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		Chronology

		1828 9 September (28 August, Old Style). Birth of Count Leo (Lev) Tolstoy, the fourth son of Count Nikolay Tolstoy and Princess Marya Volkonskaya, at Yasnaya Polyana (Clear Glade), their estate 125 miles south of Moscow near the city of Tula.

		1830 Death of mother a few months after the birth of her daughter, Marya.

		1837 Death of father not long after the five children move from Yasnaya Polyana to continue their education in Moscow in the home of their paternal grandmother.

		1838 Death of grandmother. The two oldest children, Nikolay and Sergey, move to the home of their father’s older sister, Alexandra Osten-Sacken, to continue their Moscow studies, while Dmitry, Leo and Marya return to Yasnaya Polyana and the care of Leo’s beloved ‘Auntie’ Tatyana Yergolskaya, their father’s second cousin and the person who Leo would later say had the greatest and most beneficial influence on him.

		1841 Death of Aunt Alexandra. All five children move to the Volga city of Kazan and the home of their father’s younger sister, Pelageya Yushkova.

		1844 Already a fine linguist with an excellent knowledge of French and German and a good command of English, thanks to his home education and gifts, he enters the University of Kazan in the Department of Arabo-Turkic Languages, the country’s best, to study Turkish and Tatar in preparation for a diplomatic career. The year, however, is squandered in drinking, gambling and regular visits to brothels.

		1845 After failing his year-end examinations in the Department of Arabo-Turkic Languages, he enrols in the Department of Jurisprudence, where he works with the brilliant young professor of civil law Dmitry Meier. Meier encourages him to make a close study of Montesquieu (De l’esprit des lois) in relation to the Instruction (Nakaz) of Catherine II.

		1847 Inherits Yasnaya Polyana in the final distribution of his father’s property. Recovering from gonorrhoea, leaves the university for Yasnaya Polyana on the grounds of ‘ill-health and domestic circumstances’ to pursue his own programme of enlightened estate management, self-improvement and reading, including the complete works of Rousseau.

		1848 Leaves Yasnaya Polyana for Moscow, where he engages in dissipation and gambling, incurring large debts.

		1849 Goes to St Petersburg, where he decides to take the examinations at the university in the Department of Jurisprudence with the goal of entering government service. Passes the examinations in criminal and civil law, but again lapses into dissipation and gambling, acquiring further debts.

		1850 Returns to Yasnaya Polyana, where, determined to put his life in order, he undertakes a serious study of music and once again devotes himself to the management of his estate.

		1851 Begins his first literary effort, the soon abandoned ‘Story of Yesterday’. Travels to the Caucasus with oldest brother Nikolay, an officer in an artillery brigade. While billeted in a Cossack village on the border of Chechnya and resolving to earn his own commission as a cadet-volunteer or yunker involved in actions against the Chechen tribesmen, works on an unfinished translation of Laurence Sterne’s Sentimental Journey and on Childhood, his first completed work of fiction.

		1852 Childhood published by the poet Nikolay Nekrasov in his influential literary monthly The Contemporary. It is very warmly received by the leading writers of the day, including Ivan Turgenev and the influential critic Pavel Annenkov.

		1853 ‘The Raid’, an account based on his own Caucasian military experience, is published in The Contemporary.

		1854 Receives his commission and after the start of the Crimean War is transferred at his own request to Sevastopol, where he commands a front-line artillery battery in the unsuccessful defence of the port city. Boyhood is published in The Contemporary and is received even more warmly than Childhood.

		1855 Gains further celebrity with the publication in The Contemporary of the first two of the three Sevastopol Sketches, his powerful, brutally realistic treatments of the war. Travels to St Petersburg on army business, where he meets Nekrasov and the staff of The Contemporary and makes the acquaintance of the writers in its orbit, including Turgenev, Ivan Goncharov, Alexander Druzhinin, Alexander Ostrovsky, Fyodor Tyutchev, Afanasy Fet and Nikolay Chernyshevsky.

		1856 The third of the Sevastopol Sketches is published in The Contemporary, as are the stories ‘The Snowstorm’ and ‘Two Hussars’. Later that year the long story ‘A Landowner’s Morning’ appears in Patriotic Annals. Resigns his commission and returns to Yasnaya Polyana. Tries unsuccessfully to free the peasants of his estate from serfdom. Death of his brother Dmitry from tuberculosis.

		1857 Makes his first trip abroad, a six-month visit to Switzerland, France, Germany and Italy. Sees Turgenev in Paris. Youth, the last and longest of his three accounts of pychological and social development, is published in The Contemporary, as is his story ‘Lucerne’, written in Switzerland.

		1858 Back at Yasnaya Polyana, devotes himself to his literary work and the estate.

		1859 The story ‘Three Deaths’ is published in The Library for Reading and the short novel Family Happiness in The Russian Herald. Starts an innovative school for peasant children at Yasnaya Polyana, an endeavour that would occupy him for the rest of his life.

		1860 Takes an even longer second trip abroad, visiting Germany, Switzerland, France and Italy, mainly to study educational practices and methods. Death from tuberculosis of his favourite brother Nikolay in southern France, where he had taken him in the hope that its warm climate would halt the disease.

		1861 Visits England and Belgium, meeting the exiled Russian revolutionary and publisher Alexander Herzen and perhaps Matthew Arnold in London, and the French socialist Proudhon in Brussels. After his return to Russia, serves as an arbitrator dealing with land settlements on behalf of the local peasantry after the emancipation of the serfs by Alexander II earlier that year. Incurs the resentment of his fellow landowners and is relieved of his appointment.

		1862 Starts a soon abandoned pedagogical magazine at Yasnaya Polyana. Police carry out a search of the estate, having been falsely informed that Tolstoy is involved in a radical cabal and in possession of an illegal printing press. Marries Sofya Behrs (b. 1844), the daughter of a prominent physician and neighbouring landowner.

		1863 Publishes The Cossacks, a novel based on his time in the Caucasus. Birth of his first child, Sergey. Tolstoy and his wife would have thirteen children – nine boys and four girls – five of them dying in childhood. Starts work on The Decembrists, a novel that would eventually become War and Peace.

		1865–6 Serial publication of the first two parts of War and Peace as 1805 in The Russian Herald.

		1867–9 Book publication of War and Peace in its entirety.

		1870 Works on unfinished novel about the times of Peter I. Reads the plays of Shakespeare, Molière, Goethe, Pushkin and Gogol. Undertakes a study of Greek, beginning with Xenophon and proceeding to Homer and Plato.

		1871 While recovering from an alarming bronchial illness in a Bashkirian village in the steppe, east of the Volga town of Samara, continues his study of Greek, reading Herodotus with the help of a local tutor.

		1872 Publishes the first version of his Abecedary or Primer.

		1873 Begins Anna Karenina. Works on behalf of famine relief in the Samara province where he has bought an estate, describing the conditions there in an open letter to the Moscow News, raising nearly two million roubles on behalf of the afflicted peasants and securing emergency grain allocations.

		1874 Much occupied with educational theory. Publishes his New Abecedary and the first part of a companion series, Russian Books for Reading, of more than a hundred brief, simple stories with a clear message.

		1875–7 Serial publication of Anna Karenina in The Russian Herald. Appearance of a French translation of his story ‘Two Hussars’ with an introduction by Turgenev in which he declares that with the publication of War and Peace Tolstoy ‘has assumed first place in the affections of the [Russian reading] public’.

		1877 Separate book publication of the eighth and last part of Anna Karenina, when Mikhail Katkov, the publisher of The Russian Herald, refuses to print its ‘unpatriotic’ characterization of Russian volunteers in the Russo-Turkish war (1877–8).

		1878 Separate publication of Anna Karenina in its entirety. Begins work on an unfinished novel about the era of Nicholas I and the Decembrists, as well as on his long autobiographical essay A Confession.

		1880 Works on An Examination of Dogmatic Theology and A Confession.

		1881 Writes to Alexander III, exhorting him not to punish the revolutionaries who assassinated Alexander II. Moves with his family from Yasnaya Polyana to their new house in the Weavers’ district of central Moscow.

		1882 Works on a new translation of the Gospels from the original Greek. Starts his short novel The Death of Ivan Ilyich and his long autobiographical essay What Then Shall We Do?. His passion for languages undiminished, begins a study of biblical Hebrew, taking lessons with a Moscow rabbi.

		1883 Finishes his treatise What I Believe. Makes the acquaintance of Vladimir Chertkov, who will play a significant role as his disciple and chief confidant, eventually joining his household.

		1884 Family relations become strained. What I Believe is banned by the Russian censors. A Confession is published in Geneva after it, too, is rejected by the censors. Establishes a publishing house (the Intermediary) with Chertkov to produce cheap, edifying literature for the common people.

		1885 Writes a number of works for the new publishing venture, including ‘Where Love Is, So God Is Too’ and ‘Strider’ (‘Kholstomer’).

		1886 Publishes The Death of Ivan Ilyich. Finishes his play The Power of Darkness and begins his comedy The Fruits of Enlightenment.

		1887 Starts work on The Kreutzer Sonata. The Power of Darkness is published, but permission to stage it is refused by the powerful Procurator of the Holy Synod, who objects to its heterodox religious and social views.

		1888 Growing friction between his wife and Chertkov. The Power of Darkness is performed in Paris with the help of Émile Zola. Renounces meat, alcohol and tobacco.

		1889 Finishes The Kreutzer Sonata. Begins work on the novel Resurrection.

		1890 The Kreutzer Sonata is banned from periodical publication by the censor, but is included the next year in the author’s Collected Works. Begins ‘Father Sergius’.

		1891 Convinced that personal profits from writing are immoral, renounces the rights to all his works written after 1881. Devotes himself to famine relief in Ryazan province and the surrounding region following widespread crop failures. Helps to bring the neglected situation to public attention and to raise money and organize free food kitchens for the afflicted.

		1892 The Fruits of Enlightenment is produced at the Maly Theatre, Moscow.

		1893 Finishes The Kingdom of God Is within You, the summation of his religious and social ideas.

		1894 Writes preface to collection of Maupassant stories. The Kingdom of God Is within You is published in Germany after its rejection by the Russian censors.

		1895 The Power of Darkness is produced at the Maly Theatre, Moscow. Writes ‘Master and Man’ for publication that year by the Intermediary publishing house.

		1896 Begins the short historical novel Hadji Murad, a work that would occupy him intermittently until 1904.

		1897–8 What Is Art? is published in the magazine Questions of Art and Psychology. Successfully appeals to authorities to allow the emigration to Canada of the Dukhobors, a pacifist religious sect.

		1898 Works for famine relief in the Tula province. Resolves to publish ‘Father Sergius’ and Resurrection to provide financial support for the Dukhobors’ emigration to Canada.

		1899 Finishes Resurrection. It is published in instalments in the popular magazine The Grainfield, with illustrations by the distinguished artist Leonid Pasternak, Boris Pasternak’s father.

		1900 After seeing a production of Anton Chekhov’s Uncle Vanya at the Moscow Art Theatre, begins work on the play The Living Corpse.

		1901 Excommunicated by the Russian Orthodox church for ‘disseminating among the people teachings opposed to Christ and the Church’. Although not a strict excommunication in canonical terms, the decision nonetheless provokes widespread public outrage. Seriously ill with malaria, leaves Yasnaya Polyana for the southern shore of the Crimea, where his many visitors include Chekhov and Maxim Gorky.

		1902 Returns to Yasnaya Polyana. Writes to Tsar Nicholas II about the evils of autocracy and the ownership of property.

		1903 Begins his unfinished Memoirs at the request of his first biographer, Pavel Biryukov. Protests against Jewish pogrom in Kishinyov. Writes the story ‘After the Ball’.

		1904 Bethink Yourselves!, his pamphlet opposing the Russo-Japanese war, is published in a translation by Chertkov in England. Death of his brother Sergey.

		1905 Writes an afterword to Chekhov’s story ‘The Darling’. Produces a variety of public responses to the abortive 1905 Russian revolution, as well as the story ‘Alyoshka the Pot’ and the long tale ‘Posthumous Notes of the Elder Fyodor Kuzmich’.

		1906 His article ‘Shakespeare and the Drama’ is published in the newspaper The Russian Word and appears as a separate publication the following year.

		1908 ‘I Cannot Be Silent!’, an article denouncing capital punishment, is published illegally in Russia and then in translation in hundreds of newspapers abroad.

		1909 Increased hostility between his wife and Chertkov and himself. Corresponds with Gandhi about the doctrine of non-violent resistance to evil.

		1910 His wife threatens suicide. Final break in their relationship. On 10 November (28 October, Old Style), he departs Yasnaya Polyana. On 20 November (7 November, Old Style) he dies of pneumonia at the railway station in the town of Astapovo. At his request, he is buried in an unmarked grave at Yasnaya Polyana.

		1911–12 The stories and tales ‘After the Ball’, ‘The Devil’, ‘The False Coupon’ and ‘Father Sergius’, and the short novel Hadji Murad are published posthumously by Chertkov.

	
		Introduction

		Count Leo Tolstoy was twenty-three and a cadet-volunteer serving with his oldest brother in an artillery brigade on Russia’s turbulent Caucasian frontier when in July 1852 he sent Childhood, his first completed work, to the leading St Petersburg literary monthly, The Contemporary.1 As he put it in a straightforward letter to the magazine’s distinguished editor, the poet Nikolay Nekrasov, ‘Look over the manuscript and if it is not fit for publication, return it to me. Otherwise, evaluate it, send me whatever you think it is worth, and publish it in your magazine … In essence, [it] is the first part of a novel, Four Periods of Growth, and the appearance of the following parts will depend on the success of the first.’2

		Since Tolstoy had signed his letter and the manuscript with only the initials of his first name and patronymic, and given as a forwarding address his brother’s name and rank and the remote Cossack village in which their brigade was headquartered, Nekrasov’s reply was perhaps a little wary, although quick and very favourable. He supposed that the mysterious L. N. ‘had talent’, said that the work possessed ‘so much interest’ he would publish it and praised its ‘outlook’ and the ‘simplicity and reality of its content’.3 Childhood came out six weeks later in the monthly’s September issue, although, to Tolstoy’s dismay, in a heavily edited, even mutilated form, as he saw it, with ‘countless’ alterations and cuts and even a change in the title to The Story of My
			Childhood.4

		Many of the alterations may have simply reflected the personal taste of Nekrasov and his staff, or at least their discomfort with the unknown author’s innovative style, while others were evidently the result of the state censor’s concern about sensitive religious and social matters, as in the substitution in the first paragraph of Chapter One of a portrait of the narrator’s mother for the fly-swatter-grazed icon, or the deletion of most of the first paragraph of Chapter Thirteen with its description of the youthful infatuation and cruel punishment of the serf Natalya Savishna, a passage that Tolstoy considered essential to an understanding of her character and condition and therefore to the story itself: it ‘portrayed to a certain extent the old way of life … and imparted humanity’ to her, as he wrote to Nekrasov
			upon seeing the September issue.5

		Why the title was changed is less clear, however, although the nature of the change is suggestive. Perhaps in view of the growing popularity of autobiography and memoir, Nekrasov and his colleagues felt that their version lent greater familiarity and personal authority than Tolstoy’s own more abstract choice, or perhaps the sheer vitality of the narrative, its remarkable conviction and vivid, natural detail (for there had been nothing like it in Russian literature before) led them to conclude, as many have since, that it must be autobiographical, that a first-person account of such extraordinary particularity and rich interiority could only have come from direct personal recollection, especially considering that the author not only had no literary standing but, apparently, no literary experience at all.

		However, as Tolstoy firmly objected in his post-publication letter, the change of title ‘contradicts the idea’ of the work, for ‘who cares about the story of my childhood?’ (his emphasis). The objection may not seem especially remarkable against the vast background of his writings as we regard them today, but for the young author seeking to defend the method of his first professional effort, it went to the very heart of the form and substance not only of Childhood but also, as it would turn out, of Boyhood and Youth – the next two parts in the series or trilogy, as it has come to be known, since the planned fourth part was never written.6 The objection stressed that Childhood was not, nor ever meant to be, a depiction of his own experience, as interesting as that might have been or as much as it was
			certainly utilized and adapted by him, but was offered instead as a work of deliberate art and invention. Indeed, it was a novel, as he said in his first letter to Nekrasov, and moreover one with an ‘idea’, an overarching conception, that entailed investigation not of a unique personality or sensibility – as Tolstoy’s youthful favourite Jean-Jacques Rousseau (1712–78) had famously claimed to undertake in his Confessions (1765–70), for example – but of the features and dynamics of a representative or even, in its trajectory and momentum, a universal human experience. Childhood was intended, that is, to examine in some broader, more significant way than the merely idiosyncratic the nature of a period or stage in the growth of the self; although, as Tolstoy would render it with his characteristic duality and empiricism, a growth regarded both subjectively from within the perceiving, recollecting, judging mind of the
			narrator, Nikolenka Irtenyev, and objectively in relation to a fully developed and absolutely authentic social and material world, whose parts and levels stand before us in all their immediacy, thanks to the intensity of Tolstoy’s grasp of them and to his phenomenal powers of observation and precisely nuanced expression.

		Despite what might have been expected from a first work, especially one with such an elaborate sense of time and place and of the psyche’s relation to them, Childhood is never tentative or unsure of itself in any of its descriptive, analytic or formal procedures, but creates at once, creates in its very first sentences and paragraphs, a convincing community of complex, rounded characters (even the minor ones have their own irreducible individuality and implied depth and paradox), whose inner life we have no trouble imagining, and whose world is represented, as I have already intimated, with an exactitude and clarity that are as fresh and compelling today as they were for the story’s initial readers more than a century and a half ago.

		Although Nekrasov obviously could not have realized it at the time, he had been sent the first sustained work of a writer of enormous narrative gifts, ambition and formal and stylistic originality, and, no less importantly, of exceptional social and psychological insight, wit, imaginative sympathy and fierce moral seriousness – the first effort of someone who was destined to become one of the most potent creative forces not only of Russian but of world literature, and who, with his monumental War and Peace (1865–9) and Anna Karenina (1875–8), would produce two of the greatest works of fiction ever written.

		The originality and unknown provenance of Childhood may have caught Nekrasov off guard, but if they did, it did not take him long to recover and recognize the brilliance of the author, whoever that might be.7 His admiration for the story measurably increased after he had reread it in proof and could, as he said, see it free of the clutter of the handwritten copy.8 His high opinion was quickly matched by that of the monthly’s readership of educated, thinking Russians and by the literary and intellectual vanguard of the day – the writers and critics who responded in letters and reviews. Their warm reception acknowledging the arrival of a new voice of immense promise was followed by an even warmer response to the trilogy’s second part, Boyhood, which was published in The
			Contemporary in September 1854, although again with changes and cuts by the censor; such as the omission of Chapter Six, concerning the adolescent Nikolenka’s first sexual stirrings, and Chapter Eighteen, depicting, in vernacular dialogue, the thwarted romance of the domestic serfs Masha and Vasily.9 As Nekrasov wrote to the elated young Tolstoy, ‘If I say that I cannot find expressions sufficient to praise your latest work, then I think it will be the truest that I can say … The talent of the author of Boyhood is unique and appealing to the highest degree, and things like the description of the summer highway and the thunderstorm or the confinement in the cell, and much, much more, will give this story a long life in our literature.’10

		The publication of Youth, the trilogy’s last part, in The Contemporary a little more than two years later in January 1857 (once again with cuts by the censor, most notably the treatment at the end of Chapter Forty-four of the cynical army enlistment of Nikolenka’s talented university classmate Semyonov) was also met with praise; even if this time it was tempered with reservations reflecting both the changing ideological climate of the second half of the 1850s and the expectations (Tolstoy’s identity now having become widely known) created in his readers by the form and stance of his previous works, perhaps especially the powerful Sevastopol Sketches of 1855–6, with their unflinching depiction of the brutality and corruption of the Crimean War, which Tolstoy had witnessed as a front-line artillery officer (he received his commission
			in early 1854 and joined the defence of Sevastopol at his own request). Some readers objected to the relative diffuseness of Youth, which is almost as long as the first two parts of the trilogy combined and lacks – as does the period or stage it describes – their more dramatic or at any rate more clearly marked psychological shifts and transitions: the passing in Childhood from the rural estate’s bright Eden of intimate family life and closeness to nature to the darker, more ambiguous world of Moscow and, ultimately, the death of a parent; or the movement in Boyhood, at once amusing and touching, from the confusion and disorder of early adolescence to the partly redeeming social and moral transformation that, through the agency of a new friendship, eventually takes their place.

		Other readers were disappointed by the story’s aloofness from the urgent social issues and ideological controversies that were assuming an ever more prominent place in Russian literature and intellectual life – the crippling blight of serfdom, for example, or the true nature of Russian culture and the proper direction (native or Western) of its future development.11 Still other readers were discontented with what they saw as the story’s compositional and stylistic defects, its unabashed mixing of reflection, analysis and narrative, or its apparent indifference to lexical and syntactical decorum, as Tolstoy pushed against conventional form and language in his unrelenting search for cognitive accuracy and truth.12

		Yet despite those reservations (or simply misunderstandings) in its readership, Youth’s subtle evocations of character (the psychological complication and pathos of the image of the stepmother, Dunya, in Chapter Forty-two, for example), its lighter moments of satire, parodic pastiche and comedy (Tolstoy’s humour is greatly underappreciated), its glancing yet always experientially grounded consideration of such philosophical matters as the varieties of filial love (Chapter Twenty-four) or the nature and discipline of art (Chapter Thirty), and its scrupulously detailed – nothing is ever vague, everything is firmly, uniquely itself – yet surpassingly lyrical descriptions of nature (the progress in Chapter Thirty-two, for example, from deliberate immersion in the lush
			physicality of the natural world to – in both the implicit structure of its imagery and its explicit theology – a kind of Platonic contemplation of the divinity residing within and beyond it) – all those elements, and many more besides, helped to secure Tolstoy’s place in the front rank of Russian prose, and gave further impetus to its movement along the high Realist path that would in the next two decades lead to its golden age.

		Of course, with our knowledge of Tolstoy’s life, we do not really have to rely on his letters to his first editor, Nekrasov, nor indeed on any of his other correspondence or the many remarks in his notebooks and diaries that might also be cited, to draw confident conclusions about the trilogy’s genre – about its mode of literary cognition. We have only to compare the facts and events of Tolstoy’s own biography with the relationships and circumstances he assigned to his narrator.

		Tolstoy’s mother died when he was two and he had no direct memory of her. Nikolenka’s mother dies when he is eleven and his sense of her is both intensely physical and a fulcrum of the formal and thematic structure of Childhood, if not of the rest of the trilogy. Tolstoy’s father died (or was killed) when he was nine, leaving him and his siblings in the care first of their paternal grandmother in Moscow, and then, after her death, of paternal aunts in Moscow and the provincial capital city of Kazan on the upper Volga. Nikolenka’s father is a changing, somewhat ambiguous, yet important presence throughout the trilogy, ensuring, however precariously, the financial security of the family and standing, for better or worse, as a main source of its social, psychological and ethical inheritance and character.

		Tolstoy was a count (graf) with distinguished ancestors on both sides. Nikolenka comes from a somewhat more modest background, although he, too, is a member of the urban nobility and not only blessed with the superb educational and material advantages provided by that milieu, but also, as he grows older, burdened with its characteristic pretensions and moral confusion, as epitomized in the trilogy, but especially in Youth, by the notion of comme il faut or ‘respectability’. Tolstoy had three older brothers and a younger sister with whom he remained close. Nikolenka has a brother and a sister whom he loves and admires (or, as the youngest, sometimes envies and resents), but there is a certain distance in his relations with them, even though they figure prominently in his evolving sense of himself and his place in the world.

		Tolstoy attended the University of Kazan, first in the Department of Arabo-Turkic Languages (he was a gifted linguist, with excellent command as a youth of French and German and a good knowledge of English) and then of Jurisprudence, before abandoning his studies to devote himself, until he joined his brother’s brigade in the Caucasus, to the enlightened management of Yasnaya Polyana, the estate 125 miles south of Moscow that he had inherited with its numerous serfs. Nikolenka is admitted to Moscow University in the Department of Mathematics, although, like Tolstoy’s own first year in Kazan, his Moscow studies end in failure, and, of course, his story, too, moves back and forth between the city and the country (a perennial Tolstoyan motif), with the idyllic world of the latter – of Petrovskoye in the trilogy – playing a central, even transcendental role for him, just as nature did for Tolstoy and many others in the
			post-romantic Russia and West of his day.

		One could continue with such contrasts and oblique similarities in regard to Tolstoy and the members of his large family, including its various retainers and servants, but the point is clear enough. The story of Nikolenka Irtenyev told in the trilogy is a brilliantly sustained imaginative construct, a social and psychological mediation derived, to be sure, from biographical experience as perhaps most works of fiction ultimately are, but not to be confused with that experience or with its merely private meaning. Indeed, to make such a confusion, as some biographers and critics have done, is to overlook or diminish the artistic skill with which the trilogy has been made and to blur the outlines of Tolstoy’s own life and its historical reality.13

		If the trilogy is indeed a novel, just as Tolstoy said it was, and not a veiled account of his own private experience with embellishments, then what kind of novel is it? The broad answer is that it is a Bildungsroman, a subgenre that includes such classic antecedents as Rousseau’s Émile (1762) and Charles Dickens’s David Copperfield (1849–50), and whose subject, by definition, is the growth and formation of the hero, although in the trilogy the emphasis falls on the turbid, lurching process of that formation, the tangle of feeling, insight and striving self-awareness and realization that inform and impel it.14

		Among the many who responded to the long and short works produced by Tolstoy during this initial stage of his career, it was the so-called radical critic and novelist Nikolay Chernyshevsky (1828–89) who was the first to describe that special Tolstoyan emphasis systematically, and to explain what set it apart from the methods of older contemporaries like Ivan Turgenev (1818–83) or revered predecessors like Alexander Pushkin (1799–1837) and Mikhail Lermontov (1814–41) and made it important in the then still brief history of modern Russian literature. In an enthusiastic and startlingly prescient 1856 omnibus review of Tolstoy’s writings thus far (including the above-mentioned Sevastopol Sketches and the publication of Childhood and Boyhood together in book form with the cuts restored, thanks to a relaxation of censorship after the death of Nicholas I in 1855), Chernyshevsky identified as
			‘distinctive features’ of Tolstoy’s ‘talent’ his ‘extraordinary capacity for observation, subtle analysis of mental impulses, precision and poetry in the pictures of nature and elegant simplicity’, and then added in a more fundamental summarizing characterization:

		
			Count Tolstoy is concerned above all with how feelings and thoughts develop from other feelings and thoughts. He is interested in seeing how a feeling spontaneously emerging from a given situation or impression, and yielding to the influence of memories and the power of associations produced by the imagination, is turned into other feelings, goes back to its original starting point, and then wanders off again and again, changing along a whole series of memories; how a thought produced by an initial sensation leads to other thoughts and is carried away further and further, combining daydreams with real sensations and dreams of the future with reflections about the present. Psychological analysis may tend in various directions: one poet will be interested above all in the delineation of character; another, in the influence on character of social relations and everyday encounters; a third, in the link between
				feelings and actions. Count Tolstoy is interested above all in the psychic process itself, in its forms and laws, in the dialectic of the mind …’15

		

		This definition of what is offered as the essence of Tolstoy’s method is, with its frequently repeated Hegelian tag, a founding text of the critical line that sees Tolstoy primarily as a master psychologist, a pioneer literary investigator of conscious and unconscious states and their behavioural correlates. And it is undeniably true that the trilogy and Tolstoy’s other works of the 1850s are, like the great masterpieces that would follow, profoundly attentive to the multilayered interplay of feelings and thoughts under the pressure of external circumstances and internal conditions. The depiction of the trilogy’s numerous characters, but especially of the evolving inner life of the narrator, Nikolenka, is indeed remarkable for the subtlety and depth of its psychological and moral insight.

		Reading the novel’s three parts with their ever-expanding scope, their constantly widening circle of interaction and experience, as Nikolenka moves from the safe embrace of country family life at the beginning of Childhood to the large questions of social and moral identity with which he struggles on the threshold of adulthood at the end of Youth, one always has the sense of encountering not so much conventional fictional projections, however striking or memorable, of concepts of human personality and situation (the sense that one may have reading Dickens, for example), as actual human beings whose complexity is never compromised for a thematic argument or rhetorical manoeuvre, who are never reduced to mere types, but remain fully, intractably, elusively themselves, whatever their angle of presentation, be it critical or comical or admiring or, as usually happens, some dynamic blend of
			all three. Why the trilogy’s characters have such human vitality, why readers have returned to the book with such interest and pleasure for so many generations, may, of course, be deemed a mystery, the mystery of any enduring work of art. But for all the attraction of that easy formula, it must be said that there really are sound explanations for that interest and pleasure, and that a principal one lies with Chernyshevsky’s insight about the illuminating sensitivity and reach of Tolstoyan psychologism, about Tolstoy’s uncanny mastery, even at this early stage of his career, of the complex, shifting mechanisms of personality – of the ‘dialectic of the mind’ as we know and feel its movement within ourselves, whoever and wherever we may be.

		Yet for all the explanatory value of Chernyshevsky’s insight into the innovation of Tolstoyan psychologism, there is another, no less important aspect of Tolstoy’s art that Chernyshevsky’s approach fails to engage: its profoundly empirical apprehension of the objective world; its awareness of the manifold parts and relations of that world, and of the various ways they impinge on human activity, and circumscribe or enable or enrich it. Tolstoy was, it would not be too much to say, a kind of Russian Adam, a first namer of things, a writer who vastly enlarged the purview of the literature of his day, and whose powers of observation were no less wide-ranging than deeply penetrating. He is a writer who is seemingly interested in everything, whether the shape and structure and arrangements of the spaces – the rooms and buildings – his characters inhabit; or the diverse details of the personal dress of boys and girls
			and men and women of different social conditions and circumstances; or the kinds of conveyances they use, along with descriptions of vehicular technology and function; or agricultural practices; or the customs and procedures of hunting; or the different kinds of dog and horse and their peculiar behaviours, both individual and generic (indeed, dogs in the trilogy may, in the vividness of their portrayal, even emerge as characters: the Borzois Milka and Zhiran in Childhood, for example, or Lyubov Sergeyevna’s little Bolognese in Youth); or the diversity of plant and insect species and, again, their behaviour (Tolstoy’s sense of the intentionality of plant life is almost palpable: for example, the extraordinary description of the raspberry thicket, of the interaction of the corporeal self with the world of nature already mentioned in regard to Chapter Thirty-two of Youth); or the
			precisely registered modulations and transformations, the behaviour, of meteorological phenomena (the long rhythmic arc of the description of the thunderstorm in Chapter Two of Boyhood that Nekrasov mentioned in his letter, or the various other descriptions of clouds, rain and snow, of sunlight and moonlight); and so on. Everything that touches on the characters, or that occurs in and around them, or that is capable of being observed by them, is fully identified, is brought out of the perceptual penumbra into the bright light of consciousness and shown to have a place, a function, a meaning.

		That irrepressible cognitive impulse and powerful sense of the intricate interdependence of things pervades the trilogy, and it is this force that ultimately drives the narrative, whatever its immediate subject, whether internal and psychological or external and circumstantial. Tolstoy was not only a supremely rationalistic investigator of feelings and ideas about the world, and the ways they interact and change and manifest themselves in personalities, he was also a gifted poet of material fact, and he shows that fact to us in unprecedented detail with all its colours and sounds and textures and smells vibrantly intact. As Nikolenka puts it on what we may take to be Tolstoy’s own behalf in the coda to a splendidly picturesque description of agrarian nature in Chapter Seven of Childhood:

		
			The voices of people, the clattering of horses and carts, the merry chirping of quail, the hum of insects hovering in motionless swarms, the smell of wormwood, straw and horse sweat, the myriad colours and shadows the scorching sun cast upon the light-yellow stubble, the distant blue wood and pale-lilac clouds, and the white gossamer carried through the air or lying across the stubble – all that I saw, heard and felt.

		

		This poignant concluding declaration pertains, as is always the case in Tolstoy, to a very specific, very concrete moment of experience and memory, but it may also stand as a kind of summary of the stance of the trilogy as a whole: its eager receptivity to the phenomenal world and its scrupulous representation of that world’s extraordinary multiplicity, complexity and beauty.

		There is, of course, much more to say about the trilogy – about its forms, structure, evolving technique and themes – than may even be alluded to, let alone addressed, in a brief introduction. For although the trilogy lacks the scale and integrative power of Tolstoy’s masterpieces, it is nonetheless a work of genuine subtlety and art in its own right, a small classic of durable psychological and social insight and compelling charm. Tolstoy had by the end of his long and extraordinarily productive life (he died at the age of eighty-two in 1910) become an internationally famous literary artist and inspiring moral thinker, whose collected works would, in their standard Russian edition, reach an astonishing one hundred volumes and include many permanent additions to the canons of world literature and philosophy. He was a complicated but always fascinating figure, whose 2010 centenary inspired popular films and other expressions
			of public esteem, and whose writings have, in the numerous languages into which they have been translated, reached far more readers than he enjoyed in his own lifetime or could ever have foreseen.

		Yet even writers and thinkers of such enormous power and lasting achievement must have their more modest beginnings, must take their first steps in search of their distinctive voices and styles and subjects and their roles within the human cultures that give them being and nourish and sustain them. Tolstoy was no exception to that rule, and the work in which he took those first steps, the one in which he laid the groundwork for the great edifice that would follow, was, of course, the trilogy. Although there are many other reasons for its continued presence in our reading life, the last is perhaps sufficient in itself. The trilogy allows us to see Tolstoy’s preoccupations as an artist and thinker in their initial form; it shows us, as perhaps no other work of his can, how those preoccupations developed, how his ideas about human nature and the world first engaged the world and then were changed and modified by his
			growing experience of it – by his intellectually powerful and morally serious examination of its myriad parts and relations and the ways they ineluctably shape us and then are shaped by us in turn.
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		Note on the Text and Translation

		The translation is completely new and is based on a study of the young Tolstoy’s language in relation both to its social and historical context and to its use within the trilogy as a self-contained work of art – in relation, that is, to how the language may reflect a particular time and place (Russia in the 1840s and 1850s), yet acquire distinctive internal meaning and resonance as its elements are arranged according to Tolstoy’s own cognitive and aesthetic purposes.

		The source text of the translation is that in the most recent and authoritative Russian academic edition of Tolstoy’s Complete Collected Works.1 That text was compared with earlier versions, including those published in The Contemporary, as well as with material abandoned or cut by Tolstoy, a relentless reviser.2

		In view of the distance between our own time and that of the trilogy, and the extraordinary specificity of Tolstoy’s depiction of his world, the translation has been furnished with endnotes. They are meant to provide background information of the sort that Tolstoy’s first readers would have brought to the work and that he clearly assumed them to have. For English-speaking readers, that information includes translations of the German and French phrases used in the text, identification of its geographical, cultural, historical and literary references, and clarification of its social and material world, including the technologies current in Tolstoy’s day, since he is, as I have indicated, interested in everything that touches his characters, describing it with unprecedented exactitude, and bringing to bear for that purpose the full lexical range of the Russian language. That language, it should be observed, is less
			the received literary instrument of Tolstoy’s time (roughly the middle style established by Pushkin) than it is the vernacular usage of his own highly educated, polyglot milieu, augmented with terminologies from a wide variety of subjects and spheres. The sheer extent of that uniquely Tolstoyan variety is, for many, a source of the great pleasure of the trilogy, of the satisfying sense that his representations have a firm empirical grounding and a rigorous conceptual order – that he is, in fact, showing us exactly how things are, exactly how they look and work and feel and act upon or exist in greater or lesser proximity to the particular human experience he is portraying.

		Some items of Tolstoy’s vocabulary are, as has been indicated above, historically specific, and they have been glossed in the notes accordingly, while others are bound to individual characters, to their speech habits or physical attributes or gestures, or mark thematic motifs (in which case the verbal link has been scrupulously repeated in the translation), or denote with almost ethnographic or scientific zeal particular features of social behaviour or aspects of the natural and material world. Whether because the Russian language has changed in subtle ways since Tolstoy’s time and blurred or obscured distinctions that were important for him, or because of what might be called a rashly assimilative translation philosophy, or simply because of haste, there has been a tendency in English versions of the trilogy (and not only of the trilogy) to substitute broad generic terms for Tolstoy’s much more specific
			notations. There are numerous examples of this tendency, but a simple and telling one is the translation in Youth of the unusual Russian word bolonka. It has been variously rendered as ‘small dog’, ‘lapdog’ and even ‘spaniel’, whereas it in fact means a Bolognese, a small breed of the Bichon type still popular today. As such, the word has a distinct function in the text. It conveys (or in its denotation metonymically projects) something of the identity and personality of the pet’s owner, the peculiar Lyubov Sergeyevna, and it imparts a far more vivid, even oddly familiar sense of her world and its possibilities than does ‘small dog’. Tolstoy used the word bolonka, that is, because he wanted the concrete, particular meaning it brought, and not some colourless verbal marker lacking nuance or depth. I have dwelt on this seemingly minor point because I think it is an important one
			that concerns not so much the accurate translation of a single term as it does the preservation of a fundamental Tolstoyan principle. The trilogy’s lexical variety and precision are not merely a feature of its style in some inadvertent or formal sense, but rather, and much more importantly, a reflection of its cognitive orientation and method, of its semantics and perhaps even of its phenomenology.

		I have mentioned the vernacular or colloquial nature of many of Tolstoy’s usages. This is a very complex matter best illustrated by the translation itself, but suffice it to say that I have striven to replicate the trilogy’s movement not only among numerous terminological domains but also among highly diverse registers (from formal to informal, from bookish, scientific or technical to macaronic), while at the same time seeking to avoid disruptive lexical anachronism by using no words not active in English before 1850 (as documented by the Oxford English Dictionary). That last criterion might, in the colloquial usages at least, seem to entail the equal risk of archaism or quaintness, but, in fact, the colloquial stock of English is quite old, with many words we might suppose to be contemporary often dating from at least the eighteenth century. The historical complexity and richness of contemporary English have
			thus made it possible, at least theoretically, for the translation to be not only true to Tolstoy’s own time and place, but also fresh and vivid – have made it possible, that is, to respect the trilogy’s reflection of an apparently remote period, on the one hand, and its extraordinary vitality and remarkable modernity of conception, attitude and voice, on the other.

		Another feature of Tolstoy’s language and style is his syntax. In fact, there are several varieties of it in the trilogy. They range from the naturalistic ellipsis and disjunction of the dialogue and other reported speech (Tolstoy had a fine ear for such things); to elegant eighteenth-century discourse with formulaic antitheses and strict parallelism (the portraits of Papa and Prince Ivan Ivanych in Childhood, or of Katenka and Lyubochka in Boyhood); to lyrical or dramatic nature descriptions (the hunt in Childhood or the thunderstorm in Boyhood), with their strong rhythms, alliteration, onomatopoeia and other aural and syntactic combinations, including morphemic repetition and a fondness for triads; to the already mentioned romantic pastiche with its naïvely earnest or self-indulgent emotionalism; to the broken or pidgin language of the non-Russian Karl Ivanych
			(his list of reimbursable expenses in Childhood, or his unconsciously parodic autobiographical picaresque in Boyhood). There are also Tolstoy’s more or less neutral descriptions of character, scene and situation, with their famously intricate, compressed and sometimes even convoluted syntax. That ‘convolution’ is yet another dimension of Tolstoy’s stylistic innovation and not a matter of carelessness or a rejection of grammatical elegance on his part, but an expression of his sense of reality as a multiplicity of simultaneously interactive principles and conditions. It is, therefore, for him, an indispensable stylistic tool, and as such it has been preserved in the translation.

		Tolstoy famously remarked in one of his Sevastopol Sketches that his hero was truth. The remark may also stand as a guide for anyone undertaking to translate him: to tell the truth about his text in its own terms, and to do so by recognizing that the truth lies pre-eminently in the wonderful particularity of the text’s representation of the world. If the translator is alert to that particularity and at the same time responsive to the constantly shifting angles of its presentation, then the rest may, if he is lucky, follow of its own accord.

	
		Note on Names, Languages and Transliteration

		As in most works of nineteenth-century Russian prose, the trilogy’s system of personal naming is complex. It conveys not only identity but also gradations of intimacy, social position and even linguistic and cultural orientation (Western European versus Russian), thereby instantly establishing for the reader familiar with the system both the characters’ attitudes towards and their status in relation to each other. Thus, the narrator, usually called by his diminutive Nikolenka (with the stress on the second syllable), may also, depending on the context and speaker, be addressed more formally by his given name and patronymic, Nikolay Petrovich; officially by his last name only, Irtenyev; more intimately by his secondary diminutives, Koko or Nikolasha; or more or less neutrally by the French equivalent of his given name, Nicolas. His older brother, usually called by
			his own diminutive, Volodya, may also be addressed by his given name and patronymic, Vladimir Petrovich; by a second, more affectionate diminutive, Volodenka; or by a German equivalent of his given name, Woldemar; while their sister, formally Lyubov Petrovna Irtenyeva (with her last name in the obligatory feminine form), is usually referred to by one of two diminutives, Lyuba or, more affectionately, Lyubochka.

		As a rule, for both nineteenth-century and modern Russian speakers, diminutives tend to be used by social equals on familiar terms, by superiors addressing inferiors, or by adults speaking to children; whereas the combination of given name and patronymic is used by social inferiors addressing superiors, by younger people as a sign of respect when speaking to or of older people, regardless of social rank, and by adult equals who are not on familiar terms. The use of a given first name without an accompanying patronymic – as in regard to the serf and servant Nikolay in the trilogy – may express a degree of respect for an older social inferior, but without the acknowledgement of standing and authority that the addition of his patronymic would imply – as it does, for example, with the German tutor Karl Ivanych (a colloquial contraction of Ivanovich), or the former serf and nurse
			Natalya Savishna (her patronymic deriving from the old Russian name Savva). Similarly, the use at different times of the Russianized first name and patronymic Marya Ivanovna (‘Marie, daughter of Jean’) and the French diminutive Mimi (instead of its Russian cognate Masha) in regard to the Irtenyev French governess reflects, in the first instance, her status as a respected (by virtue of her age and authority) retainer and, in the second, her place as a family intimate and confidante of the children’s mother.

		In sum, the naming system serves both to identify individuals per se and to limn the social arrangements and dynamics of the world they inhabit and help to sustain. It is thus not only a matter of received onomastic convention, but also, in the hands of a virtuoso like Tolstoy, a subtle instrument of narrative structure and theme. As such it has naturally been retained in the translation without adaptation or simplification, other than the provision, below, of a list of the main characters and the different names associated with them.

		The milieu from which Tolstoy himself derived and that he describes with such unremitting care was highly cosmopolitan and comfortably multilingual, and its members, especially the older ones, were often more proficient in their ‘foreign’ languages than they were in their ‘native’ Russian. As mentioned above, Tolstoy as a young man was fluent in French and German, and had a good knowledge of English, but he was also acquainted with Italian and Tatar; and later in life he would undertake the study of Greek and biblical Hebrew, as well as refine his English to a very impressive level of skill. He was, to be sure, exceptional in the extent and depth of his knowledge of other languages, but not at all exceptional in his command of German and French, which were both commonly used in his milieu as still vital legacies of the programmatic Europeanization of Russian culture undertaken first by
			Peter I, the Great (reigned 1682–1725), whose sympathies were Dutch and German, and then by Catherine II, the Great (reigned 1762–96), whose orientation was Francophone and Francophile, despite her Pomeranian birth. It follows that Tolstoy has therefore included German and French in the trilogy because those languages were living idioms of the world he wanted to describe and analyse in the full complexity of its historical, social and linguistic life. Indeed, he is as scrupulous in his representation of the diverse non-Russian usages as he is in conveying the distinctive Russian speech of different individuals and groups, even groups as small as an immediate family or a circle of acquaintances – for example, the ‘sociolinguistic’ discussion of family idioms in Chapter Twenty-nine of Youth and of the distinctive speech habits of Nikolenka’s fellow students in Chapter Forty-three of the
			same section, or the systematic representation of verbal tics, like Papa’s fondness for the word ‘splendid’ (slavny and its derivations) or the steward Yakov’s characteristic repetition of the nonce phrase ‘once again’ (opyattaki), or the already mentioned comic deformities of Karl Ivanych’s insecure, German-inflected Russian.

		It would be incorrect to say that Tolstoy would have agreed with his near-contemporary Wilhelm von Humboldt (1767–1835) that language may determine thought, but it is certainly true that he not only accepted but applied in a fairly elaborate way in the trilogy the idea that language embodies and instils a powerful, multilayered cultural orientation and impetus, and even, to some degree, an ideology; as in his milieu’s link through French to the Enlightenment, a connection that was no less strong than its other link through Russian to the ancient East Slavic culture of Orthodox Christianity and the peasantry or common people. Indeed, it was arguably the blending of – and productive tension between – those two historical, social and linguistic principles that ultimately produced the extraordinarily vital hybrid culture from which Tolstoy and his contemporaries emerged; the culture that gave the world the great achievements of
			nineteenth-century Russian literature, and that, as I have already indicated in various ways, is one of the subjects of the trilogy’s own intricate investigations and elaborations. In view of those facts and their vital importance, I have retained the German and French without alteration as integral components of the text, although, as mentioned above, English translations have been provided in the endnotes.

		The problem of transliterating names and words from the Cyrillic alphabet of Russian to the Latin alphabet of English is a notoriously difficult one. There seems to be no satisfactory solution, other than a provisional compromise that tries, in the best instances, to render the rough phonetic shape (the pronunciation) of the Russian words and names without burdening the English-speaking reader with superfluous, distracting or meaningless orthographic detail, while yet providing, where necessary, reasonably reliable information for any readers with Russian who may want to consult the original sources. The compromise of this edition has been to use the popular Penguin system for the translation itself, but a simplified Library of Congress system in the Notes and other explanatory materials for the convenience of scholars and students.

	
		List of Characters

		Dubkov: an army officer and friend of the Irtenyev brothers

		Frost: the Ivin German tutor

		Grandmother: the narrator’s maternal grandmother

		Grap, Ilenka: an Irtenyev childhood friend

		Irtenyev, Nikolay Petrovich; Nikolenka, Nikolasha, Koko: the narrator

		Irtenyev, Pyotr Aleksandrovich (or Aleksandrych); Pierre: the narrator’s father

		Irtenyev, Vladimir Petrovich; Volodya, Volodenka, Woldemar: the narrator’s brother

		Irtenyeva, Lyubov Petrovna; Lyuba, Lyubochka: the narrator’s sister

		Irtenyeva, Natalya Nikolayevna; Natasha: the narrator’s mother

		Ivin brothers: distant Irtenyev relations and childhood friends

		Ivin, Sergey; Seryozha: the middle Ivin brother

		Katya, Katenka, Catherine: the French governess’s daughter

		Kornakov, Prince Stepan Mikhailovich; Étienne: Princess Kornakova’s son

		Kornakova, Princess Varvara Ilinishna: first cousin of the narrator’s mother

		Lyubov Sergeyevna: a Nekhlyudov family friend and member of their household

		Marya Ivanovna; Mimi: the Irtenyev French governess

		Mauer, Karl Ivanych: the Irtenyev German tutor

		Mikhailov, Yakov Kharlampych: the Petrovskoye estate steward and a serf

		Natalya Savishna; Natashka, Nasha: the Petrovskoye housekeeper and a freed serf

		Nekhlyudov, Prince Dmitry; Mitya: the narrator’s best friend

		Nekhlyudova, Princess Marya Ivanovna: Dmitry’s mother

		Nekhlyudova, Princess Varvara; Varenka: Dmitry’s sister

		Nikolay (or Nikolay Dmitrich): an Irtenyev servant and serf

		Prince Ivan Ivanych: Grandmother’s cousin

		St-Jérôme, Auguste: the Irtenyev French tutor

		Sofya Ivanovna: Dmitry’s aunt and a member of the Nekhlyudov household

		Valakhina (or Madame Valakhina): an Irtenyev relation

		Valakhina, Sofya; Sonyechka: Mme Valakhina’s daughter

		Yepifanov, Pyotr Vasilyevich; Petrushka: Avdotya Vasilyevna’s brother

		Yepifanova, Anna Dmitriyevna: Avdotya Vasilyevna’s mother

		Yepifanova, Avdotya

	
		Notes

		1. In the Russian army until 1864, a cadet-volunteer (yunker or volontër) was an irregular non-commissioned officer from the nobility promotable to regular status and a commission after a short term of active service (two years or less) and the passing of a set of examinations.

		2. L. N. Tolstoy, Perepiska s russkimi pisateliami (Correspondence with Russian Writers), ed. S. A. Rozanova, 2nd ed., 2 vols (Moscow, 1978), 1: 49–50. This and all subsequent translations are my own and may differ in detail from the available English versions mentioned in the Further Reading section, below.

		3. Perepiska, 1: 50–51. The term rendered here and in the translation as ‘outlook’ (napravlenie), in the sense of ‘a mental attitude or point of view’ (Shorter Oxford English Dictionary), had for liberals like Nekrasov the further meaning of ‘progressive orientation’ or even ‘commitment’, as Sir Isaiah Berlin has rendered it in his Sense of Reality (New York, 1997), 208–9. Nekrasov was thus acknowledging what he took to be the story’s social engagement, just as Tolstoy had chosen The Contemporary not only for its literary pedigree (it had been founded by Pushkin in 1836 and published the very best writers of the day) but also for its enlightened social views, which, as they grew more strident, would eventually lead to the closing of the magazine and the brief arrest of its
			staff.

		4. ‘Istoriia moego detstva’, Sovremennik (The Contemporary) 9 (1852). Perepiska, 1: 55.

		5. Perepiska, 1: 57.

		6. Perhaps feeling that he had taken the subject and its somewhat restrictive first-person method as far as he could, Tolstoy never returned to the series, although he did publish what might be taken as a kind of variation on the projected fourth part, the 1856 long story, ‘A Landowner’s Morning’.

		7. Despite Nekrasov’s increasingly insistent pleas (he was required by Russian law to know who his contributors were), Tolstoy, perhaps still unsure that the quality of his effort had matched the scale of his ambition, stubbornly refused for a time to identify himself, leaving the exasperated editor to publish not only Childhood but several other pieces virtually anonymously with the private conjecture that they had been written by Tolstoy’s brother.

		8. Perepiska, 1: 51.

		9. Sovremennik 9 (1854). The Russian title, Otrochestvo, has, in a tradition going back to the first translation by Isabel Hapgood in the late nineteenth century, always been rendered in English as Boyhood, but it could as easily and, given the developmental stage depicted in the story, perhaps even more accurately be rendered as Adolescence.

		10. Perepiska, 1: 61–2. The allusions are to Chapters 1, 2 and 15–16, respectively.

		11. The public debate about Russia’s true character and appropriate future famously coalesced into the two camps of the so-called Slavophiles and Westernizers and entailed a variety of ancillary issues, many of them addressed, in very different ways to be sure, in the great topical fiction of Turgenev and Dostoevsky, as well as in numerous other minor works. Tolstoy, however, was, at least at this early stage in his career, opposed in principle to that kind of direct engagement with public intellectual life, as he eloquently argued in 1859 in a speech to the Society of the Lovers of Russian Literature after his induction along with Turgenev: ‘… however great the significance of a political literature reflecting the temporary interests of a society, however necessary it may be for a nation’s development, there is another literature reflecting eternal,
			broadly human interests and the most precious, intimate feelings of a people, a literature accessible to any person of any nation and time, and one without which no nation of strength and vitality has ever developed’ (L. N. Tolstoi, Sobranie sochinenii [Collected Works], ed. M. B. Khrapchenko et al., 20 vols [Moscow, 1983], 15: 8).

		12. See, for example, the blend of discriminating insight and blank incomprehension in the long, frank letter of the editor and minor novelist Alexander Druzhinin, a close friend to whom Tolstoy had sent Youth in manuscript (Perepiska, 1: 266–9). Druzhinin’s remarks on Tolstoy’s style are especially interesting: ‘Every one of your defects has its part of strength and beauty, and nearly every one of your merits contains within it the kernel of your defects. Your style fits that conclusion perfectly. You’re dreadfully illiterate, sometimes with the illiteracy of the innovator and strong poet who’s remaking the language in his own way and forever, and sometimes with that of an army officer scribbling to a comrade while squatting in some blindage’ (1: 267).

		13. As, for example, Ernest J. Simmons did in his very well documented scholarly account by blithely interpolating into his own narrative long unmarked sections of the trilogy as if they were autobiography or historical fact. Another approach to the issue is that of the brilliant critic and literary historian Lydia Ginzburg, who characterized the trilogy as ‘autopsychological’ rather than ‘autobiographical’. Her approach does not really resolve the issue, however, since all psychological analysis in all fiction, and indeed all human experience, is at base ‘autopsychological’ – is derived or extrapolated from self-perception: we know others in large part through our knowledge of ourselves. If, however, Ginzburg meant that Tolstoy had changed the external facts yet retained the internal mechanisms and processes of his own particular
			psyche, then that too will tend to discount the achievement of empathic imagination that is the hallmark of the trilogy, as it is indeed of all of Tolstoy’s fiction; that is, it will discount both the power of his insight and the degree of his conscious, calculated artistry.

		14. Although one should not ignore the importance of Émile for Tolstoy, the example of David Copperfield (1849–50) is perhaps especially pertinent here. According to his diary, Tolstoy was reading Dickens’s novel in 1852 as he worked on Childhood, most likely in the loose translation of Irinarkh Vvedensky published in Patriotic Annals (Otechestvennye zapiski) in 1851, since in November 1853, evidently wishing to reread the book in English, he asked his brother Sergey to obtain a copy for him and send it to the Caucasus along with an English-French dictionary. Be that as it may, we know that Tolstoy held David Copperfield in high regard throughout his life and reread it often in English as a special favourite, and that, as he indicated in a letter of 1891, it made an ‘enormous’ impression on him the
			first time he read it. Nonetheless, given the very great, indeed fundamental, differences between Dickens’s treatment of childhood, boyhood and youth and Tolstoy’s, not to mention their very different ways of representing character (Dickens tends to operate from schemata, while Tolstoy proceeds as it were inductively), it would be much more accurate to say that David Copperfield was a kind of sanction or inspiration in the use of first-person narration rather than a direct influence on the trilogy’s structure and stance.

		15. Sovremennik 12 (1856). Perhaps from a confusion about the full semantic range of the Russian term, which has both a spiritual and a more strictly mental meaning, the concluding phrase (dialektika dushy) is sometimes translated as ‘dialectic of the soul’, even though the doctrinaire materialist Chernyshevsky is speaking of mental, rather than of spiritual processes, of definite psychic events and mechanisms rather than of a transcendental religious or metaphysical category whose existence he would probably have denied anyway.
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