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This article re-examines Lev Tolstoy’s novel Voina i mir (War and Peace) in light of recent research
in the field of translingual literary studies. This Russian novel contains numerous passages, phrases,
and words in French. Tolstoy’s extensive use of the French language in a Russian novel puzzled many
of his contemporary critics; it has also tended to be less visible in translations into other languages. The
article surveys previous research on the multilingual dimension of War and Peace by well-known scholars
such as Viktor Vinogradov, Viktor Shklovsky, Boris Uspensky, R. F. Christian, and Gary Saul Morson.
Among the explanations offered for the presence of French in the text are realism, characterization,
and ostranenie (defamiliarization). Applying Formalist principles and Thomas O. Beebee’s concept of
transmesis, the current article suggests a translingual reading of this canonical novel. The analysis
focuses on selected passages in which multiple languages are at play, showing how they draw the reader’s
attention to language as a medium through depictions of code-switching and multilingual situations;
metalinguistic commentary; biscriptuality; and code-mixing on the level of the text.
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Introduction

Lev Tolstoy’s novel Voina i mir (War and Peace) occupies a central place in the world
canon. Since it was first published serially in the journal Russkii vestnik (Russian Herald)
in 1865, it has been translated numerous times into English and other languages. The
most recent of nearly a dozen English translations are by Anthony Briggs (2005), Andrew
Bromfield (2007, a translation of Tolstoy’s first version), Richard Pevear and Larissa
Volokhonsky (2007), and Amy Mandelker (2010, a revision of Aylmer and Louise Maude’s
translation from 1922—1923). Yet an intrinsic aspect of this novel has, until recently, been
less visible in translation, namely its translingual fabric, in which French is intricately
woven into the Russian, along with accents of other languages. French is used in the novel
to convey both oral and written communication — in letters, salon conversations, intimate
téte-a-tétes, and war councils. Many of the characters, as well as the omniscient third-
person narrator, code-switch, sometimes mid-sentence, and mix languages in a variety
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of ways. The reader of the novel is confronted with its translingualism from the very start,
as it opens with the French words of Anna Pavlovna Scherer greeting the first guest to
arrive at her soirée. The reader is vicariously welcomed into the multlingual world of the
salon, where the conversation, as Gary Saul Morson observes, “incorporates French,
Russian, German, Italian, and English, and complex hodgepodges of these languages as
characters jump from one to another” [1. P. 47].

Many of Tolstoy’s contemporary Russian critics viewed the entire novel as a hodgepodge,
as expressed in comments such as the following: “because of some inexplicable caprice,
half of his [Tolstoy’s] characters speak in French, and their entire correspondence is
conducted in that language [...] To read a book that presents some sort of medley of
‘French and Great Russian’ without any need for it is truly inconvenient and unpleasant”
[1. P. 46]. Another critic faulted Tolstoy not for the French phrases per se, but for the
extent of them:

3aMeTHM aBTOPY, YTO B KHUTE €TO CTPAHHBIM KaxKeTCs HE 3TO yIOTpebIeHne hpaHILy3-
CKUX (hpa3 BMECTe C pyCCKUMH, a Ype3MEePHOE, CIUIONIHOE HAITOTHEHNE (DPaHITy3CKOM peUbIo
LIEJIBIX IeCSITKOB CTpaHUIL cpsiay. st Toro, 4ToObI TT0OKa3aTh, uTo HamosieoH wim npyroe
Kakoe-J1100 JIMLIO TOBOPUT MO-(GpaHIy3CKH, JOCTATOYHO ObLIO Obl OJHY MEPBYIO €To (hpasy
HaIMcaTh MOo-(MPaHIly3CKH, a OCTaJIbHBIC MO-PYCCKU, NCKITIOYAsT KaKUX-TU00 ABYX-TPeX,
0COOEHHO XapaKTepUCTUIECKIX 000POTOB, I MBI 0€3 TPY/Ia Ioragalnch ObI, 9TO BCS THPaIa
Mpou3HeceHa Ha (ppaHily3cKoM si3bike [2. P. 208].

We would remark to the author that what appears strange in his novel is not this use of
French phrases together with Russian ones, but rather the inordinate filling of dozens of pages
with French dialogue. In order to show that Napoleon or some other character speaks French,
it would have been enough to give his first words in French and the rest in Russian, with the
exception of two or three especially characteristic turns of phrase, and we would have had no
trouble guessing that the entire tirade was pronounced in French (Unless otherwise indicated,
all translations are my own).

Tolstoy himself went back and forth over what to do textologically with the French
passages. In Russkii vestnik and the first two book editions (both from 1868), the French
was glossed in footnotes with Tolstoy’s own translations into Russian. In the third edition
(1873), the French passages were eliminated and replaced by Russian in the main text,
and then reinstated in the 1886 edition [3. Pp. 1—2]. Even Tolstoy’s translation of the
French passages, as Morson observes, “borders on the macaronic, a mixture of two
languages. Tolstoy’s footnotes are not just an aid, but an intrinsic part of his work because
he creates a curious dialogue between them and the text” [1. P. 48]. Translators of War
and Peace have rendered the French passages in various ways; the English translation by
Anthony Briggs (2005) does not use French at all, while that by Richard Pevear and
Larissa Volokhonsky (2007), as well as Amy Mandelker’s 2010 revised version of the
Maude translation, retain the original French passages in their entirety. The challenge
of translating the translingual elements in War and Peace is particularly apparent when
French is the target language, because the code-switching between French and Russian
in the original becomes by default less marked. The 1963 French translation by Elisabeth
Guertik compensates for this by italicizing the passages that appear in French in the
original [5].
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Several literary scholars have analyzed the functions of French in the Russian text.
V.V. Vinogradov [6. P. 123]. and Viktor Shklovsky both characterized War and Peace as
a bilingual novel [2. P. 210]. R.E Christian argued against this view, estimating that only
around 2 percent of the novel’s text is in French [4. P. 158]. Yet as Morson points out,
two percent of the text corresponds to about 40 pages, which “could itself be a short
novel” [1. P. 48]. Furthermore, the proportion of French to Russian in the novel is much
higher if we include dialogues conveyed to the reader in Russian, but which, as we are
told by the narrator, take place in another language. For example, when Nikolai Rostov
confides to his sister Natasha that he has decided to marry Sonya, their dialogue is
conveyed entirely in Russian, yet the narrator specifies that Nikolai speaks French in a
whisper:

— HaTaHIa, — CKasaJj OH € 1IermoToOM HO—(I)paHLIYZ}CKI/I, — 3HacClllb, 4 pCIINJICA HACUCT

Conu [7. Vol. 1. P. 844].

Issues of language and translation “sit at the heart of contemporary literary inquiry”,
as Mary Louise Pratt argues [8. P. 274]. Recent research on literary translingualism has
the potential to shed new light on canonical works such as War and Peace, illuminating
facets of this novel, as well as the workings of multilingual literature in general. This article
examines how information about who speaks what language to whom, how, and why is
conveyed in the narrative of War and Peace, with the aim of making the translingual
dimension of Tolstoy’s masterpiece more visible. First, I will briefly survey the conclusions
of previous scholarship on the role of different languages in War and Peace. Then 1 will
analyze selected passages containing more than one language. I will focus especially on
meta-linguistic commentary in the novel, showing how it serves to draw attention to
language as a medium.

Previous scholarship

One explanation for the presence of French in War and Peace is realism, i.e. the
naturalistic effect of French spoken by the characters — major and minor, historical and
fictional alike. The editors of Russkii vestnik offtered this explanation to the journal’s
readers in a footnote prefacing Tolstoy’s own footnotes with translations of the French
passages: “To maintain the atmosphere of the conversation of the characters, the author
very often uses French expressions” [3. P. 1—2].

Indeed, French held a special status among the Russian nobility throughout the
eighteenth- and nineteenth-century, ever since Peter the Great’s reforms opened Russia
to cultural influences from Western Europe. As Derek Offord, Gesine Argent, Vladislav
Rjéoutski and Lara Ryazanova-Clarke point out:

Multilingualism in late eighteenth- and early nineteenth-century Russia was also due to
the spread of French across Europe as a language of diplomacy, the lingua franca of the polite
society frequented by aristocracies, the vehicle for a refined secular literature and, crucially,
the principal means of communication in the so-called Republic of Letters [9. P. 2].

Despite the threat to the nobility represented by the French Revolution in 1789 and
Napoleon’s invasion of Russia in 1812, the use of French among the Russian nobility
did not begin to decline until the mid-nineteenth century [9. P. 3]. Multilingualism was
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thus a reality of life for the Russian nobility of the early nineteenth century, the elite
depicted in War and Peace. The French language also played a significant role for the
creation of a national Russian literature. It would not be an exaggeration to say that
French helped bring Russian literature to the world, in that French served as “a medium
of literary activity and a language of sociability among Russian writers of the first half of
the nineteenth century” [9. P. 6]. As Brian Baer points out, “A relatively small, highly
homogenous polyglot elite, the Russian educated classes of the two capitals, relied to a
great extent on translations of Western literature to lay the foundations of modern Russian
literature” [10. P. 17]. Yet there is a gap of six decades between the world depicted in the
novel (1805—1820) and the context of its creation (the 1860s), at which point the use of
French among the Russian nobility had begun to decline. The novel Anna Karenina,
which also contains passages in French, comprises a contrasting case, written (1873—
1877) as it was very close in time to the period it depicts [11]. The question of the role of
French in War and Peace is further complicated by the fact that Russia’s war with Napoleon
is at the center of the plot. As Shklovsky observes, “The language of the novel’s characters
isnot the language spoken by people in 1812, but rather the language of people remembering
the year 1812”7 [2. P. 205]. R.E Christian views gallicisms in the Russian text asa “period
detail” intended to enhance the novel’s realism:

It can be argued that Tolstoy was deliberately using an archaic, gallicized syntax as a period
detail in order to recapture the flavor of the languages spoken in the days of his characters.
[...] Secondly, one can say that Tolstoy’s gallicized syntax is not untypical of the Russian
language as spoken in his own day, when the influence of French constructions was still strong
and when the French language was known at least as well as Russian by most educated men.
This fact undoubtedly explains some ‘mistakes’ in War and Peace, but does not explain their
absence in other contemporary novels. Thirdly, one can give credence to Tolstoy’s own statement
on the subject of language: ‘I like what is called incorrectness, that is to say what is characteristic.’
His words could be taken to strengthen the suggestion that he deliberately tried to capture the
inaccuracies of the living spoken word, the looseness of syntax, the unfinished sentences of
the average speaker [4. P. 155].

Tolstoy himself, in his essay “A Few Words Apropos of the Book War and Peace”,
names the nobility’s use of French as one of the aspects of the Napoleonic era he sought
to capture, and he justifies his inconsistent use of French in the novel with a striving not
for a documentary effect, but an artistic one:

VIpex B TOM, YTO JIMIIA TOBOPSIT M MUIIYT MO-(MpPaHIly3CK! B pYCCKOI KHUTE, TTOT00eH
TOMY YIIPEKY, KOTOPBIi OBl CIeIall YeJIOBeK, TSI Ha KApTUHY U 3aMETUB B Heil YepHbIe
MSATHA (TeHW ), KOTOPBIX HET B IEMCTBUTENIBHOCTH. 2KMBOITHMCEIl HEIIOBUHEH B TOM, UTO He-
KOTOPBIM — T€Hb, ClIeJIaHHasI UM Ha JINIIe KApTUHBI, IIPEICTABIISIETCS YSPHBIM IIITHOM, KO-
TOPOTO He OBbIBACT B ICMCTBUTEIBHOCTH; HO SKUBOTIMCEL] TOBUHEH TOJIBKO B TOM, €3KEJIN TEHU
STH TTOJI0XKEHBI HEBEPHO U TPy00. 3aHMMAasICh 3ITOX0I Hadyaia HEIHEIITHEro BeKa M300paxkast
JIMIIa pyCCKHE M3BECTHOTO 00IecTBa, 1 HamoseoHa, u (ppaHIly30B, MMEBIINX TAKOE TIPSIMOE
yJacTHe B XKW3HU TOTO BpEMEHU, ST HEBOJIBHO YBIIEKCS (hOPMOIT BBIPAKEHUSI TOTO (hpaHILy3-
CKOTO CKJIaJia MbICJIU OOJIbIIIE, YeM 3TO OBbLIO HYy>KHO. U IToTOMY, He oTpuliasi TOTO, YTO T10-
JIOXKEHHBIE MHOIO TEHU BEPOSITHO, HEBEPHBI U TPYOHI, S 3KeJIayl ObI TOJIBKO, 9YTOOBI T€, KOTO-
PBIM TTOKaXkeTCsT O4YeHb CMEIITHO, Kak HarmoaeoH roBOpUT TO MO-pyCcCKU, TO ITO-(GpaHIly3CKH,
3HAJIN OBI, YTO 3TO UM KaXKeTCSI TOJTbKO OTTOT0, UYTO OHM, KaK YeJI0BEK, CMOTPSIIINIA Ha ITOp-
TPET, BUAAT HE JIMLIO C CBETOM M TEHSIMU, a YepHoe IMSITHO noja HocoM [13. P. 357—358].
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“The reproach that people speak and write in French in a Russian book is similar to
the reproach made by a man who, looking at a painting, notices black spots in it (shadows)
that are not found in reality. The painter is not to blame if the shadow he has made on
the face in the painting looks to some like a black spot that does not exist in reality, but
is to blame only if those shadows are laid on incorrectly and crudely. Studying the period
of the beginning of the present century, portraying Russian figures of a certain society,
and Napoleon, and the French, who took such a direct part in the life of that time, I was
involuntarily carried away more than necessary by the form of expression of that French
way of thinking. And therefore, without denying that the shadows I laid on are probably
incorrect and crude, I wish only that those to whom it seems very funny that Napoleon
speaks now in Russian, now in French, should know that it seems so to them because,
like the man looking at the portrait, they see not a face with light and shadow, but only
a black spot under its nose” [13. P. 1218].

The functions of French in War and Peace are not limited to realism, however. While
the presence of French arguably enhances the realistic style of the novel, it does much
more than that.

R.E Christian draws a distinction between gallicisms in Tolstoy’s Russian, on the one
hand, and the direct use of French, on the other. He considers the former “rather an
unconscious reflection of the language of educated Russian society in [Tolstoy’s] day
than a conscious linguistic device”, while the latter is, in his view, “equally contrived and
equally important in an examination of the style of War and Peace” [4. P. 158]. Christian
sees the French passages as a device of characterization, revealing something about the
speaker’s background, attitudes, and morals. Karin Beck has examined how the “complex
and competitive play of linguistic systems—French and Russian” [3. P. 1] in Tolstoy’s
depiction of Napoleon serves to make fun of him and also further the thesis of the novel’s
historical essays, namely that history is nof made by great men. Shklovsky speculates that
the irony in Tolstoy’s depiction of Napoleon was lost on contemporary French readers
precisely because it was conveyed partly through the interplay of French and Russian,
which was lost in French translation [2. P. 219]. The characters’ language preferences
signal changing attitudes toward Napoleon. Especially later in the novel, after Napoleon’s
invasion of Russia, the use of French stands in contrast to what is portrayed as authentic
Russian.

The French language in War and Peace further serves as a vehicle for social criticism,
directed primarily at the Russian nobility. Pratt argues that in literature, “heterolingualism
appears not when realism calls for it, but when writers undertake to explore linguistic
difference as a social force, a site of power, and a source of knowledge” [8. P. 289]. The
narrative of War and Peace reveals how the characters’ choice of language, like other
aspects of their behavior, is always contextual, influenced by setting and social situations.
Christian notes that “irony and ridicule of the theatrical and the self-important underly
most of the French phrases used in War and Peace” [8. P. 161]. Christian goes on to make
the curious argument that as such they serve a legitimate purpose as long as French is
readily understood by the reader. But when that language ceases to be understood and
there is a need for footnotes to explain the meaning, their purpose is no longer useful.
This is not say that they ought to be deleted. It is only to emphasize that a knowledge of
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both French and Russian is essential for a full appreciation of the language of Tolstoy’s
novel [4. P. 161]. While I do not agree with Christian’s statement that knowledge of both
languages is requisite to a full appreciation of the work, I think it raises a relevant question
concerning readers’ proficiency and how meanings are created through the reading process
Offord, Rjéoutski and Argent argue that “French is inextricably associated in Tolstoy’s
eyes with the hypocrisies, ambitions, and stratagems of the social milieu in which it is
spoken. It is a language in which speakers dissemble, play roles, and behave histrionically”
[14. P. 544]. As these authors point out, French signals sensuality — Anatole Kuragin
speaks French when trying to seduce Natasha, as does his sister Héléne with Pierre —
and superficiality, on full display at Anna Pavlovna Scherer’s soirées, «Ha KOTOPBIX |...]
cobupanace la créme de la véritable bonne société, la fine fleur de ’essence intellectuelle
de la société de Pétersbourg, kak roBopuia cama AnHa [laBmoBHa» [7. Vol. 1. P. 577] /
“at which [...] there gathered la créme de la veritable bonne société, la fine fleur de 'essence
intellectuelle de la société de Pétersbourg, as Anna Pavlovna herself put it (Tolstoy. War
and Peace, 2007. P. 364) [15. P. 364]. Further, as Offord, Rjétoutski and Argent argue:

Tolstoi’s treatment of francophonie in the early nineteenth-century Russian world invites
reflection on broader questions concerning the nation’s integrity and identity that had resonance
in the 1860s. The xenophobic flavour of the novel and in particular Tolstoi’s treatment of
foreign commanders in the Russian army perhaps answered an emotional need following
Russia’s humiliating defeat at the hands of Britain and France in the recent war in the Crimea
[14. P. 545—546].

Yet just as Tolstoy’s use of multiple languages in War and Peace “cannot be reduced
to the principle of realism”, as Pavel Trost argues [16. P. 56], characterization and social
criticism cannot fully account for the presence of French in War and Peace. In his
monograph Mater’ial i stil’ v romane L’va Tolstogo “Voina i mir” (The Material and Style
of Lev Tolstoy’s Novel War and Peace), Shklovsky suggests a further dimension of language
in this novel. He argues that Tolstoy’s use of French evolved over the course of writing it,
gaining significance in the process. At first, according to Shklovsky, Tolstoy viewed French
as part of the material on which the novel was based (similar, perhaps, to the historical
and archival sources he drew on in his depiction of the Napoleonic Wars). Shklovsky
argues that initially, Tolstoy put French words in the mouths of his characters in order to
signal their social background. Subsequently, however, “As a result of the encroachment
of a second language on the novel, a bilingual plan for the novel emerged” [2. P. 213].
Shklovsky argues that, in the second half of War and Peace, Tolstoy begins to use French
in another way, “to note the incompatibility of ways of thinking in two different languages”
[2. P. 216]. Thus, the French language evolves from source material for the novel into an
intrinsic part of its style [2. P. 217]. Shklovsky even suggests that language took on a life
of its own in the process of writing War and Peace, and that Tolstoy became increasingly
interested in aspects of language itself: “Marked language in general interested Tolstoy”,
who “forces the reader, as well, to listen to it” [2. P. 213]. Further, Shklovsky holds that,
later in the novel, Tolstoy increasingly mixes French and Russian, “making this mixture
apparent to the reader” [2. P. 217]. Another way to describe this is “laying bare the device”,
to use a concept coined by Shklovsky in his 1921 study of Lawrence Sterne’s Tristam
Shandy.
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One effect of this code-mixing for the reader is ostranenie (“estrangement” or
“defamiliarization”), which Shklovsky had first argued to be essential to art a decade
earlier, in his essay “Iskusstvo kak priem”:

U BoT w1t TOTO, YTOOBI BEPHYTH OIIYIIEHNE KU3HU, TTOYYBCTBOBATh BEIIU, MIJIsSI TOTO,
YTOOBI IeJIaTh KaMEeHb KAMEHHBIM, CYIIIECTBYET TO, YTO Ha3bIBaeTCs UCKYycCTBOM. Llembio
HMCKYCCTBA SIBJISICTCSI 1aTh OIIYIIIEHME BEIllM, KaK BUICHNE, a He KaK Y3HaBaHUE; TIPUEMOM
HUCKYCCTBa SIBJISIETCS IPUEM ,,0CTPaHEHUs “ Belllel M MpueM 3aTpyIHEHHOH (hOPMBI, YBEIH-
YUBAIOLIWA TPYAHOCTh U TOJITOTY BOCIIPUSATHS, TaK KaK BOCIIPUHUMATEIbHBII MTPOLIECC B
HUCKYCCTBE caMollesieH U ToKeH ObITh mpouieH (Shklovsky, Iskusstvo kak priem) [17].

what we call art exists in order to give back the sensation of life, in order to make us feel
things, in order to make the stone stony. The goal of art is to create the sensation of seeing,
and not merely recognizing, things; the device of art is the “ostranenie” of things and the
complication of the form, which increases the duration and complexity of perception, as the
process of perception is its own end in art and must be prolonged [18. P. 80].

To illustrate his point, Shklovsky cites a number of passages by Tolstoy — from his
diary, the story “Kholstomer”, and War and Peace. Although the argument here concerns
literary language in general and not multilingual literature per se, it is interesting to note
that he refers repeatedly to foreign language. For example, he describes automatization
as inevitable, observing: «ecjy KTO BCIIOMHUT OLLIYILIEHNE, KOTOPOE OH UMEJI, IepxKa B
MEePBBII pa3 Iepo B PyKax WJIM TOBOPS B IEPBLII pa3 Ha Yy>KOM sI3bIKE, [...| TO corya-
cutcs ¢ Hamu» / “you will agree with this if you remember the feeling you had when
holding a quill in your hand for the first time or speaking a foreign language for the first
time” [17. P. 79]. Shklovsky also notes that poetic language «mpakTU4ecKu OH U SIBJSI-
€TCsI 4aCTO UyXKUM: CYMEPUICKIUI y acCUpUiilieB, JaTbiHb Y CpeaHeBeKOBOK EBporbl,
apabu3MBbl y IIepCOB, IPeBHE-00JIrapcKuii, KaKk OCHOBa PyCCKOI'0 JIMTEPATypHOTo» /
“often is quite literally a foreign language — Sumerian for Assyrians, Old Bulgarian as
the basis of literary Russian” [17. P. 93].

In the monograph Bilingual Aesthetics: A New Sentimental Education (2004), Doris
Sommer includes foreign language in her enumeration of defamiliarizing devices according
to the Formalists: “Wordplay, distractions, detours, foreign words are among the devices
of deliberate roughness that make up literary technique” [19. P. 30]. Sommer draws an
explicit connection between the transgressive qualities of code-switching, which “plays
naughty games between languages, poaching and borrowing, and crossing lines [19. P.
34], and ostranenie as “a surprise effect accomplished by roughening conventional material
in unconventional ways” [19. P. 29]. Russian Formalist aesthetic theory in general, along
with Shklovsky’s analysis of the functions of French in War and Peace, offers a promising
line of inquiry into literary translingualism.

Analysis

The translingualism of War and Peace extends beyond realism, characterization, and
social criticism into a metalinguistic dimension that draws the reader’s attention to the
workings of language itself in ways that potentially break the illusion of the fictional world.
This is especially the case when dialogue is conveyed to the reader in Russian with narrative
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comments explaining that other languages were spoken (as when Nikolai confides in
Natasha in the passage quoted above). As Boris Uspensky observes, “the reporting of a
character’s speech in either French or Russian is not always dependent upon what language
that particular character, at that moment, is assumed actually to have spoken (in the
imagination of the author)” [20. P. 46]. The multlingual dimension of the novel becomes
more apparent when we consider the numerous instances of metalinguistic commentary.
Often the text states explicitly not only which language is being spoken, but also how,
and sometimes even why. We also learn how certain characters perceive the language use
of others.

To better understand the function of such passages, it is useful to apply the concept
of transmesis, coined by Thomas O. Beebee, as “a metaphorical conjunction of translation
and mimesis” to analyze how “multilingual realities” are depicted in literary texts [21. P.
3] and “what happens when one language is used as the sign of another” [21. P. 16].

Beebee uses the image of a “black box” to symbolize the difficulty of pinpointing how
such depictions work:

Like mind, language resists representation, though for a different reason: mind is nowhere,
while language is everywhere. Grammars and dictionaries generally analyze their respective
languages rather than miming them. The problem of language mimesis thus resembles that of
representing the infinitely large, while mind leads us to the problem of the black box. The black
box contains an algorithm that is hidden and unknown; language, on the other hand, is too
open, too all encompassing, to be surveyed. One way of miming language, it turns out, involves
translating it [21. P. 5].

Beebee identifies four different categories of literary texts that constitute transmesis:

[1] Texts whose mimetic object is the act of translation, the translator, and his or her social
and historical contexts.

[2] Texts that overtly claim to be translations, though no ‘original’ exists [i.e.
pseudotranslation].

[3] Texts that mime a language reality such that the medium does not match the object
depicted (e.g., when conversations taking place in Cuba between Cubans are given in English).

[4] Texts that make standard language strange to itself [...], inasmuch as such departures
are seen as the result of transcoding from another, more ‘original’ language; code-switching;
interference from another language; and so forth [21. P. 6].

While category [2] is not relevant in the case of War and Peace, the other three categories
are all present within it, as I will show below in some examples of translingual passages
that serve to draw the reader’s attention to language itself. Since there is not scope here
for a comprehensive analysis of translingual elements in the novel, the discussion will
merely trace the contours of what a fuller translingual reading of Tolstoy’s novel might
reveal.

Who speaks what language(s) to whom, how and why in War and Peace?

The distribution of languages in the novel is inconsistent and unsystematic, defying
in most cases any direct correlation between a character and a particular language. As
Uspensky points out, “both the French characters and the Russian aristocracy use both
languages in the novel, expressing themselves in Russian, or in a mixture of French and
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Russian” [20. P. 46]. Shklovsky argues that the main characters of War and Peace can be
divided into two groups based on language compentency: “those who speak French well
and those who speak French poorly” [2. P. 211]. Further, Shklovsky makes the observation
that native speakers do not serve as role models in this respect: “French characters who
speak French in the novel are not represented by Tolstoy as the ideal of the French
language; in particular, he faults Mademoiselle Burienne for mispronouncing » and /,
and Napoleon for over-articulating” [2. P. 211].

We might then ask which characters in War and Peace display the highest proficiency
in French. I would argue that Pierre Bezukhov and Andrei Bolkonsky are portrayed as
the most competent code-switchers in the novel, and multiple passages show them making
use of different languages and even accents. Their linguistic dexterity is in line with other
qualities attributed to them, such as “the ability to respond to change, the qualities of
restlessness, curiosity, flexibility and dynamism”, which Christian sees as “perquisites of
the main heroes of the novel, and in particular Pierre, Prince Andrei and Natasha” [4.
P. 176]. Early on, the narrative repeatedly shows Andrei making conscious choices about
language, some of which may surprise twenty-first century readers. For example, he
speaks not Russian but French to Kutuzov; although the entire passage is in Russian, the
narrator specifies that Andrei addressed him “quietly in French” [15. P. 118]. When
Andrei’s attention is required by an old Russian general toward whom he feels contempt,
he chooses to speak to him in Russian overlaid with “that French pronunciation which
he used when he wanted to speak disdainfully” [15. P. 249] / «rem ¢paHIy3CKUM BBI-
TOBOPOM, KOTOPBIM OH TOBOPWIT, KOTIa XOTEJI TOBOPUTH ITpe3puTenbHo» [7. Vol. 1. P. 394].

Andrei’s multilingual proficiency is further evidenced by mention in the narrative that
he “had translated the articles of the Roman and French [legal] codes into Russian” [15.
P. 466; 7. P. 740]. Pierre, as well, is depicted translating, when he interprets between
French and German for members of Napoleon’s army occupying Moscow. As Offord,
Rjéoutski and Argent note, “Pierre has the ability to assimilate foreign languages and
cultures” [14. P. 549]. The passages depicting Andrei translating texts and Pierre
interpreting speech both fall into Beebee’s first category of “Texts whose mimetic object
is the act of translation, the translator, and his or her social and historical contexts”.

Metalinguistic commentary

Many passages in War and Peace in which more than one language come into play
serve to highlight not the characters’ language proficiency or bilingualism, but rather
moments of failed communication, incomprehensibility, and the gaps between languages.
One such example is the scene in which the character Dolokhlov is introduced to the
reader, at the same time that Pierre encounters him for the first time. Dolokhov is portrayed
involved in a bet during a night of carousing. One of participants is the Englishman
Stevens, and although the dialogue in this passage is conveyed in Russian, a parenthetical
comment informs the reader that Dolokhov “spoke in French so that the Englishman
would understand him, and he did not speak the language all that well” (Tolstoy, War
and Peace, 2007. P. 33). This passage thus exemplifies Beebee’s third category, in that it
depicts “a language reality such that the medium does not match the object depicted”.
Stevens’ reply to Dolohhov is given in Russian, thus calling on the reader to suspend
disbelief and imagine that he is actually speaking English. Anatole Kuragin then “began
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repeating the conditions of the bet to him in English” [15. P. 33], thus confirming the
limited comprehensibility of Dolokhov’s French indicated the above-mentioned
parenthetical comment. His speech is not conveyed directly, but merely paraphrased in
this way, yet the narrator makes note of his choice of language. What follows is a moment
ofincomprehension — or perhaps merely the denial of comprehension: “The Englishman
nodded his head, in no way making clear whether he did or did not accept this new bet”
[15. P. 33].

Another example of Beebee’s third category, in which the language used in the narrative
does not correspond to the language of the depicted dialogue, occurs when Kutuzov
speaks with an Austrian general and Prince Andrei, who is serving as Kutuzov’s adjutant,
enters the room. Here, too, we are told not only which language is spoken, but sow:

— A... ckazan Kyty30B, omisiabiBasich Ha boikoHcKkoro, Kak 6yITo 3TUM CJIOBOM IMPU-
[JIallas aIbloTaHTa MOJOXIATh, U ITPOAOIXKAI MO-(DPaHILy3CKUA HAaYaThIi pa3roBop.

— 41 ToJIbKO TOBOPIO OJTHO, TeHepasT, — roBopuil KyTy30B C TPUATHBIM U3SITIIECTBOM BbI-
paXeHUI U UHTOHAILIMU, 3aCTaBJISIBIIMM BCIYIIMBATHCS B KAXKI0€ HETOPOILJIMBO CKa3aHHOE
cioBo. BunHo 66110, yTo KyTy30B 11 caM ¢ ynoBoJibcTBUEM cityiiai ceds [7. Vol. 1. Pp. 192—
193].

“Ah...” said Kutuzov, glancing at Bolkonsky, as if with this word he was inviting the adjutant
to wait, and went on with the conversation begun in French.

“I’m saying only one thing, General”, Kutuzov said with a pleasant graciousness of
expression and intonation, which made one listen well to every unhurriedly uttered word. It
could be seen that Kutuzov, too, listened to himself with pleasure [7. P. 122].

This brief passage, which contains the words word (twice), saying, and uttered,
emphasizes language in several ways: the omniscient third-person narrator interprets for
the reader the monosyllabic interjection “Ah...” asan invitation to wait; Kutuzov comments
on hisown speech (“I’m saying only one thing”); and his manner of speaking is commented
on by the narrator (“with a pleasant graciousness of expression and intonation, which
made one listen well to every unhurriedly uttered word”); in response to Kutuzov’s manner
of speaking, the addressees “listen well”, and even Kutuzov “listened to himself with
pleasure”. By constantly drawing attention to the medium in this passage, the reader,
too, is made to “listen well” to language while reading this passage, not only taking in,
cognitively, its content (the “one thing” Kutuzov is saying to the Austrian general), but
experiencing the sensory effects of what is said within it. This passage also prepares the
reader for the code-switching that occurs throughout this chapter, which quotes directly
in German from a letter from Archduke Ferdinand and contains phrases of dialogue in
German and French.

The above examples show the degree of detail in Tolstoi’s depiction of the characters’s
speech in War and Peace. Uspensky notes “Tolstoy’s scrupulousness and almost pedantic
attention to the transmission of the phonetic peculiarities of the characters” [20. P. 46].
Such comments on language — what language is spoken, how and why — often appear
in parentheses, which interrupt the narrative flow to give information about the means
of communication, momentarily drawing the reader’s attention from a focus on what to
how, away from the content of the text toward its linguistic form.

In addition to code-switching, numerous passages in War and Peace exhibit code-
mixing, with a higher degree of permeation of languages and their sphere of references.
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As Gary Saul Morson observes, “the French language is so woven into this text that it
cannot be removed mechanically” [1. P. 49].

A good example of code-mixing, noted by Uspensky, is the passage depicting how
Napoleon glimpses Moscow for the first time:

Cette ville asiatique aux innombrables églises, Moscou la sainte. La voila donc enfin, cette
fameuse ville! Il était temps, — cka3an HamoseoH u, cie3iy ¢ JIolmaau, Bejaea pa3IoXuTh
nepen cobolo 11aH 3Toit Moscou u momo3Ban nepeBogunka Lelorgne d’Ideville [7. Vol. 2.
P. 433].

“Cette ville asiatique aux innombrables églises, Moscou la sainte, La voila donc enfin, cette
Jfameuse ville! Il était temps”, said Napoleon and, getting off his horse, he ordered a map of this
Moscou spread out before him and summoned the interpreter Lelorgne d’Ideville [15. P. 871].

Here, the French word for Moscow indicates that Napoleon is the focalizer: the
Russian city Moskva is seen from the specific perspective of the French Emperor, as
Moscou. Uspensky explains,

“Tolstoy feels it necessary to show the actual pronunciation of this particular word from
Napoleon’s position, while all the other words of the same sentence are given in Russian from
a different position. Sentences of this kind may be viewed as the result of the synthesis (an
indivisible combination) of the French phrase as it was supposed to have been pronounced
and the Russian translation of it” [20. P. 53].

Furthermore, the two different scripts — Cyrillic and Latin — used in the passage
serve to draw the reader’s attention to the language and its materiality. In the phrase sToit
Moscou, a French word is given a Russian modifier, which is declined as if it were
modifying the Russian noun Mocksa. Shklovsky mentions, albeit only very briefly, that
Tolstoy uses transcription as a means of ostranenie [2. P. 216].

As with other translingual elements in War and Peace, transcription is not employed
systematically; at one point in Nikolai Rostov’s speech, French is transliterated into
Russian, set off only by italics: « bepr Tyt! Ax ThI, neTu3aHdax, ane Kyuie gopmup/ [7.
Vol. 1. P. 377], as if his to remind the reader that language can look different than we
expect, fulfilling Beebee’s fourth category, of “texts that make standard language strange
to itself”.

Conclusion

“Transmeses”, holds Beebee, “remind their readers that the universe is multilingual”
[21. P. 3].

By frequently drawing the reader’s attention to language itself, War and Peace reminds
us that the fictional world of Pierre, Andrei, Natasha is multilingual, as is our own. There
is no one simple explanation for the complex interplay of different languages in War and
Peace. Translingual elements appear in various forms within the fictional world it depicts,
aswell as on the level of the text. The inconsistencies in the way language use is attributed
to characters, as well as variations in how it is depicted and conveyed in the novel, create
a deautomatizing effect for readers, forcing them, as Shklovsky observes in a passage
quoted above, to listen to language [2. P. 213].
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As the brief survey of previous studies shows, the translingual elements in War and
Peace can be seen to have a variety of functions and effects, contributing to the novel’s
realism, characterization, and social criticism. Drawing on Shklovsky’s work, I have
focused in my analysis of selected passages on the metalinguistic dimension opened up
by translingualism in the text. The many instances of metalinguistic commentary highlight,
in the words of Shklovsky, “the incompatibility of ways of thinking in two different
languages” [2. P. 216]. Many earlier translations of Tolstoy’s novel into other languages
attempt to bridge this incompatibility, rendering the rich interplay of languages in Tolstoy’s
novel less visible than in the original. This situation is changing, however, thanks to several
recent translations that preserve the French passages. The time is now ripe for critical
re-readings of this canonical novel through the new lenses offered by recent scholarship
in the burgeoning field of translingual literary studies.
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