurs around a man
suffering on his deathbed, shows in sharp relief how skewed the values and cares of high
society are. Compared to the pain of a dying man and the mortality of every person (which
Vassily has realized in horror), money is a petty concern.
The contrast between the behavior of Petersburg socialites and Count Bezukhov’s

death is a microcosm for what is happening throughout the whole novel. The juxtaposition

31 <> Ah, my friend!” he said, taking Pierre by the elbow; and in his voice there was sincerityand weakness,
such as Pierre had never noticed in him before. “We sin so much, we deceive so much, and all for what? I’'m
over fifty, my friend...I’ll...Everything ends in death, everything. Death is terrible.” He wept.”
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of war and high society shows the ridiculousness of the Petersburg circles and their aloof
discussions about geopolitics, military strategy, and their cursory attempts to help the war
effort. Bagration’s appearance at an event at the English Club in Moscow strikingly
illustrates this. “Ou 1en, He 3Has, Ky/ia JAeBaTh PyKH, 3aCTEHUYMBO U HEJIOBKO, 110 TAPKETy
MIPUEMHOM: eMy IPUBbIUHEE U Jerde ObII0 XOANUTH MO MYJISIMH 10 BCIIaXaHHOMY TOJIO. . ~
(11, 440).%2 Bagration is an unambiguously positive character, and there is a correlation
between characters feeling uncomfortable in society and their likeability (Pierre being the
central example). The imminence of death and danger, such as during a battle, tends to
dissolve the false constructs of society, allowing characters to act more freely and
naturally. The narrator states this as almost a truism in Part IV: “...Hurae uenoBek He
ObIBaeT CBOOO/IHEE, KaK BO BPEMsI CPaKCHHUS, TIe A0 UeT o u3Hu u cmept’” (1V,
548).% In the comfortable world of Petersburg high society, where death is rarely

encountered, social conventions are most powerful.

Nikolai Rostov

Just because death and danger trigger more natural behavior doesn’t mean that war
is somehow natural. War is a social construction as well, and it is also shown in a critical
light. This is epitomized in the experience of Nikolai Rostov. Early in the novel, Nikolai is
devoted to the tsar, the military, and believes in the cause of war. He has volunteered for

military service, because he feels a “npussanue k Boenroit ciayx6e” (I, 73).%* Nikolai is

%2 «He walked over the parquet of the reception hall bashfully and awkwardly, not knowing what to do with
his hands; it was easier and more usual for him to walk under bullets over a plowed field...” (309)

% “Nowhere is a man more free than in a battle, where it is a question of life and death.” (1000)

% «calling for military service.” (41)
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shown early in the novel rapturously admiring the tsar and willing to sacrifice his life for
him. Much later, after the tsar and Napoleon have entered into an alliance, Nikolai’s value
system of loyalty, patriotism and valor begins to unravel:
B AyHie NOJHUMAIIUCh CTpalllHbIC COMHCHDA. To CMY BOCIIOMUHAJICA
I[GHI/ICOB C CBOUMHU U3MCHUBIINMCA BBIPAKCHUCM, CO CBOCIO ITIOKOPHOCTBIO
1 BECh I'OCIIUTANb C 3STUMHU OTOPBAHHBIMM PYKaMU U HOT'aMH, C 3TOM I'PsI3bIO
u 60s1€e3HsAMU. EMy Tak jKMBO Ka3aJl0Ch, YTO OH TEIEPb YyBCTBYET 3TOT
OOJILHMYHEIN 3aI1ax MEPTBOTO TeJIa, YTO OH OTJISABIBAIICS, YTOOBI TIOHSTH,
OTKYyZa MOT ITPOHUCXOJUTH 3TOT 3aliax. To €MY BCIIOMUHAJICA 3TOT
camMo/10BOJIbHBIM boHanapre ¢ cBoell 6enoil pyukoit, KOTOpbI ObLIT TENEph
HMIIEpaTOp, KOTOPOTO JIFOOUT U yBaxkaeT umrneparop Anekcanap. s yero
K€ OTOpPBAaHHBIC PYKH, HOTH, youTsie moau? [...] OH 3acTaBan ce0s Ha
TAKMX CTPAHHBIX MBICIISIX, 4To myracs ux. (11, 588)%
The correctness of his former judgments of the military chain of command and the tsar
himself are covered with the shadow of doubt. This quote establishes a connection between
the death and carnage witnessed at the military hospital and the actions of his once-beloved
Alexander | and his military commanders. This connection is so strong that Nikolai has
trouble discerning what is memory and what is present reality. His memory of the horrible
stench of death is so strong and immediate to him. Nikolai feels that there is something

wrong and unjust happening around him, represented by such images as the corpse in the

% “Terrible doubts arose in his soul. Now he remembered Denisov with his changed expression, his
submission, and the whole hospital with those torn-off arms and legs, that filth and disease. He imagined so
vividly now that hospital stench of dead flesh that he looked around to see where the stench could be coming
from. Then he remembered that self-satisfied Bonaparte with his white little hand, who was now an emperor,
whom the emperor Alexander liked and respected. Why, then, those torn-off arms and legs, those dead
people? [...] He caught himself in such strange thoughts that it made him frightened.” (416)
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military hospital that has not been removed from the ward with the other patients.

These doubts do not compel Nikolai to leave the military, but they resurface when
he has a close encounter with a French soldier in battle and sees his “HeBpaxeckoe I, a
camoe mpoctoe, komuarsoe uno” (111, 80).% Nikolai does not know what to do with him.
Vexed by his hesitation and the fact that he is later rewarded for his performance in the
battle, Nikolai thinks, “On gymai, uTo 51 yObt0 ero. 3a 4To * MHE yOHBaTh ero? Y MeHs
pyka npornyina. A MHe nanu ['eopruesckuii kpect. Huuero, Hudero ne nonumaro!” (111,
81).3" His conception of war is transformed by seeing his enemy as a scared young man, a
human, just like Nikolai himself. That this French soldier was afraid to die, just as Nikolai
is afraid to die, makes the whole idea of war seem absurd. Rather than seeing himself as a
soldier dutifully serving his country for a common good, he is forced to see the act he
almost committed as murder, the killing of another human being without any reason at all.

After this incident, Nikolai is not shown in combat again. The rest of Nikolai’s
story is devoted to his meeting Princess Marya and negotiating the idea of his marriage to
her with his earlier promise to Sonya. Nikolai is not present at the Battle or Borodino. We
are told that Nikolai received the news of his assignment in VVoronezh, far from the war
zone, “c Benuuaiimm ynosonsersuem” (IV, 472).%8 As he travels through the countryside,
that he has acquired a new perspective on the world is made explicit:

Toapko TOT, KTO UCIIbITAJI 3TO, TO €CTh Hp06BIJ'I HECKOJIBKO MECSIIEB HE

nepecTaBas B arMoc(epe BOeHHOH, 60€BOM KU3HU, MOXKET IOHATH TO

% «not an enemy’s face, but a most simple, homelike face.” (653)

%7 “He thought Id kill him. Why should I kill him? My hand faltered. And they gave me the St. George Cross.
I understand nothing, nothing!” (655)

% «with the greatest satisfaction” (944)
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HaCJTaXCHHE, KOTOPOE UCIIBIThIBAT Hukomaii, korja oH BEIOpasCs U3 TOTO
paifoHa, 0 KOTOPOT0 JOCTUTAIH BOMCKAa CBOMMHU (ypaskupOBKaMHU,
MO/IBO3aMH MTPOBHAHTA, TOIIIUATAISIME; KOTJa OH, 0e3 conaar, hyp,
I'pSI3HBIX CJICJOB MPUCYTCTBU Jareps, yBuiaia ICPEBHU C My>)KUKaMH B
0abamu, MOMEIIMYbU JOMA, IOJISI ¢ TACYIUMCSI CKOTOM, CTAHIIHOHHBIS
AoOMa € 3aCHYBIIMMU CMOTPUTCIIAIMU. Ou IMOYYBCTBOBAJ TAKYHO paJd0CTh,
Kak GyITO B mepBblii pas Bee 1o Bupel. (IV, 472)*°
While there is no specific mention of death in this quotation, the reference to the hospital is
a reminder of the horrific human suffering and death that Nikolai has seen during his
military career. Additionally, frequent encounters with death and dying people are a fact of
the “BoenHoi, 6oeBoii sxu3un” that Nikolai is so happy to leave. Itis as if Nikolai is seeing
the Russian countryside for the first time, demonstrating the how his experiences have
changed his perspective on his life. Here Nikolai has come to appreciate everyday
occurrences, the stuff of daily life. This reorientation away from military glory towards an
appreciation of the Russian countryside and simple elements of life is a definite step
toward the Right Way. It is shortly after this scene that Nikolai starts considering the idea
of marriage to Princess Marya. From this point onward, Nikolai’s goals will be completely
different than they were before. His efforts will be concentrated on his potential marriage
and eventually the running of his estate and family. This sort of rural family life is the

Tolstoyan ideal in War and Peace.

% «Only someone who has experienced it—that is, who has spent several months on end in an atmosphere of
active duty—can understand the pleasure Nikolai experienced when he got out of the area over which the
troops spread their foraging operations, supply trains, and hospitals; when, instead of soldiers, carts, the dirty
traces of a camp’s presence, he saw villages with peasant men and women, landowners’ houses, fields with
grazing cattle, posting stations with sleeping stationmasters. He felt such joy as if he were seeing it all for the
first time.” (945)
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Marya Bolkonskaya

The effect of death on Princess Marya is one primarily of interpersonal
reconciliation. Death plays an instrumental part in repairing the relationship between
Princess Marya Bolkonskaya and her father, which for most of the book is cold. The old
prince emotionally abuses his daughter (and the rest of the household), and Marya lives in
submissive fear of him. Though their main reconciliation occurs over the old prince’s
deathbed, there is a previous instance where the idea of death pushes at least one of them
toward tenderness. Breaking their usual tense, cold rapport, Marya tries to embrace her
horrified father at the arrival of (untrue) news of Prince Andrei’s death at Austerlitz. The
old Prince “xpukHy [...] IPOH3UTEIBHO, KaK OY/ATO Xkejas IPOTrHATh KHSDKHY dTHM
kpukom” (11, 457).% The princess has an altogether different reaction:

.. ..HI/IIIO €€ UBMCHHJIOCH U YTO-TO IMMPOCHUAIIO B €€ JIYUHUCTBIX
MpeKpacHbIX rina3ax. Kak OyaTo pamocTs, BeICIIAs paoCTh, HE3aBUCHMAs
OT MeYaJieil ¥ pagoCTeil ITOr0 MUPA, Pa3IMIIACh CBEPX TOM CUILHON
nevyanu, kotopas os1a B Hell. OHa 3a0bli1a BeCh CTpax K OTILY, TTOJIOIIA K
HEMY, B3slJIa €r0 3a pyKYy, IOTsHYJa K ce0e u 00HsIIa 3a CYXYIO, JKUITUCTYIO
weto. (11, 457-458)*
Here, Marya experiences a moment of changed perception because of Andrei’s supposed

death. She is drawn into some higher relations to her father, above their usual conflicts, by

40« shrilly, as if wanting to drive the princess away with this cry...” (321)

! “Her face changed and something lit up in her luminous, beautiful eyes. It was as if joy, the supreme joy,

independent of the sorrows and joys of this world, poured over the deep sorrow that was in her. She forgot all
her fear of her father, went up to him, took him by the hand, pulled him to her, and embraced his dry, sinewy
neck.” (322)
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the presumed death of a mutual loved one. Sorrow is not shown to be her primary emotion
here, and she is paying more attention to the negative state of her father than her own
personal grief. However, this feeling is noticeably one-sided. Because his cry did not push
his daughter away, the old prince pulls his face away from hers and sends her to tell Liza
the news. Even within Marya, this high feeling does not last.

Their relationship sharply deteriorates as the war approaches and senility develops
in the old prince. Knowing that death is not far off, the old prince accuses his daughter of
making it difficult for him to die in peace. Even Marya, strained by his worsening cruelty,
realizes that she is looking for signs of the approaching end of her father’s illness and
hoping to find them. “C oTBpamenuem k cede camoii” she realizes that she “[xouer] ero
emeprr ” (111, 163).%

However, when death becomes imminent, there is a shift in their relationship. On
the eve of the old prince’s death, Marya hears her father calling for her in the night. She is
afraid and does not go to him. When she is called to him in the morning, “JIeBas pyka
cKana ee pyKy Tak, 4TO BUAHO ObLIO, UTO OH yike aaBHo xxan ee” (I, 165).* This is a
contrast from his earlier recoiling from physical contact. The old prince struggles to speak,
but manages to tell her that he has been thinking of her, tries to call her a tender name, and
strokes her hair. “Kuspkaa Mapbst He Moriia pa3o0parh; HO HABEPHOE, [0 BBIPAKCHHUIO €T
B3IJIfAJ1a, CKa3aHO OBLIO HEXHOE, JTACKAIOIIEE CIIOBO, KOTOPOTO OH HUKOT/Ia HE TOBOPHIT

(165).* That this is the first time in Marya’s life that he has expressed tenderness towards

%2 «>But what else could there be? What did I want? I want his death,” she cried out with loathing for herself.”
(715)

*® “His left hand pressed hers so hard that it was clear he had long been waiting for her.” (715)

# “Princess Marya could not make it out, but certainly, by the expression of his gaze, it was a tender,
caressing word such as he had never spoken before.” (716)
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her is significant. It is possible even to infer that such tenderness was not even conferred on
her as a child. In return, Marya understands “nudero, kpome CTpacTHOH JIFOOBH K OTILY,
JH00BH, KOTOPOH, €i Ka3aoch, OHa He 3Haua 710 3Toi MUHYTHL.” (11 I,166).45 Now, when the
final moments come, not only does Marya not wish for his death, but denies the possibility
of it, exclaiming, “Oto He mpaasa!” and “Her, on He ymep, 310 He MoxeT ObiTh!” (111,
167).% Only in the final hours of the prince’s life is their relationship repaired, and mutual
love appears.

Prince Bolkonsky’s death has the additional effect of reconciling Princess Marya
and Mlle Bourienne, whose relationship had become tense during the old prince’s
worsening illness. When Mlle Bourienne enters Marya’s room, kisses her, and weeps,
Marya remembers “Bce npexH1e CTOIKHOBEHUS C HEIO, pEBHOCTH K Hel” but realizes “kak
HeCTIpaBeITNBHI OBLTH T€ YIPEKH, KOTOpbIe KHsDKHA Maphbs B myie cBoei aenana eir” and
“eit crano xaiko ee” (111, 174).* In Bourienne’s statement that “Bce GbiBuIHe
HE/[0pa3yMeHHsl I0JDKHEI YHIUTOXUTECS epes Bermmknm ropem” (111, 174),*8 the role of
death in their reconciliation is made explicit. There are no more conflicts between them
during the rest of the book.

Andrei’s impending death not only creates feelings of reconciliation and love in
Andrei, but it also reconciles the two women in his life. When Marya and Natasha first met,

neither of them liked each other. Natasha found Marya to be cruel, and Marya did not

% «__ [nothing] except for her passionate love for her father, a love which, it seemed to her, she had not

known till that moment.” (717)

%8 «1t*s not true!”” and “No, he hasn’t died, it can’t be!”” (718).
47 «__all her former clashes with her, her jealousy of her”; “how unfair were the reproaches she had made to
her in her heart.”; “she felt sorry for her. “ (723)

%8 «all the old misunderstandings should be turned to naught before their great grief.” (723)
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approve of Natasha for her brother. When Princess Marya arrives to see her injured
brother:
KuspxHa orisiHynaces u yBUaeia nout Boeratontyto Haramry, Ty
Haramy, kotopas B TO 1aBHUIIIHEE CBUJaHHE B MOCKBE Tak He
IMOHPABUJIACh €H.
Ho He ycnena xHsKkHA B3IVISIHYTh Ha U0 3ToM Haramm, kak oHa
IIOHSUIA, YTO 3TO ObUI €€ MCKPEHHUI TOBapuIl 110 FOPI0, U IOTOMY €€ JApYT.
Omna O6pocuachk el HaBcTpeuy U, OOHsB ee, 3arakaina Ha ee mieue. (1V,
517)%
Natasha, too, forgets her former negative opinion of Princess Marya, and relates to her all
of her opinions of Andrei’s condition. Marya even has the ability to understand what
Natasha has trouble expressing in words: that Andrei has “softened” and that because of
this he will probably die. For the remainder of the book, there is a mutual understanding
between Marya and Natasha, the depth and meaningfulness of which is highlighted by their

ability to wordlessly communicate with each other.

Andrei Bolkonsky

Just as Nikolai is forced to reevaluate warfare and his role in it after directly
confronting death, Prince Andrei does the same after his serious wound at the Battle of

Austerlitz. Despite that Napoleon is the enemy, Andrei in the beginning of the novel

%9 “The princess looked and saw Natasha almost running in, that Natasha whom she had so disliked when
they had met in Moscow long ago.

But the princess had barely glanced at the face of this Natasha when she understood that this was a sincere
companion in grief, and therefore her friend. She rushed to meet her, and, embracing her, burst into tears on
her shoulder.” (977)
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admires Napoleon and other great commanders. He, like Nikolai Rostov, longs for military
glory. It is hard to imagine a more valorous and glorious image than Andrei taking up the
standard and charging toward the French alone, yelling “Hurrah” and prompting the entire
battalion to stop retreating and join him. One might imagine that this heroic act would
cause Andrei to feel fulfilled in his purpose. However, something hits Andrei in the head,
and “HeMHOT0 3TO 00JILHO OBLJIO, a ITABHOE, HEITPUATHO, IOTOMY YTO 0O0JIb 3Ta pa3BieKaia
ero 1 Melaia eMy BHACTb To, Ha uto on cMotper’” (1, 400)>°. As he falls, at first Andrei
tries to remain aware of the situation around him. That his wound stops him from seeing
the battle any longer is a representation of the shift in perspective that is about to happen
inside of him. His attention is drawn to something else:
Han auM Huuero yxe, kpome HeOa,--BBICOKOTO HEOA, HE SICHOTO, HO
BCC-TaAKU HEU3MCPUMO BBLICOKOT'O, C TUXO IMOJIYHIUMU IO HEM CEPBIMU
obakamu. «Kak THX0, CHIOKOWHO ¥ TOPYKECTBEHHO, COBCEM HE TaK, KakK s
Oexxall,— moAayMall KHsI3b AHJIpEH, --He TaK, Kak MbI Oeraiu, KpuJaiu u
Ipanuck. . . Kak ke s He BUaai nmpesxzie 3Toro Beicokoro Heba? U kak s
CYaCTJIMB, YTO y3HaJ ero HakoHell. J{a! Bce mycToe, Bce oOMaH, kpome
aToro 6eckoHeuHoro Heda. Huvero, Huuero Het, kpome ero. Ho u Toro
JaXe HeT, HUYero HeT, KpoMe TUIIUHBI, ycrokoenus. U cnasa boryl. . . (I,

401)*

%0 «It was slightly painful and above all unpleasant, because the pain distracted him and kept him from seeing
what he had been looking at.” (280)

> “There was nothing over him now except the sky—the lofty sky, not clear, but still immeasurably lofty,
with gray clouds slowly creeping across it. ‘How quiet, clam, and solemn, not at all like when I was running,’
thought Prince Andrei, ‘not like when we were running, shouting, and fighting; ...How is it [ haven’t seen
this lofty sky before? And how happy I am that I’ve finally come to know it. Yes! Everything is empty,
everything is a deception, except this infinite sky. There is nothing, nothing except that. But there is not even
that, there is nothing except silence, tranquility. And thank God...!”” (281)
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This moment of near-death signifies the first change in Andrei’s view of life. Though
Andrei has, of course, seen the sky almost every day of his life, his physical weakness, his
closeness to death, defamiliarizes this well-known part of nature. There are many
references to the Right Way in this scene. Andrei much prefers the peace and quiet of the
sky to violence and strife. The reference to a “lie” is also significant. Andrei has realized
that the conventional values that he has inherited from his father and others are worthless
and false. He must find new values, like a true seeker. Additionally, the reference to God at
the end of the passage seems cursory, a mere expression, but it does carry some weight.
Even if Andrei has not become a believer in God at this moment, this word “God” serves as
a marker of budding spiritual concerns.

When the narrator returns to Andrei, Napoleon is approaching. Thinking Andrei
dead, Napoleon says, “Voild une belle mort” (1, 415).>* Since Andrei previously admired
Napoleon, one would expect a reaction of admiration, respect, or at least attention, but after
his near-death experience, something unexpected happens:

Ho oH cibiman 3tu cinoBa, Kak Obl OH CIbIIIAN KyAoKkaHHe Myxu. OH He
TOJIBKO HC UHTCPCCOBAJICA MMM, HO OH U HC 3aMCTUJI, @ TOTYAC KC 3a0bLT UX.
.. OH 3Hau, uto 3710 ObuT Hanoneon—ero repoii, HO B 3Ty MUHYTY
Harmoneon xa3zancs €My CTOJIb MAJICHBKUM, HUYTOKHBIM YCJIOBEKOM B
CpaBHCHHHU C TCM, YTO IMPOUCXOANIIO TCIICPb MCIKAY €TI0 JIYHIOﬁ U 5TUM

BBICKOKHM, O€CKOHEYHBIM HEOOM ¢ Oerymmumu mo Hem obmakamu’ (I, 415)53

%2 “There’s a fine death.” (291)

%% «But he heard these words as if he was hearing the buzzing of a fly. He not only was not interested, he did
not even notice, and at once forgot them. He had a burning in his head; he felt that he was losing blood, and he
saw above him that distant, lofty, and eternal sky. He knew that it was Napoleon—his hero—but at the
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Not caring about Napoleon’s words, he only wishes that he could be brought back to life,
“KOoTOpasi Ka3zajgach EMY CTOJIb IIPEKPACHOI0, IOTOMY YTO OH TaK MHAuYe [IOHUMAJ €€
teneps. (1, 415).>* Later, when gathered with other Russian prisoners, Andrei encounters
Napoleon again, and although he is now physically able to speak, refuses because “Emy
TaK HUYTOKHBI Ka3aJIMCh B 3Ty MUHYTY BCC HHTCPCChI, 3aHUMAaBIINC HaHOJICOHa, TakK
MCJIOYCH Ka3aJICd €My CaM I‘GpOfI €ro, C 3TUM MCJIKUM THICCIIaBUEM U paJOCTbIO HO6€I[BI, B
CPABHEHHH C TeM BBICOKHM, CIIPABETHBBIM 1 106psM HeGoMm...” (I, 417).%° These “petty”
and “insignificant” things that he is now noticing in Napoleon were values that he formerly
held and has now renounced after his brush with death. The obvious value that has arisen in
their place is a love of life. However, the choice to refer to the sky as “kindly” is
significant. It hints at that compassionate factor of the Right Way. Compassion and
empathy are qualities that Napoleon completely lacks.

Andrei is unique among Tolstoy’s characters in that he gets two “deaths.” He
makes some steps toward the Right Way after the first injury, but some of them (such as his
love of life) are not permanent. He is wounded again during the Battle of Borodino, and
this time the wound eventually is fatal. During the battle, facing the shell that will inflict his
mortal wound, Andrei discovers yet again a passion for life and the world:

“Heyxenu 3To cMepTh?—ymall KHs3b AHIpEll, COBEPIIEHHO HOBBIM,

3aBUCTJIMBBIM B3TJIAO0M IJIAJid HA TPaBy, HA NOJIBIHb U HA CprﬁKy JAbIMa,

moment, Napoleon seemed to him such a small, insignificant man compared with what was now happening
between his soul and this lofty, infinite sky with clouds racing across it.” (291)

> «which seemed so beautiful to him, because he now understood it so differently.” (291)

% “To him at that moment all the interests that occupied Napoleon seemed insignificant, his hero himself

seemed so petty to him, with his petty vanity and joy in victory, compared with that lofty, just and kindly
sky...” (293)
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BBIOINYIOCA OT BEPTALICTOCA YCPHOI'O MAYMKA. 1 He MOTY, 1 HC X01y

yMEpETh, 51 JIIO0JI0 KHU3Hb, JTIFOOJIIO 3Ty TpaBy, 3eMJI0, Bo3ayX. . .~ (11,

292).%
In this scene there are two very important objects: the grass and the shell. The shell has not
exploded yet, Andrei has not yet been injured, but he has already identified the shell as
“death.” The grass, on the other hand, is associated with life. It is significant that the
symbol of life for Andrei in this moment is something so common as grass. In the
defamiliarizing light of death, this most ordinary of plants is imbued with the entire
meaning of life. Equally commonplace elements—air and soil—become metonymies for
life itself. The life that Andrei realizes he loves is not any sort of extraordinary or special
life; it is a life composed of simple things like grass, air, and earth. These extremely
familiar things are suddenly meaningful for Andrei in a whole new way.

The second effect of Andrei’s wound is reconciliation with Anatole Kuragin at the
field hospital. In a strange twist of fate, the reason that Anatole and Andrei are even in the
military is because of their rivalry. Anatole joined to escape Andrei, who was coming to St.
Petersburg to confront him. Andrei rejoined the military to hunt Anatole down. His
reaction when he finally sees Anatole in the military hospital, weeping over his amputated
leg, is much different than the one that could have been expected if they had met months
earlier as Andrei had intended:

Kus13p Anpeit BCHOMHUI BCE, U BOCTOPKEHHAs KaJIOCTh U JTIOOOBb K
OTOMY YCJIOBCKY HAIIOJIHUIIM €I0 CHACTIIMBOC CEPALC.

Kus13p Anzpeit He MOT yaep:KUBaThCsl 0oJiee U 3aIulaKkall He)KHBIMH,

% <« Can this be death,” thought Prince Andrei, gazing with completely new, envious eyes at the grass, the
wormwood, and at the little stream of smoke curling up from the spinning black ball. ‘I can’t. I don’t want to
die, I love life, I love this grass, the earth the air....” (811).
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JIIO6OBHI>IMI/I CJI€3aMM1 HaJ JIFOAbMU, HAQ COGOfI 1 Hag X U CBOUMHU
3201y ICHUSIMHU.
“Coctpananue, TFOOOBb K OpaThsiM, K JTHOOSIIUM, JIFOOOBb K

HEHABUJISAIIUM HaC, JIIOOOBH K Bparam - 1a, Ta JJI0OOBb, KOTOPYIO

ponosenosai bor Ha 3emie, KOTOpOU MeHs yuuia KHsKkHa Mapes u

KOTOPOU s HE MOHUMAJI; BOT OTYETO MHE KAJIKO ObLIO dU3HH, BOT OHO TO,

YTO €lIe OCTaBaJIOCh MHE, exkenu Obl 51 Ob1T s)kuB. Ho Teneps yxxe mo3aHo. S

suao oto!” (I11, 297-298)°’
The two men do not speak to each other. If there is any mutual communication at all, it
occurs in their simultaneous weeping and pained gazes. In a place pervaded by death,
Andrei, a mortally wounded man, experiences a first taste of universal, divine love toward
another mortally wounded man, his former enemy. It is important here that Andrei
remembers what the conflict was about, and even with the circumstances of their conflict in
his head, still weeps with love for Anatole. Tolstoy does not let us believe that Andrei in his
pain has forgotten what happened. Here Andrei discovers compassion, another cardinal
tenet of the Right Way. It is not only compassion for a fellow human being, but compassion
for a former enemy.

Also significant here is Andrei’s reference to Christ. The mortally wounded Andrei

begins to orient himself toward the spiritual. Earlier in the novel, Andrei did not share

Marya’s faith, doubted the power of Marya’s icons, and debated the newly-converted

> «prince Andrei remembered everything, and a rapturous pity and love for this man filled his happy heart.
Prince Andrei could no longer restrain himself, and he wept tender, loving tears over people, over himself,
and over their and his own errors.

‘Compassion, love for our brothers, for those who love us, love for those who hate us, love for our
enemies—yes, that love which God preached on earth, which Princess Marya taught me, and which I didn’t
understand; that’s why I was sorry about life, that’s what was still left for me, if I was to live. But now it’s too
late. I know it!”” (814)
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Pierre on issues of spirituality. Now that he is dying, he expresses a belief in God for the
first time. This value of Christ and Christ’s teachings will persist as he approaches death.
This reconciliation with Anatole is not the first time that Andrei has “softened”
toward someone because of the mortal danger of war. Before Austerlitz, Andrei
acknowledges the immediate possibility of his death:
“Jla, oueHb MOXeT OBITh, 3aBTpa yObIOT,” moaymai oH. M Bapyr, npu
3TOM MBICIU O CMEPTH, LEJbIA psiJi BOCIOMUHAHUM, CAMBIX JAJIEKUX U
CaMbIX 3aAYIICBHBIX, BOCCTAJI B €T0 13006pa>1<eH1/H/1; OH BCIIOMHHAaJI
MOCJICAHEC MPOIIAHUEC C OTHOM M KCHOIO; OH BCIIOMHUJI IICPBLIC BPEMCHA
CBOEH JII00BU K HEll; BCHOMHUJ O €€ 0EpEMEHHOCTH, U MY CTaJIO JKaJIKO U
ee u ceos. . . (1, 377)
This is the first time the reader sees Andrei’s affection toward his wife. So far in the book,
there has been only their bickering and strained parting, in which Liza faints and Andrei
leaves for war before she wakes up. He interacts with her “kak y mocroponseii” (I, 55).%°
After Andrei is taken from the field hospital at Borodino, seven days pass for him
before the narration turns to him again.®® At this point, Andrei is in a bad physical
state—his wound is festering, he is in great pain, and he passes in and out of fevered
consciousness. Further underscoring his new spiritual, Christian consciousness, Andrei

requests to have the Gospels brought to him on his bed: “On Bcrmomuwm, 4ro y Hero ObUT0

% «>Yes, I may very well be killed tomorrow,” he thought. And suddenly, with that thought of death, a whole
series of the most remote and soul-felt memories arose in his imagination; he remembered his last farewell
from his father and wife; he remembered the first time of his love for her; remembered her pregnancy and he
felt sorry for her and himself...” (264)

9« asif she were a stranger.” (28)

% One could interpret this “seven” days as significant, since “seven” occurs very frequently in the Bible.
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TEnepb HOBOE CYACTHE U UTO 3TO CUACTHE UMEIIO YTO-TO Takoe obiiee ¢ EBanrenuem”™ (111,
439)°. In his article on the scene with Prince Andrei and Natasha at Mytishchi, John
Weeks notes the connection between Andrei’s physical state and his spiritual one. That
Andrei wants the Gospels to be placed under him for support is not an accident. He thinks
the book will soothe his pain and support him, both physically and
psychologically/spiritually. His thought that one should “mto6uts Bora Bo Beex
nposienenmsx” indicates a sincere change in Andrei’s belief system, from a secular one to
one in which there not only is a deity, but a real notion of how humans should relate to the
divine (111, 441).

At Mytishchi Andrei also meets Natasha for the first time since her betrayal.
Immediately after learning what happened between Natasha and Anatole, Prince Andrei
had stated that he could not forgive Natasha. Pierre notices the “npespenne u [3106a]%
that all of the Bolkonskys have toward the Rostovs (11, 836). Now that he is dying and
reflecting on his new discovery of the ideal of love, Andrei’s attitude toward Natasha
shifts:

N on xuBo npencraBun cedbe Hatamy He Tak, Kak OH MPEACTABIIIT ceOe
ee TPEek/Ie, CO OJHOI0 €€ MPENECThI0, PAIOCTHOM I ce0s1; HO B TIEPBBIi

pa3 npencraBui cede ee qyury. M oH MOHsUI ee UyBCTBO, €€ CTpajaHus,

CTBI], packasiibe. OH Tenepb B NEPBbIN pa3 MOHSUI BCIO KECTOKOCTh CBOETO

8! «“He remembered that he now had a new happiness, and that that happiness had something to do with the
Gospel.” (920)

82 «to love God in all His manifestations™ (921)

83 «“contempt and spite” (597)
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0TKa3a, BHJICI KECTOKOCT CBOEro pasphiea ¢ nero. (111, 442)%
Here, the repetition of the words “for the first time” are markers of the process of Andrei’s
perception changing . Andrei thought he knew Natasha well, but he realizes that he did not
truly know her at all. Andrei is not only letting go of his hostile feelings toward Natasha, a
positive step toward the ideal of reconciliation and unity, but he even realizes the error of
his previous, selfish love for her. He sees her more than just a charming girl; he sees her in
her full depth as a fellow human being. Andrei achieves more than just the expulsion of
enmity in this scene. He feels compassion, and by imagining Natasha’s soul, he becomes
closer, more united, with her than ever before.

The nearness of death has a particularly significant effect on Andrei, because he is
one of the novel’s “planners.” One of the major themes of War and Peace is the
contingency of life and the inefficacy of making elaborate plans. Tolstoy attributes the
success of two Russian generals, Bagration and Kutuzov, to their understanding of this fact
in the context of battle. Prince Andrei, like the German generals, is not aware of the
impotence of human rationality and planning in a world governed by forces outside of
individual control. Just like the Germans, Andrei has developed a battle strategy before
Austerlitz that he regrets he never gets a chance to show the Council of War. The wiser
military man, Kutuzov, knows that getting enough sleep before a battle is more valuable
than the maps, charts, and plans. The way the battles play out supports Kutuzov’s
philosophy.

Not only does death annihilate Andrei’s ability to plan and focus on the future and

% «And he vividly pictured Natasha to himself, not as he had pictured her before, with her loveliness alone,
which brought him joy; but for the first time he pictured her soul. And he understood her feeling, her
suffering, shame, repentance. For the first time he understood all the cruelty of his refusal, saw the cruelty of
his break with her.” (921)
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force him to be present in the moment, his fevered state makes it literally impossible for
him to even control his own thoughts:
Bce cuibl ero nymm ObLTH IesTENbHEE, ICHEE, YeM KOTaa-HUOY b, HO

OHH JeiicTBOBaIU BHE €ro BoJM. Camble pa3HOOOpa3HbIe MBICIU U
MMpEACTAaBJICHUA OAHOBPCMCHHO BJIAACIIN UM. Hnor, Ja MBICJIb €TI0 BAPYT
Ha4YMHAJA padoTaTh, ¥ C TAKOH CHIION, ICHOCTBIO U TNIYOUHOIO, C KAaKOIO
HHKOIrJa OHa HE ObLIa B cUJIax ﬂCﬁCTBOBaTB B 3JOPOBOM COCTOSIHHUH; HO
BJIIPYT, IOCPEANHE CBOEH pabOThI, OHA OOpbIBAIACh, 3aMEHSJIAChH
KaKI/IM-HI/IGyI[I) HCOXHJAaHHBIM NIPEACTABIICHUCM, U HC OBILJIO CHIT
Bo3BpaTHThes K Heit. (111, 441)%°

Here, Andrei’s illness is pushing him into the Right Way with or without his consent. In the

grip of his fever, Andrei has no choice but to acquiesce to the forces of life beyond his

control and suspend his processes of reasoning.

Even once Andrei’s fever has subsided and his thoughts are more coherent, Andrei
still demonstrates a hesitation to plan for the future. Even though he is reconciled with
Natasha and clearly still loves her, both of them are unwilling to discuss their potential
future because of the “Bucsmunii Bonpoc kU3HU UM CMEPTH HE TOJIbKO HaJ BoiakoHCKuM,
Ho Ha Poccueil 3acionsut Bee apyrue npemnonoxenns” (111, 444).%

Andrei’s discovery of love for Anatole, his reconciliation with Natasha, and the

8 «The forces of his soul were all clearer and more active than ever, but they acted outside his will. The most
diverse thoughts and notions took hold of him simultaneously. Sometimes his thought suddenly began to
work, and with such strength, clarity, and depth as it had never been able to do in healthy conditions; but
suddenly, in the middle of its work, it broke off and was replaced by some unexpected notion, and he was
unable to return to it.” (920)

% «the unresolved question of life and death hanging not only over Bolkonsky but over Russia shut out all
other conjectures.” (923)
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focus on the present caused by his fevered delirium represent the first phase of his process
of dying and a general motion toward the Right Way. However, after Andrei’s dream
(discussed in Chapter I1), he enters another stage of his dying. Natasha is immediately
aware of a change having come over him after he realizes that death is an awakening.
Andrei is no longer afraid of death and accepts its nearness. He has become oriented away
from the earthly and toward the spiritual. He has trouble relating to Natasha and Marya
with their worldly concerns because “oH moHUMaN 4TO-TO JPYTOE, TAKOE, YETO HE
MMOHUMAJIU ¥ HE MOTJIM MOHATH JKUBBIC U YTO ToTJIomano ero scero” (IV, 521).67 At one
point, Andrei reminds himself of a Bible verse that helps elucidate his new condition:
“IITupl HeOECHBIC HU CEIOT, HY JKHYT, HO Orerr Bamr nutaeT ux” (IV, 523).68 Thisis a
paraphrase of a portion of Matthew 6:26, a verse from the Sermon on the Mount. In this
section of the Sermon, Christ encourages people to not fret over their worldly possessions
and lives because people should “make the Kingdom of God [their] primary concern.”
(Holy Bible, Matthew 6:33). This suggests that Andrei’s new preoccupation is the divine.
Natasha and Marya, despite their position still among the living, do have at least some
understanding of what has happened to Andrei: “Onu 06€ Buaenu, Kak OH MIyOXe U
Iy0’ke, MEJIJIEHHO M CIIOKOMHO, OMMYCKAJICS OT HUX Ky/Aa-TO Ty/a, M 00€ 3HaJIH, YTO ITO
JIOIKHO GBITH 1 4T 310 X0pomo” (IV, 529).%° Though they are grieved that this new
orientation apparently means that Andrei will certainly die, they do understand his new

spiritual concern to be good.

87 “he understood something else, such as the living could not understand, and which absorbed him entirely.”
(979)

% “The birds of the air neither sow nor reap, but your Father feeds them.” (981)

% «“They both saw how he sank deeper and deeper, slowly and peacefully, somewhere away from them, and
they both knew that it had to be so, and that it was good.” (986)
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Pierre Bezukhov

Besides Andrei, the other major “seeker” in War and Peace is Pierre Bezukhov.
Unlike Andrei, Pierre does not die, but he does encounter the possibility of his own death
and witnesses the deaths of others many times throughout the novel. While the impact of
death on Pierre’s journey toward the Right Way is much less explicit and direct than it is
for Princess Marya and Prince Andrei, the idea of death and mortality is undeniably present
at many of the vital turning points for Pierre during the novel.

Pierre is initially forced to confront the imminent possibility of death during the
duel with Dolokhov. Pierre’s first episode of existential crisis occurs after he thinks he has
killed his rival. He must face the severity of such an act, as Nikolai was forced to confront
an image of himself as a murderer rather than a soldier. Immediately after the duel, he
wonders what even happened, how it came to this, and whether he is guilty in anything. He
is drawn from questioning the morals behind his own actions to questioning the sense and
righteousness in the historically significant actions of others:

“JIronoBuka XV| xka3HUIM 3a TO, YTO OHU TOBOPUIIH, YTO OH OBLIT
OecuyecTeH U NMPECTYIHHUK ... U OHU ObLIU MIPaBbl C CBOEH TOUKU 3PEHMUSI, TaK
K€ KaK MpPaBbl U T€, KOTOPBIE 32 HETO YMUPAIN My4EHUYECKON CMEPTHIO U
MPUYHCIISUIN €T0 K TUKY cBATHIX. [loroM Pobecribepa ka3HmImM 3a TO, 4TO OH
6b11 necniot. Kto npas, kto BuHOBaT? HUKTO. A KMB—WU JKUBH: 3aBTpa
YMpPEIIb, KaK MOT" 1 YMCPETh 4aC TOMY Ha3an. U cTtout mu Toro MYYHUTBECA,

7
KOT/Ia )KUTh OCTAETCs OJIHY CEKYH/y B cpaBHeHHH ¢ BeuHOoCcThi0” (11, 453). 0

70« ouis XVI was executed for being, as they said, dishonest and criminal,” came into Pierre’s head, ‘and
they were right from their point of view, and equally right were those who died a martyr’s death and counted
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This episode marks the beginning of a new part of Pierre’s quest. He is beginning to
question social norms and conventional ideas of morality. Also noteworthy is that Pierre
himself senses a link between these questions and death. Though Pierre’s beliefs and
convictions may waver as the novel continues, his search for the answers to these serious
philosophical problems is itself an important part of the Right Way. Asking questions is the
first step to finding answers, if answers exist at all. From this point forward, the scope of
Pierre’s inquiry will grow wider and wider. The first increase in scope can be seen during
his trip to St. Petersburg:
CMoTpuTenb, O4EBUIHO, BPAT U XOTEJ TOJIBKO MOJIIYYUTH C MPOE3IKETO
JUIIHAE ACHBTU. «JlypHO 71 3T0 OBLIO, WK XOpoIo?. . . J{ist MeHs
XOpOLLO, I IPYroro Mpoe3KarLlero AypHo, a Uit HEro camoro
HEN30€KHO, ITOTOMY YTO €My €CTh HEYEeTo: OH TOPOBMWII, UTO €TI0 IMPUOUII 3a
31O Oopuriep. A oduiiep MPUOWII 3a TO, YTO €My €XaTh HaJl0 ObLIO CKOpee. A
st cTpenisia B JlosoxoBa 3a To, 4To s cuest cedst ockopOsieHHbIM. A JIro10BHKa
XVI xa3Huim 3a To, 4TO €ro CYMUTAIN MPECTYITHUKOM, a 4epe3 ToJ] yOuau
TeX, KTO €ro Ka3HWJI, TOXke 3a 4To-To. UTo mypHO? UTO X0pomo? Uto Hamo
J0OUTB, YTO HEHABUACTh? J{JIs 9ero skKuTh, ¥ uTO Takoe s1? UTo Takoe

XW3Hb, 4T0 cMepTh? Kakas cuia ynpasisier Bcem? (I, 493)71

him among the saints. Then Robespierre was executed because he was a despot. Who’s right and who’s
wrong? No one. You’re alive—so live: tomorrow you’ll die, just as I could have died an hour ago. And is it
worth suffering, when there’s only a second left to lived compared with eternity.”” (318)

™ «“The postmaster was obviously lying and only wanted to get extra money from the traveler. ‘Is that bad, or
is it good?” Pierre asked himself. ‘For me it’s good, for some other traveler it would be bad, and for the
postmaster it’s inevitable, because he has nothing to eat: he says an officer gave him a thrashing on account of
that. The officer gave him a thrashing because he had to leave soon. And | shot at Dolokhov because |
considered myself insulted. And Louis XV was executed because he was considered a criminal, and a year
later those who executed him were also killed for something. What is bad? What is good”? What should one
love, what hate? Why live, and what am I? What is life, what is death? What power rules over everything?’”
(348)
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In this episode, Pierre’s concern grows from purely ethical into metaphysical. Once again,
Pierre’s thoughts turn to death as he asks his questions. This time, he views death as an
opportunity for his questions to be answered, an opportunity for the discomfort of his
bewilderment to be relieved: “Ympenib—Bce KOHUUTCS. YMpEIIb U Bce Y3HACITIb—HIIH
nepecranes cupamusats” (11,493).” Pierre thinks of death here as a potential chance to
have his questions answered. If there is an afterlife, he will learn something when he gets
there. However, embedded in his statement is a question. After all, Pierre has asked “What
is life, what is death?”” He does not know whether there will be an afterlife, and his
uncertainty about what will occur when he dies is a reiteration of the fact that death is also
something unknown and worthy of inquiry.

At Pierre’s moment of infinite questioning and confusion, losif Bazdeev appears
and introduces Pierre to Masonry. Pierre recognizes Bazdeev as a Mason because of his
skull ring, a symbol used by the Masons to represent mortality. From this very first
mention of Masonry in the text, it is tightly linked with death. The induction ceremony is
filled with death symbols, including a coffin with bones and more skulls. During the
induction, Pierre learns that one of the seven main tenets of Masonry concerns death.
Masons are instructed to come to love death, rather than fear it, by frequently thinking
about it. Their conception of death is a positive one, in which man is freed from his earthly
burden into a world of bliss and comfort (11, 507).

Masonry, or Bazdeev as its representative, turns Pierre from someone unsure of
what to believe into a believer in God. Despite how easily and instantly Pierre was

convinced by Bazdeev to believe in God, this belief endures for approximately six years,

"2 «*You will die—and everything will end. You will die and learn everything—or stop asking.”” (348)
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until Pierre’s captivity. He is even convinced enough to argue with Andrei about an
afterlife when they next meet. “Hapo »wuth, Hafo THOOUTH, HAJIO BEPUTD. . . YTO JKUBEM HE
HBIHYE TOJIBKO Ha 3TOM KJIOUKE 3€MJIU, a )KWIHU U OyJIeM KUTb BeUHO Tam, Bo Bcem™ (I,
552)". This is a vastly different belief than the one he expressed moments before meeting
Bazdeev. Moving from atheism to Christian-oriented spirituality like this is a clear positive
step in the Tolstoyan philosophy.

In addition to the new spiritual framework that Masonry gives Pierre, there are
some very tangible changes to the way he views and lives his life. Immediately following
his induction ceremony, Pierre feels that he “coBepuieHHO U3MEHMIICS M OTCTAJ OT
MpEeXXHETo nopsijaka u npusblyek xu3znu’ (11, 51 3).74 The next day, Pierre’s new way of life
passes its first test: an encounter with Prince Vassily, an unambiguously negative character
in Pierre’s life thus far. Prince Vassily tries to convince Pierre to forgive Helene. When his
usual method of merely suggesting a course of action to Pierre or pretending that Pierre has
already chosen a course of action (as in the moment when Pierre and Helene become
engaged) is unsuccessful, Prince Vassily threatens Pierre with his powerful friends and
then tries to joke with him about the whole situation. The decision that Pierre must make at
this juncture about how to respond to Prince Vassily is of great significance to him:

[...]oH 4yBCTBOBAJ, YTO OT TOTO, YTO CKAXKET ceiuac, Oy/IeT 3aBUCETh
BCsI TajbHENIas cyib0a ero: MoNuIeT JIM OH IO CTapoH, MpeKHEeN Jopore,
WJIM 110 TOH HOBOM, KOTOpask Tak MPUBJIEKATEIbHO OblIa YKa3aH eMy

MaCOHaMHM U Ha KOTOpOfI OH TBEPAO BEPHUII, UTO HaﬁﬂeT BO3POXKICHUC K

8 «We must live, we must love, we must believe][...] that we do not live only today on this scrap of earth, but
have lived and will live eternally there, in the all.”” (389)

™ “had changed completely, and had detached himself from the former order and habits of life.” (362)
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HoBoit sxusan. (11, 515)"

Pierre bluntly tells Prince Vassily to leave, and the latter is so surprised by such forceful
behavior from Pierre that he asks if Pierre is ill. While this does not fall into any of the
categories of the Right Way that I have previously laid out, there is clearly nothing “right”
about Pierre’s marriage to Helene. She and her family are the most unsympathetic
characters in the novel, with perhaps the only exception of Napoleon himself. Pierre’s
rejection of the influence of Helene and her father is an unambiguously positive step
towards a more moral life for Pierre.

It is important to note that Freemasonry for Tolstoy is by no means a part of the
Right Way. The organization of Masons is as flawed as any human institution in his eyes.
Most of the Masons that Pierre meets, with the exception of Bazdeev, are insincere in their
profession of Masonic values. Pierre’s utter confusion during the initiation rites serves to
demonstrate just how contrived and meaningless the ceremony is. The Masons’ claim to
possess some sort of mystical secret and that they charge their followers to be obedient and
protective of their secrets is also quite dubious. However, some of the values that the
Masons claim to hold are mostly good for Tolstoy, including myosrcecmeo, weopocme,
dobponpasue, and 106osw Kk uenosevecmsy'® (11, 508). Their belief in a higher power,
which is instilled in Pierre, is also something positive. Overall, their effect on Pierre’s life
IS positive, since Pierre moves closer to the Right Way after meeting them. (Perhaps,
though, this is more of an effect of Bazdeev than the Masonic order as a whole.)

The next important encounter between Pierre and death occurs years later, before

"> “he felt that his whole future destiny would depend on what he said right now: whether he would follow the
old former way, or the new one which had been shown to him so attractively by the Masons, and on which he
firmly believed he would find rebirth into a new life.” (363)

"® Courage, generosity, good morals, and love of mankind. (358)
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the Battle of Borodino. As with Prince Andrei, Pierre experiences an important
reconciliation there. Before the decisive battle, Dolokhov and Pierre meet by accident for
the first time since their duel. Dolokhov’s behavior is uncharacteristic of the irreverent and
immoral character previously seen throughout the novel:
OdeHb paj BCTPETUTD Bac 3]1€Ch, rpad,--CKa3all OH eMy IPOMKO U HE
CTCCHAACH NPUCYTCTBUCM ITIOCTOPOHHUX, C OCO6GHHOI>’I PEIIUTCIIBHOCTBIO U
TOP’KECTBEHHOCTHIO. --HakaHnyHe 1HsA, BO KOTOpbIN bor 3HaeT KoMy U3 Hac
CYKACHO OCTAaThCA B JXKUBLIX, A pa ClIydaro CKa3aTb BaM, 4YTO A KaJICIO O
TEX HEJI0Pa3yMEHUSIX, KOTOPbIE OBLIIM MEXK]1y HAMH, U 5KeJ1ajl Obl, YTOOBI BB
HE MMEJIU IPOTUB MeHs HU4ero. [Iponry Bac mpoCcTUTh MEHH.
[Ibep, ynbibasics, rasaen Ha JonoxoBa, He 3Hasl, UTO CKa3aTh EMY.
I[OJIOXOB CO CJIC3aMH, BBICTYIMBIIMMHA €MY Ha rjiasa, 00HsI 1 o1 eJIoBall
Isepa. (111, 232)"
The real possibility of death is explicitly linked to the peace offering in Dolokhov’s words.
The presence of death is much greater here than before their duel, because the experienced
duelist Dolokhov did not fear standing off against Pierre, who had never fired a pistol
before. All evidence suggests that this reconciliation is sincere and permanent. The
descriptions of feelings and expressions provided by Tolstoy here seem designed to show
that Dolokhov’s words are meant to be taken seriously. It is probable that Dolokhov and

Pierre meet again after Dolokhov’s band of partisans free Pierre’s group of prisoners, but

"« Very glad to meet you hear, Count,” he said to him loudly and unembarrassed by the presence of
strangers, with particular resoluteness and solemnity. ‘On the eve of a day when God knows who of us is
destined to remain alive, I’'m glad of the chance to tell you that I regret the misunderstandings that occurred
between us and would wish that you not have anything against me. I ask you to forgive me.’

Pierre, smiling, gazed at Dolokhov, not knowing what to say to him. Dolokhov, with tears in his eyes,
embraced and kissed Pierre.” (767)
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such a meeting is not described in the text. The absence of such a scene and Dolokhov’s
new image as a brave, partisan hero instead of a misbehaving libertine imply that the
conflict between the two men is indeed over and that a lasting change has occurred in both
of them because of what they have endured in war.
Pierre, a witness to the Battle of Borodino, the occupation of Moscow, and later as
a prisoner of the French, also finds himself wondering about the purpose of the killing and
what makes men do it. Just as the concept of war violence becomes strange when Nikolali
identifies with the French soldier, Pierre’s captivity seems absurd to him when he feels a
human connection to his French captor Davout. Davout’s judgment of Pierre is of fatal
importance, because many of Pierre’s fellow prisoners have been sentenced to death.
Davout and Pierre share a look, in which they understand that “onu 06a netu
qesoBedecTBa, 4To oHu Opates” (IV, 499).”® This human connection is broken by chance
when an adjutant enters and distracts Davout. Pierre is taken away, disturbed, and
believing that he is going to be executed like the other prisoners.
Opnna MbICITB 3a BCe 3TO BpeMs Obuia B rosose [Ibepa. 1o Obl1a MbICIb
0 TOM:. KTO, KTO K€, HAKOHEI], IIPUTOBOPUIT €TO K Ka3HHU. D710 OBLIN HE TE
JIIOAW, KOTOPBIC JOoMpalliuBain €Tro B KOMHCCHUHU. U3 HUX HU OOWH HEC XOTECII
1, OYEBUJHO, HE MOT 3TOTO c/enaTh. ITo He ObLT J{aBy, KOTOpBI Tak
YeJI0BEYECKH MOCMOTpell Ha Hero. Eme Obl ogHa MuHyTa, U J[aBy noHsu1
OBI, YTO OHU JCNIAIOT NYPHO, HO 3TOMH MUHYTE TIOMEIIAa aIbIOTaHT,
KOTOpBIN Bowen. 1 agbploTaHT 3TOT, OYEBHIHO, HE XOTEJ HUYETO XYA0rO0,
HO OH MOT ObI He BOiTH. KTO k€ 3TO, HaKOHeIl, Ka3HUJI, yOUBaJI, NI

KHU3HHU ero—HLepa CO BCEMU €0 BOCIIOMUHAHHUAMU, CTPEMIICHUSAMU,

"8 “they were both children of the human race, that they were brothers.” (964)
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Hagexaamu, Meicisimu? Kto genan ato? U [Isep ayBcTBOBaMN, 4TO 3TO OBLIT
HHKTO.
D710 OBLT OPSAIOK, CKIIA] OOCTOSATEIBCTB.
[Topsipok kakoii-to yousan ero—IIbepa, aumian ero >Ku3Hu, BCETO,
yrmatoxan ero. (IV, 500)"
From this moment onward, Pierre recognizes a lack of agency in the French soldiers’
violent acts, and the killing becomes completely senseless, a stroke of chance or some
other mysterious psychological or social force. The discovery of this terrible force marks
an important step on Pierre’s journey toward the ultimate truth. Pierre will encounter this
force several times more before reaching his great epiphany.

The next episode where this force appears is during the previously-described
execution scene. In carrying out the execution, the French soldiers are hurrying, and “ue
TaK, KaKk TOPOIATCH, I{TO6I)I ACJIaTh MOHATHOC JIA BCCX ICJI0, HO TaK, KaK TOPOIIATCA,
YTOOBI OKOHUYUTH HEOOXOAMMOE, HO HEMPUATHOE U HenocTmxkuMoe nieno” (1V, 501).80 Itis
not only Pierre and the prisoners who cannot come to terms with their own imminent
deaths, but the French soldiers also do not understand their own behavior. Pierre notices a

French soldier after the execution “xoTopslii X0TeN yTEIHUTHCS YeM-HHOY/Ib B TOM, YTO

" “There was one thought in Pierre’s head all that time. It was the thought of who, finally, had sentenced him
to be executed. It was not the people of the commission that had interrogated him: not one of them would or
obviously could have done it. It was not Davout, who had given him such a human look. Another moment
and Davout would have understood that they were doing a bad thing, but the adjutant who came in had
prevented that moment. And that adjutant obviously had not wanting anything bad, but he also might not
have come in. Who was it, finally, who was executing, killing, depriving him of life, him—Pierre, with all his
memories, longings, hopes, thoughts? Who was doing it? And Pierre felt that it was no one.” (965)

8 «not as people hurry to do something everyone understands but as they hurry in order to finish a necessary
but unpleasant and incomprehensible business.” (966)
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6110 caenano, Ho He mor” (1V, 504).2! The senselessness of the execution and the
perceived involuntary nature of the soldiers’ actions is very striking to Pierre.

As happened to Tolstoy himself after witnessing the execution in Paris, Pierre’s
inability to reconcile this terrible observation with his previous belief system forces him to
change that system, which which he concludes must be false:

C Toit munyTHI, Kak [Ibep yBUAaN 3TO CTpamHoe yOuicTBo,
COBCPUICHHOC JIIOAbMHU, HEC XOTCBIIMMHU 3TOI'0O ACJIATh, B AYUIC €r0 KaK
OyATO BAPYT BBICPHYTA ObLIA Ta MPYXKUHA, HA KOTOPOU BCE JCPKAIOCH U
MPEACTABIISUIOCH dKUBBIM, M BCE 3aBATTUIIOCH B Ky4y 0€CCMBICIICHHOTO COpa.
B HeM, X0Ts OH U He oT/AaBaj cede 0TYeTa, YHUUTOKUIIACh BEpa U
071aroycTpoiCcTBO MHUpPa, M B YEJIOBEYECKYIO, U B CBOIO Aymy, u B bora. (1V,
505)%2
Once again, it is an encounter with death that compels Pierre to keep seeking. That the
prisoners were killed by people who seemingly committed the murder for no reason and
without any particular desire is so shocking to Pierre that he finds himself again in a state of
crisis and uncertainty. Just as the previous crisis led Pierre to the guidance of the Bazdeev,
this horrific experience opens Pierre to a new sage—the peasant Platon Karataev. Like
Bazdeev, Karataev believes in God, and he is at peace with the ways of the world and his
place in it. Under the influence of Karatev, Pierre begins to recognize what is happening to

him, and the role of death in it all, after four weeks in captivity.

8 «who wanted to comfort himself at least somehow for what had been done, but could not.” (968).

8 «From the moment when Pierre saw this horrible murder performed by people who did not want to do it, it
was as if the spring that upheld everything and made it seem alive had been pulled from his soul, and it had
collapsed into a heap of meaningless trash. Though he did not account for it to himself, his faith in the world’s
good order, in humanity’s and his own soul, and in God was destroyed.” (968)
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OH nonro B cBOEH ’KU3HU UCKAJI C Pa3HBIX CTOPOH 3TOT0 YCIIOKOEHUH,
corjacusa ¢ caMum C06OIO, TOI'0, YTO TaK IMMOPA3UJIO €TI0 B COJIAaTax B
BOpOI[I/IHCKOM Cpa’XCHUH, -- OH UCKaAJI 3TOI'O B (1)I/IJIaHTpOHI/II/I, B MaCOHCTB¢E,
B PacCesiHUM CBETCKOM )KU3HH, B BUHE, B TEPOMCKOM IOJBUIE
CaMOTIOXKEPTBOBAHUS, B POMaHTHUYECKO 1100BU K HaTtare; oH uckai 3Toro
IMIYTECM MBICJIK, U BCC 3TU UCKAHUA U TOIIBITKU BCC 06MaHyJII/I ero. 1 OH, CaM
HC AyMasa O TOM, MOJYYHII 3TO YCIIOKOCHUC U 3TO COIJIaCue ¢ CaMUM co00010
TOJIBKO 4C€PE3 yKaC CMCPTHU, 4YCPE3 JIMIICHUA U YEPEC3 TO, UTO OH IMOHSAI B
Kaparaese. (IV, 565)%
Pierre’s captivity and his encounter with truly trying and dangerous circumstances has led
him to the realization of the human inability to exert any sort of real control over the
universe. This realization is what causes him to wholeheartedly laugh alone in the night at
the bivouac on the way out of Moscow. He comes to find the notion that the French can
hold him prisoner completely ridiculous. He realizes that the amount of freedom he has and
enjoys has been the same during his captivity as it was years earlier during his “courtship”
of Helene. This new understanding about the limited control he has over his circumstances,
and the acceptance of this truth, is very much in line with the Right Way.
Pierre’s next step in his spiritual journey is spurred yet again by death—the death of
Karataev. Immediately following Karataev’s execution, which Pierre has not yet

consciously accepted, he has a vision in a dream. In this dream, he is told:

8 “In his life he had long sought in various directions for that peace, that harmony with himself, which had
struck him so much in the soldiers during the battle of Borodino—he had sought it in philanthropy, in
Masonry, in the distractions of social life, in wine, in a heroic deed of self-sacrifice, in romantic love for
Natasha; he had sought iby way of thought, and all this seeking and trying had disappointed him. And without
thinking, he had received that peace and harmony with himself only through the horror of death, through
privation, and through what he had understood in Karataev.” (1012)
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“XKuznb ectb Bece. Kusnb ects bor. Bee nepemMenaercs u ABuxercs, U
3TO ABUWXKEHUE ecTh bor. U 1noka ecThb *13Hb, €CTh HACIAXKICHUE
camoco3HaHus OokecTBa. JIFoOUTH Ku3HB, M0OUTH bora. Tpynuee u
Ona’keHHee BCEro JIOOUTD ATY JKU3Hb B CBOUX CTPAJAHUAX, B OE3BUHHOCTH
crpananuit. ” (IV, 636)%

Here we can see that Pierre has regained his belief in the divine. In addition to this very
positive development, Pierre also realizes the importance of loving life, a significant part of
the Right Way. This idea comes with a visual model:

I'mo0yc 3TOT OBLT )KUBOMU, KOJICOIFOIIUNCS TIap, HE UMEIOIUH
pa3MepoB. Bes moBepxXHOCTH 11apa cocTosuIa U3 Karelb, INIOTHO CKAThIX
MEXy coO0H. M Karim 5TH Bce ABUTAINCH, TEPEMEIIATIHICH U TO
CIIMBAJIUCh U3 HECKOJIBKUX B OJIHY, TO U3 OJHOU pa3AeisiIuCh HA MHOTHE.
Kaxxnas xamist crpemMuiiach pa3jiuThes, 3aXBaTUTh HaUOOJIbIIEE
MIPOCTPAHCTBO, HO APYTUE, CTPEMSCH K TOMY K€, CXKMMAaJIU €€, NHOTJa
YHUUTOKAJIM, MHOT'/1a CIIMBAJIUCH C HEIO.

“BoT *%U3Hb,” CKa3ajl CTApUUOK YUUTEIb.

“Kak aTo npocTo u sicHo,” noaymai [Isep. “Kak st Mor He 3HaTBH 3TOTO

npexne'.

B cepenune bor, un kaxaas Kamis CTpEeMUTCS PaCIIUPUTHCS, YTOOBI B
HauOOJBIINX pa3Mepax oTpaxarth ero. M pacrer, ciuBaercs, U CKUMaeTcs,

U YHUYTOKACTCA HA ITOBEPXHOCTHU, YXOIHUT B FJ'IY6I/IHy U OIISITH BCILJIBIBACT.

8 <Life is everything. Life is God. Everything shifts and moves, and this movement is God. And while there
is life, there is delight in the self-awareness of the divinity. To love life is to love God. The hardest and most
blissful thing is to love this life in one’s suffering, in the guiltlessness of suffering.” (1064)
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Bor on, Kaparaes, Bor pasmuics u ucues. (1V, 636)%
This revelation of a new model of life is an expansion of Pierre’s earlier realization of his
lack of freedom and control in life. He sees himself in the context of the entire universe and
God. This visual representation of Pierre’s new understanding of the world demonstrates
the spiritual idea of the immortality of the soul in the “all,” the interconnectedness of the
world with God, and that there are forces outside of individual control exerting a strong
effect on human life. Comprehending all of these ideas puts Pierre more in line with the
Right Way. That Pierre also realizes that Karataev was killed after waking from this dream
shows the continued connection between encounters with death and Pierre’s search. Close
contact with death--in seeing the battle unfold at Borodino, in believing he was about to be
executed, in seeing his fellow prisoners killed by the firing squad, and in hearing the shot
that killed his new mentor and friend Karataev--pushed Pierre out of his old, false
conceptions into a new understanding of the world. At each point, Pierre thought he
understood everything, but at each point, encounters with senseless death and violence

undermined his previous understanding and pushed him to continue his search.

8 “This globe was a living, wavering ball of no dimensions. The entire surface of the ball consisted of drops
tightly packed together. And these drops all moved and shifted, and now merged from several into one, now
divided from one into many. Each drop strove to spread and take up the most space, but the others, striving to
do the same, pressed it, sometimes destroying, sometimes merging with it.

‘This is life,” said the old teacher.

‘How simple and clear it is,” thought Pierre. ‘How could I have not known before.’

‘In the center is God, and each drop strives to expand in order to reflect Him in the greatest measure. It grows,
merges, and shrinks, and is obliterated on the surface, goes into the depths, and again floats up. Here he is,
Karataev, see, he spread and vanished” (1065)
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Chapter V

Conclusion

War and Peace, like so many of Tolstoy’s works, is a book with character
transformations at its core. The dynamic central characters are all searching for happiness,
for a better life, and for truth. Andrew Kaufman calls it “on one level, a Bildungsroman
about young people who grow up, grow old, and grow wise” (Kaufman, 84). Another
equally fundamental element of War and Peace is the ubiquity of death. As I have
attempted to demonstrate, death has a thematic function of catalyzing character
transformation through its power of defamiliarization.

Nikolai Rostov undergoes a radical shift in values from the time he enters the
military to the time the war is reaching an end. He volunteered for the military out of a
patriotic sentiment and desire for glory. By the end of the book, he is disillusioned with the
idea of the glory of war, and he has turned his efforts instead toward managing his estate
and raising a family. Two encounters with death played an instrumental role in this
transformation: seeing the dead bodies at the military hospital and confronting his own
mortality by feeling a similarity between himself and a French soldier he is about to kill.

The effect of encounters with death on Princess Marya is one of reconciliation. The
old prince Bolkonsky’s death brings about a love in her for her father that she had never felt
before. In addition to saving their relationship in his final hours, the prince’s death also

brings Marya together with Mlle Bourienne. In a similar scene, Marya becomes friends



with Natasha Rostova over their shared grief over Prince Andrei’s mortal wound. Not only
does their old animosity vanish, but they become so close that they can communicate
wordlessly.

Prince Andrei comes into direct, personal confrontation with death twice during the
novel. He is seriously wounded in Austerlitz, and this event causes Andrei to abandon his
previous value of military glory and greatness. He no longer considers Napoleon his hero
after this incident. After his second wound, this time a fatal one, at Borodino, Andrei
begins a long, multi-stage process of dying. In this process, Andrei becomes oriented
toward the spiritual, reconciled with Natasha, and fever places Andrei’s very thoughts
outside of his control. All of this puts him closer to the Right Way.

Pierre’s journey toward the Right Way is also punctuated by periodic encounters
with death that inspire his search for truth. The duel with Dolokhov, an event that could
potentially have killed Pierre or made him a killer, was the start of Pierre’s ethical and
metaphysical inquiry. Pierre’s experiences during Napoleon’s invasion of
Moscow—uwitnessing an execution, followed by the murder of his friend Platon
Karataev—nhelp Pierre come to understand his position in regard to the universe and the
divine.

While this thesis has included many of War and Peace’s most striking and
significant deaths, dedicated readers of Tolstoy will likely feel that there is something
absent. The death of Petya Rostov, undoubtedly the most tragic in the book and one of the
most memorable, brought no sort of positive character transformations, and therefore it has
been omitted from this analysis. Likewise, the sad, sudden death of Princess Lise does not

seem to lead anyone closer to the Right Way. These and other deaths in War and Peace do
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not seem to have a “lesson” attached. However, these deaths and their purely tragic nature
return us to Tolstoy’s ambivalence toward death discussed in Chapter I1. Such a
compelling variety in the presentation of death in War and Peace, only a portion of which
has been covered in this thesis, brings up some interesting questions about Tolstoy’s
purposes in including them. This author senses that the ubiquity and diversity of deaths is a
manifestation of an effort by Tolstoy to explain death to himself and assuage his own fears.
After all, Tolstoy was personally tormented by a fear of death.*® A Confession documents
his search to find a way to alleviate his terror and live comfortably with the knowledge of
his own mortality. It does not seem that Tolstoy was ever successful in personally
overcoming his fear of death, at least not permanently. How much did Tolstoy believe in
the spiritual truths that are revealed to Andrei in War and Peace and later in to lvan Ilych?
Was he convinced by the more innocuous, less frightening images of death that he

incorporates into his fiction? This is a question that | will leave to the reader.

# The night Tolstoy spent in Arzamas, which he recorded in several letters and then turned into the
semi-autobiographical sketch “Memoirs of a Madman” (3anucku cymacureaniero), is a single biographical
event that illustrates the full depth and power of Tolstoy’s fear.
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