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In this extraordinary book, distinguished scholar Deborah Martinsen draws
upon a lifetime of scholarship in Dostoevsky studies, narrative theory, and eth-
ics, as well as decades of classroom teaching, to craft a riveting, eflicient intro-
duction to Dostoevsky’s great novel. Accessible, insightful, deceptively slight in
size, A Reader’s Guide will offer something new to readers at all stages of their
Dostoevsky journey: seasoned experts, teachers, students, and curious new-
comers.

The book begins by presenting the essential background: Dostoevsky’s dra-
matic life story, the factors influencing the novel’s conception and composition,
and the ideological, philosophical, literary and social forces at work, includ-
ing, notably, the censorship and journalistic politics of the time. It then offers
a reading of the six parts of the novel and the Epilogue, focusing on the nov-
el’s narrative strategy, psychology and ideology. This study conceives of Raskol-
nikov’s plot as rooted in a conflict between heart and intellect, which plays out
in two opposing “scripts” of shame and guilt. Asking why readers tend to fo-
cus on just the pawnbroker’s murder, not that of her sister Lizaveta, Martin-
sen argues that “[...] guilt follows a defined script — remorse, repentance, expi-
ation. Yet the novel portrays a man suffering from shame because he is not the
extraordinary man he hoped to be” (xii). In order to resolve this inner division,
Raskolnikov must acknowledge and accept his responsibility for both murders.
In the process he must also come out of his isolation and connect meaningful-
ly with others. Only in the Epilogue do readers get the guilt script and the res-
olution they “have been expecting all along” (xii). This drama plays out themat-
ically as well as structurally, as the narrative point of view gradually moves out
of Raskolnikov’s inner consciousness to incorporate external perspectives, lead-
ing readers to see him from outside as he moves closer and closer to confession:
“We feel sympathetically toward Raskolnikov, but we see him critically” (78).
The key players in this drama are Porfiry Petrovich, Svidrigailov, and Sonya.

Martinsen elucidates the doubled relationship between Svidrigailov and
Porfiry Petrovich, who represent the different moral choices Raskolnikov fac-
es on his pathway to confession. With Porfiry, Raskolnikov engages in philo-
sophical conversations based on the ideas put forth in his article “On Crime”.
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What was originally a student’s purely intellectual exercise takes on vital, eth-
ical meaning through the act of murder and its consequences. The encounters
with Porfiry bring out the contradictions in Raskolnikov’s theory, “the incon-
gruity between Raskolnikov’s Romantic enthusiasm for originality and his de-
terministic belief that such individuals are produced by the laws of nature”
(43-44). Martinsen points out the banality of his pretensions at Napoleonic
genius, which by the 1860s had become a cliche (45). By the time of their third
and last meeting, in Part 6, chapter 2, Porfiry’s interrogation process, which
combines “evidentiary and intuitive” techniques, draws the reader closer to un-
derstanding the mystery of “whydunit” (as opposed to the “whodunit” focus of
the emergent detective novel genre) (69). Porfiry’s method of creating a psy-
chological profile of his subject mirrors Dostoevsky’s own narrative technique.
Readers of the novel, like Porfiry, must draw upon “many conversations, de-
tails, characters, and incidents as we form our interpretations (70). But we al-
so benefit from the text’s higher-order capacity to simulate “the randomness
of evidence or the serendipity of intuition” (69-70). Ultimately Porfiry choos-
es “his intuitive, emotional self over his professional, rational self” (71), as Ras-
kolnikov himself must do.

Svidrigailov also offers an outsider’s perspective on Raskolnikov, notably
during their “farewell” meeting in Part 6, chapter 3. Like Porfiry, Svidrigailov
identifies “theorizing” as the major cause of his crime; at the same time, Svidri-
gailov’s moral drama parallels that of Raskolnikov, as both of them seck to de-
ny culpability (72). During that long, last night when both characters wander
through rainy St. Petersburg, the stakes are high, and absolute; one path leads
to suicide and the other to resurrection, a new life. Martinsen draws attention
to striking similarities between Svidrigailov’s dreams on his final night (Part 6,
chapter 6), and Raskolnikov’s dreams early in the novel (Part 2, chapter 2). The
two characters have thus traced opposing plots — from community to isolation
and death on the one hand (Svidrigailov); from isolation, murder, and met-
aphoric death to community on the other (Raskolnikov). Svidrigailov, in his
own way, has cleared the way for Raskolnikov’s rebirth into a new life.

In this book, Martinsen offers the clearest and most incisive distillation of
her body of scholarship on narrative theory and on the moral emotions. She
argues that Raskolnikov’s anguish begins when his “mind starts to entertain
thoughts that his conscience rejects” (79-80). His isolation and arrogance, his
“repudiation of moral principles on utilitarian and egoistic grounds” emerge
from the feelings of shame and guilt relating to his dependence on women.
This tension between his repression and denial of his shame, and the pressing
need to confess his guilt explains those moments when Raskolnikov loses his
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composure (“I won’t allow you to laugh in my face and torment me, I won't al-
low it!” [s4]). The self strives to rid itself of shame through denial/forgetting,
laughter, and confession, “pushing shame out of consciousness or changing
perspective” (63). Logic has no power here; Raskolnikov’s suffering will be re-
solved only through the moral emotion of love. The drama of shame and expo-
sure permeates the novel; for example, it dominates the scandal scene at Mar-
meladov’s funeral dinner in Part s, chapter 3, where it links to the journalistic
politics of the 1860s, and links Raskolnikov with the odious Luzhin through
their fear of exposure (57).

Martinsen’s reader will be grateful for her analysis of key words, many of
which lose force in translation. For example, the word zoska — ‘anguish’ — con-
veys different nuances when applied to different characters. In Raskolnikov’s
case, it emerges from his self-isolation and “turns to apathy” (80). For Son-
ya, though, anguish is always linked to her concern for others: “Raskolnikov
experiences anguish as an internal fragmentation brought about through ut-
ter pride, whereas Sonya experiences it through utter innocence and humili-
ty” (80-81). As for the powerful adjective z/oi, Martinsen elucidates a range of
nuances in the novel, from ‘spiteful’ to ‘evil, and contrasts them to the concept
of dobro, ‘good’ — but also property — at the center of Raskolnikov’s dream of
the murdered mare. Her readers will also appreciate her analysis of three differ-
ent words, all of which are most commonly translated as ‘dream’ in English, but
which have discrete meanings in Russian: soz (‘dream’); mechta (‘daydream’);
and grezy (‘semi-conscious dreams’). Each sort of dream plays an important,
and different, role in the novel’s moral drama. Martinsen’s analysis of these and
other key Russian words (such as obraz/bezobrazie; prestuplenie; and rezat’)
transcends mere glossing and draws readers’ attention to Dostoevsky’s tight
novelistic structure, which builds on repetition, not just of individual words,
but of entire scenes to develop his theme on multiple levels.

The truth-value of characters” words yields to the greater truth of what the
critic calls “confessional choreography”. For example, Raskolnikov’s emotional
experience and physical gestures during and after the murder quite literally du-
plicate those of his victim Lizaveta: the silence, the fear, the feeling of entrap-
ment, the physical paralysis, inability to breathe (27-29). They then recur dur-
ing the scene of his unspoken confession to Sonya in Part s, chapter 4 (58-64).
And Dunya’s “surprisingly gothic” final scene with Svidrigailov parallels this
scene and presents an alternative outcome (73).

Noting that many readers find the “happy ending” unconvincing, Martinsen
shows that the Epilogue’s narrative layering itself communicates the message of
Raskolnikov’s integration into community. The narrator’s impersonal, omnisci-
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ent style creates “a distancing effect that mirrors both the novel’s geographical
shift from St. Petersburg’s crowded spaces to Siberia’s expanses and its psycho-
logical shift from inside to outside Raskolnikov’s head” (78). She then suggests
that Sonya’s “factual, non-editorializing” letters serve as a “meta-literary com-
mentary on Dostoevsky’s new narrative strategy” (78). The connections be-
tween Lizaveta and Sonya — with Lizaveta at the center of the repressed guilt
script — that have been reinforced throughout the novel finally ripen as Raskol-
nikov reaches the end of his painful journey: his “acknowledgment of the suf-
fering he has caused Sonya and his intention to redeem it demonstrate, on the
novel’s very last page, that Dostoevsky has finally given readers the guilt script
we have been expecting all along” (83).

In the Historical Introduction and throughout her book, Martinsen an-
chors her analysis of the novel’s moral drama within the rapidly realities of
mid-1860s Petersburg — notably nihilism, poverty, and gender inequalities. The
book’s Appendices offer rich additional material that its readers will return to
again and again: meticulous chronologies of the novel and of Dostoevsky’s life
and a summary of major critical sources — many of which are deftly cited in the
body of her book. Appendix 1 features superbly reproduced photographs from
the St. Petersburg Dostoevsky House-Museum and a useful map of places men-
tioned in the novel. Readers will also appreciate the list of character names (8-
9) and the teaching tips (17-18).

A great teacher and scholar lives on in the ideas she shares, the conversations
she inspires, and the example she sets. From this book we learn fresh, bracing
new ways of reading a text that we may have mistakenly thought that we ful-
ly understood. More importantly, we are inspired by this communication from
an intellectual at the top of her game and by the guidance it offers as we seck to
live ethical lives in our own thinking, writing and teaching.

Carol Apollonio
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Eaena A. TAABIIOBA (0OTB. pea.),

«3anucku u3 nodnoava» D.M. Aocmoesckozo 6 kysvmype Eeponvt
u Amepuxu (Mocksa: UMAHU PAH, 2021), 1024 c.

3anucku u3 n00704v2 TPUHATO CYUTATb NEPBBIM CAOKHMBLIUMCS IPOH3BEAC-
auem O.M. AocroeBckoro. ke uepes ABa roaa mocae onyoauxoBanus 3anu-
COK BBIFIACT B CBET IICPBasi KHUIA U3 ISITUKHIDKUS IIMCATEAS], B KOTOPOIl OyAyT
c$OpMyAHPOBaHbI BOMPOCHI, CTaBIIHE ACHTMOTHBOM BCEro TBOpuecTBa AoO-
croesckoro. ITosecTs, HameyaTaHHas B 1864 I. B )KypHaAe J70xa, HE BCTPETHU-
Aa BOCTOP)KEHHBIX OTKAMKOB. CaM AOCTOEBCKUII OMUCHIBAET BOBMOXKHYIO IIPH-
YHHY HEIPUSASHU IIyOAMKH B IUCbMeE K Opaty:' «ITo ToHy cBoemy oHa canmkom
CTpaHHas, U TOH PE30K U AUK: MOXET HE IIOHPaBUTHCS » (IICC 8; 70). AeBbie
IPUHUMAIOT II0BECTh KpaiiHe BpaxacOHO, u Caarsikos-Illeapun BoicTymaeT Ha
crpanunax Cospemennuxa ¢ 1aMpACTOM,* IAPOAUPYIOLIUM OOAC3HEHHBIC BHA U
TOH IIOAITIOABHOTO 4eAoBeKa. [Tocae onybaukoBanust [lpecmynienus u waxasa-
nus H.H. Crpaxos’ u H.K. MuxaiiaoBckuii* XBaAAT ICUXOAOTMYECKUI aHAAU3
TAQBHOTO Iepos IMOBECTH, HO AMIIb K KOHIy XIX Beka mpousBepeHHE MOAyYa-
€T 3aCAY)KCHHYIO CAABY, H HMEHHO B 3TO BPEMsI OH AOXOAUT A0 EBporsr, rae ero
HAYHHAIOT aKTUBHO NIEPEBOAUTSD, YUTATh U U3y4aTh. B Hauase caeayromiero Beka
A Iecros nybaukyer kuury Huyme u Jocmoescxuiis Pycckuil MBICAUTEAD
BUAMT B HACSX HEMELIKOTO $praocoda pasBuTHE IPOOAEM, BHIABUHYTHIX AOCTO-
CBCKUM OT AHIIA IIOAIIOABHOTO 4eaoBeka. Texer IllecroBa siBasier coboil mepe-
AOMHBII MOMEHT B BoctpusitTuu nosectd B Poccun u B Espomne. C aroro mo-
MEHTA IIPOU3BEACHHE CTAHOBUTCS BEXOH AUTEPATYPhI U PUAOCOPHHU, BAHSIS HE
TOABKO Ha OTEYECTBEHHYIO U €BPOIEHCKYIO KYABTYPY, HO TalOKe U Ha appoame-
PUKAHCKYIO AUTEPATYPHYIO TPAAULIMIO C €€ 00pa3aMy AUIIHUX AIOACH.

1 CrouT mOAYEpKHYTh, YTO 3aSIBACHHE IIMCATCAS] HAITHUCAHO 32 HECKOABKO MECSIIEB AO OIIy-
OAMKOBAHMS IIOBECTH — B TEYCHHUE STOrO BpeMeHU AOCTOEBCKHUIl cMsrdaeT ToH. Mbl mpo-
BEAU 3A€Ch LIUTATY, IIOTOMY YTO UMCHHO “TOH  IIOATIOABHOTO Y€AOBEKA HEIPHSHEHHO BOC-
HNPUHUMACETCs Kak B Poccuu, Tak M 3a IpaHHIiEi], TA€ €O IOPO IBITAIOTCS CTAAAUTD IIPU
IIEPEBOAE.

2 Muxaua E. CAATBIKOB-IIIEAPHH, Coﬁpaﬂue coyunenuil, B 20 TT., T. 6 (ACHI/IHFpaA: Hay-
Ka, 1986), c. 488-494.

3 Huxosait K. MUXAUAOBCKUH, dumepamypro-xpumuseckue cmamoi (Mockaa: Xyaox.
AUT., 1957 ).

4 Huxkonsait H. CTrax0B, “Hawa ussmpas caosecrocts, in Pepop M. AOCTOEBCKUI,
Ioanoe cobpanue couunenuii (Canxr-ITerep6ypr: Msp. Creasosckoro, 1866), c. 555-556.

s Aes W. IIIECTOB, Jocmoesckuii u Huyme ($urocodus mpazedun), http://russianway.rhga.

ru/upload/main/17_Shestovz.pdf (aara obpamenus: 29.09.2022).



http://russianway.rhga.ru/upload/main/17_Shestov2.pdf
http://russianway.rhga.ru/upload/main/17_Shestov2.pdf
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Tem He MeHee, HEOOXOAMMO OTMETHUTD, YTO BAUSHUE AAHHOTO TEKCTA HA 3a-
PYOEKHBIE KYABTYPBI AO CHX IIOP HE IIOAYYHMAO CHCTEMATHYCCKOTO U3YYCHUSL.
VIMeHHO B MPEACTABACHHM CHCTEMATHYECKOTO IIOAXOAQ 3aKAIOYAECTCS HOBH3HA
MoHorpaduu «3anucku us noonosvs>»> D.M. docmoescxozo 6 xysvmype Esponv.
u Amepuxu, onyOAMKOBaHHOM B 2021 I. PabOTbI CXOXKEH TEMATUKHU B OCHOBHOM
c$pOKYCHPOBAHBI HA BOCHPHUATHH TBOPYECTBA PYCCKOTO ITUCATEAS IIPEACTABHUTE-
ASIMH KaKOH-TO KOHKPETHOH HHOCTPAHHOH KYABTYPBI HAH KYABTYPHOU $popMa-
nun. XKypraa uacruryTa MupoBoit aureparypst um. A.M. Topskoro Aocroes-
CKHI ¥ MHPOBAsi KYABTYPa, OAUH M3 HACACAHUKOB H3BECTHOTO OAHOMMEHHOTO
aapmanaxa Poccuiickoro obmecrsa ®.M. Aocroesckoro, CTPEMUTCS ITPOCAE-
AUTb CYABOY HACACAMSI IIMCATEAS] B MUPOBOH KYABTYpE U IyOAHKYET 6OAbLIOE
KOAMYECTBO paboOT PO €ro BAUSIHHE Ha 3aIIAAHYIO KYABTYPY, a TAKOKE PO HPO-
OAeMbBI IEPEBOAA M KHHOAAANTALuil IpousBeacHUil AocroeBckoro. Pasyme-
eTCsl, €CTh M HEMAAO PaboT, AHAAMBUPYIOLIUX CBSIBU 3anUCOK U3 1n00noivs ¢
COYMHEHHAMH OTAEABHBIX ITHCATEACH, MBICAUTEACH HAHM € PUAOCOPCKUMU Ha-
npaBAcHUAMH 3amapa,’ 9TO YKasaHO BO BBeAcHMHM MoHorpaduu (c. 10). He-
CMOTpsI Ha 3TO, PaspO3HCHHbIC HAOAIOACHUS OCTABAAMCH HECHCTEMATH3UPO-
BaHHDIMH, U [IPEACTABACHHE 00 00IEeM BO3ACHCTBUU POU3BEACHUS Ha APYTHE
KYABTYPBI OCTABAAOCH PAa3MBITBIM.

[TorbITKOM paspelueHusl AAHHOM IIPOOAEMBI SBASICTCS YKAa3aHHAsI KOAACK-
TUBHasi MoHorpadust «3anucku u3 nodnosvs D.M. Aocmoesckozo 6 xysvmy-
pe Esponvt u Amepuxu, BHIIyIIEHHAS. K 200-ACTHIO ITMCATEASl U CTaBIUas pe-
ayabraroM npoekrta POPU «“anucku us mopnoasss” O. M. Aocroesckoro
1 pobaeMa “IIOATIOABHOTO 4eAoBeka B KyAbType EBpomst u AMepuku KoHIa
XIX- navasa XXI BB.». Poccuiickue, eBponeiickue U aMEPUKAHCKHE yYCHbBIE
IIPEACTABUAU B MOHOTPadUU KOMIIACKCHOE H3Y4YCHHE IIEPEBOAOB, PELIEILIUI U
TIIEPEHOCOB MIOBECTH B APYTHE BUABI HCKYCCTBA Ha 3aIaAC.

Mouorpadus paspeacHa Ha deTsipe dacTu. [lepBast raaBa mocssiieHa ucro-
PUM U AHAAHM3Y IEPEBOAOB IIPOUSBEACHUS Ha Pa3HBIC CBPOICHCKUE SI3BIKH.
Crarbsi OTBETCTBCHHOIO PEAAKTOPA MyOAMKALIMH M PYKOBOAMTEASI IIPOCKTA
PODU E.A. IaabrioBoil, oTKpbIBaomas MOHOIPpadHIo, IPEACTABASIET cO0OIT
IIOAPOOHBIN aHAAM3 BCEX MEPEBOAOB IIOBECTH Ha PPaHIly3CKOM s3bIKE (HAro-
MUHaeM, 9TO Briepsble 3anucku 6pian nepeeacHsl B EBpone umenHo Ha $ppan-

6 K npumepy, Peter KaYE, Dostoevsky and English Modernism 1900-1930 (Cambridge:
Cambridge University Press, 1999); Cepreit A. ®OKUH, Jocmoesckuii 60 Qpanyun: sauu-
ma u npocrasaenue pyccxozo 2enus, 1942-2021 (Mocksa: Hosoe auteparypnoe o6ospenue,
2022).

7 Ayqummii ykasareab HHOCTPaHHBIX PaboT 6bia ONY6AMKOBAH B KOMMEHTAPHSAX K IATOMY TO-

my [1CCr.
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LIy3CKMI1 BCETO Yepes ABa TOAQ TocAe Mybankanuu nosectu B Poccun). Yepes
U3MCHEHHE MEPEBOAYECCKUX TEXHUK, TPAAHLIMH U PEIICHUI, B CTaThEe AECMOH-
CTPUPYETCS IIOCTENEHHAS IBOAIOLIUA BOCHPHUATHSA PYCCKOIO aBTOPA M Pa3BHU-
THE I'YMaHUCTHYECKON MbIcAU BO Ppaniun. AHaAM3 cIIOCOOOB IEpPEeBOAA IIPEA-
CTaBACHHBIX B [TOBECTH IPOTUYECCKUX U IKOHOMUYECKHUX PEAAUH TOrO BPEMEHH
IIO3BOASIET HMCCAEAOBATEAIO IIO-HOBOMY ITOKA3aTh CAOXKHOCTh OPHIMHAABHOTO
TekcTa. [aAbII0Ba YOCAUTEABHO AOKA3bIBACT, YTO <«...MACAABHBII IIepeBOA “3a-
THCOK U3 TIOATIOABST €IIje IPEACTOMT CACAATh> (C. 59).

Haub6oaee TPYAHOMH npo6AeM0131 AASL €BPOIEHCKHUX IEPEBOAYMKOB SBASCT-
CS1 CAOBO-TIOHSITHE “TIOATIOABE , CMBICA KOTOPOTO OHH TICPEAAIOT T10-pasHoMy (c.
21, 33, 35, 38, 41, 46, 47, 62, 83, 84, 85, 86, 87, 88, 92, 152, 166, 200, 201, 202). M3
BceX PUAOCOPCKHX 0OPA3OB MOBECTH UMEHHO MOATIOABE HMEAO BIIOCACACTBUU
HanboAee pasHOOOpa3HbIC HHTEPIPETALIMHU B KYABTYPE 3aIapa, 4eMy MOCBsILIe-
HbI BTOpasi U TPEThs rAaBbl MOHOrpaduu. MHOrHe cTaThy U3 EPBOIL TAaBbI MO-
TYT CTaTh XOPOILIMM IIOACIIOPBEM AASL CTYACHTOB, H3yYaIOIUX TEOPHIO XYAOXKE-
CTBEHHOTO IIEPEBOAQ, A TAKKE AAS CIICLIHAAHUCTOB, 3aHUMAIOLIHXCS TIEPEBOAAMHU
pycckoii auteparypsl XIX-ro Beka, B 0COOEHHOCTU, KOHEYHO XK€, IPOH3BEAE-
Hui AocTtoeBckoro. ITopoii, oAHaKo, He BCErAa ICHBIMU KaXKyTCsl PEAAKTOPCKHUE
pemtenus. FHoraa cTaTbu 0 epeBOAYECKON UCTOPUH ITOBECTH B OAHOM CTpaHe
AyOaupytorcst. ITpu aTom mepBasi us AByx craTeil IPEACTaBASICT COOOI MaACHb-
KM 0630p IIEPEBOAOB 3a ONPEACACHHBIN MepHoA (c. 90, 99). Aymaeres, 4to
OOABIIMM IIPEHMYIECTBOM MOHOrpadUU MOIAO ObI CTaTh pasHoOOpasue oc-
BCLIACMbIX B HEH IIEPCBOAYCCKUX TPAAULIMH, €CAU ObI HCCACAOBATEAU YACAUAU
BHMMaHHE MCHEE PACIIPOCTPAHECHHBIM EBPOIICHCKUM S3bIKaM (IIOPTYTraAbCKHH,
PYMbIHCKHIA, HCIAHCKHUI® U AP.), COKPATHB HPUCYTCTBHE 0O30PHBIX CTATCH.

AJ0OOMBITHO TaK)Xe OTMEYATh BAMSHHE OTCYCCTBCHHOH TPAAMLIUU Ha MHe-
HHE YYEHBIX (HaanMep, M. bémur, uccaepays penennuio nosectu B Mraaum,
IHIIET, YTO «...MopaBua® Ha HECKOABKHX CTPAHMIIAX CYMEA HAaHOOAEE IIPOHHU-
LIaTCABHO NIPOAHAAUSHPOBATh CYTh “3amMcOK U3 MoAnoabst”» (c. 154). Heemo-
TPsL Ha TO, YTO AQHHBIN aHAAU3 OBIA OXaPAKTEPU3OBAH B POCCHICKOM AUTEpA-
TYPOBEACHUH KaK IPOTHBOPEYAIMH aBTOPCKOMY 3aMbIcAy AOCTOEBCKOro U
€ro KpUTHKE PaljHOHAAU3MA, CAOBA BEMUT [TO3BOASIIOT CYAUTH O MOIYASIPHOCTH
yCTapeBIIEH HHTEPIIPETALMH TEKCTA.

8 Bo BBepenuu [aAbl10Ba MUILET, YTO GYACT MPEACTABACH aHAAU3 NEPEBOAOB Ha HCMAHCKOM
sa3bIKe (C. 11), XOTs B IEPBOH IAABE €CTh TOABKO aHAAU3 PeLieNIMU AOCTOEBCKOTO B KOHTEK-
CT€ KaTaAOHCKOH KYABTYPBI, 2 HE HCITAHCKOI.

9 3aech peyb HMAET 0 npearcaoBust Mopasua K IIepeBopy 3anucox us no0noiss Ha umarbit-
cxom a3vike [cm. Alberto MORAVIA, “Introduzione”, in Fedor M. DOSTOEVSKI), Memorie
dal sottosuolo (Milano: BUR, 1975)].
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Bropast yacts MoHOrpaduM MOAPOOHO OCBEIJACT BAUSHUE BOIIPOCOB, IO-
CTaBACHHBIX B IIPOU3BEACHUH AOCTOECBCKOrO, HA CBPOICHCKYI0 U aMEpPHKaH-
CKYIO MBICAb (<«HHTEAACKTYaABHYIO KYABTYPY» Kak CQOPMyAHMPOBAaHO B Ha-
sBaHMH). B InepBylo odepeAb BHHMaHME YACASCTCS MOIYASIPHOH mpobaeme
BAMSIHUSL HAeH AocroeBckoro Ha ¢uaocopuro Humme,® aast gero mpusae-
KaroTcst HoBble MeToAbl. Tax ML.A. D6aHonase usydaer cBsi3b ABYX aBTOPOB C
TEKCTOAOTMYECKON TOYKM 3peHust (c. 211). BrickassiBanus $uaocoda mosso-
ASIIOT MCCACAOBATEAIO CYAHTb O TOM, KaKHE NPOU3BEACHHS AOCTOEBCKOrO 4u-
taa Hunjme u no xakum nspanusim. B pabore D6anonase nmpeacraBacH HHTe-
PCECHBIN U CBEXHH B3IASIA HA IIPOOAECMY, KOTOPBIII II03BOASIET IIEPEOCMBICAUTD
psAA OOIMX MECT, CBSI3aHHBIX ¢ TeMoii « AoctoeBckuit 1 Humme» (c. 227, 229,
230). Hanpumep, aBTop IOABEpracT KPUTHKE PYCCKYIO TPAAHLMIO «...y>KHMa-
HMs Toa3eMeAbst Hurrie oo Macmrab6oB moanoabst Aoctoesckoro» (c. 232),
[peAAarasi IepeCMaTPUBATD €€ KAK CBOETO POAA COLIMAABHO OPHEHTHPOBAHHOE
YTCHHE, IIOCKOABKY IIOA3EMEABE HAXOAUTCS BHE COLIMAABHOTO IMPOCTPAHCTBA, A
HOATIOABE XOTb U SIBASICTCSI MECTOM, CKPBITBIM OT OOLIECTBA, HO TaK MAU HHA4Ye
3TO 00ILIECTBO MOAPa3yMeBacT. VIMEHHO B TakMX YTEHUSX, COTAACHO DOaHOUA-
3¢, COCTOMT HOBHU3HA U [JCHHOCTb BTOPOM TAABbI IIOBECTH.

Bompocsl, rAy00oko H3y4YEHHBIC paHee, PACCMATPUBAIOTCS BO BTOPOM pasae-
A€ MOHOTpadUH 110A HOBBIM YTAOM, YTO PasABHUIACT METOAOAOTHYECKUI U UH-
TCPIIPETALMOHHBINA TOPUSOHTBL AOCTOCBCKOBEACHH (C. 211, 284, 349). B. Deit-
Oya, HAPUMEP, UCCACAYET PELCILHIO 3anucox u3 70070465 B NPOUSBEACHUU
K. Craitnepa docmoescxuii npomus Toacmozo (c. 284). ITo MHeHuI0 cienasu-
CTa, AAHHBIH TEKCT UMEET BAXKHOE 3HAYECHUE AASI BOCIIPUATHS PYCCKOTO ITHCaTe-
as Ha 3anape (Craitnep Brepsble cTaBuT Bonpoc “AocToeBekuil #an [Kypcus
Hawt — Y] Toactoi”, TakuM 06pasoM MHCATCAU NPOTHUBOCTOAT APYT APYTY,
9TO PACXOAUTCS C IMPUBBIYHBIM IIPEACTABACHUEM MOACPHHUCTOB O “ToacToM #
Aoctoesckom”. Y CraiiHepa OHM BBIPKAIOT Pas3HbIC YCAOBCYCCKUE HAYAAR).
O1™merHm, 4YTO, HECMOTpsI Ha IPeOOAAAAHHE AHAAUTHYCCKUX CTAaTCH B AAHHON
rAaBe MOHOTpaduH, HEKOTOPBIE PAOOTBI HOCIT CKOpee 0030PHBIH, HEXKEAH aHA-
AUTHYECKHH, XapaKTeP, XOTs U OHU, 6E3YCAOBHO, MOTYT OBITh ITOAC3HBIM BCIIO-
MOTaTEABHBIM MATCPHAAOM AAS CTYACHTOB H IIPEITOAABATEACH.

B tperseii yactu MoHOrpadHH paccMaTPHBACTCS BAMsAHHE moBecTH AocTo-
€BCKOTO HAa AHUTEPATYPHBIC TPAAMLIMM HAM HAa OTACABHBIX mucareaci EBpors
1 AMepHKHU. DTa CEKLHS TAKXKE COACP>KUT AIOOOIBITHBIC U HOBbIC MATCPHAABL.
Hanpumep, rayboko nccAeAOBaHHBII B COBETCKOM, POCCHHCKOM U 3Py 0eKHOM

10 Uspauap 3. BEPIMAH, “Hunme u ero nacacpauuxu [®. Hunme o Aocroesckom]’, Bo-
npocor Aumepamypos, N 7, 1962, c. 49-73.; Jeff LOVE, Jeffrey METZGER, Nietzsche and
Dostoevsky: Philosophy, Morality, Tragedy (Evanston: Northwestern University Press, 2016).
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AUTEPATYPOBEACHUH BOIIPOC O BAHUSHHU /OCTOEBCKOrO Ha TBOpYecTBO ToMma-
ca Manna"” noay4aer 3aech HoBoe pasutue: I1.A. Opexoa uccaeayer nmomer-
KM M TIOAYCPKHBaHUA B TekcTe AocToeBckoro u3 apxusa Manna B Llropuxe (c.
409, 410, 411, 412, 414). [ IpeACTaBACHHBII B Pa3ACAC KOMITAPATUBHBIIA TOAXOA
OIUPAETCS HAa TEKCTOAOTMYECKUI aHAAU3 YHHKAABHBIX aPXHBHBIX MAaTEPHAAOB
(B nmpuaoxeHHH K MOHOrpaduu My6AMKYIOTCS apxuBbl Mureast oc YHamyHO 1
JKyana I[Typx-u-®epperepa c. 857, 862).

B craresax AeMoHCTpupyeTcst HEOOXOAUMOCTh 6oace raybokoro ¢puaoao-
THYECKOTO H3YYCHHUS BOIPOCOB KOMITAPATUBHCTUKH, KAXKYIIUXCS PEIICHHBI-
MU TOABKO Ha ITEpBBIN B3rasia. Kak AOKasbIBaroT ydyeHble, MHUMasl HCYCPIIaH-
HOCTb 3THX BOIIPOCOB OOBSCHSCTCS CelUUKOM yCTapeBIIEH METOAOAOTHU
(c. 417). B cratpe FO.FO. AannaxoBoii (c. 425), BeaBUracTcs npobaema obpa-
3a mopnoAbs B nosectu Kapxu Hopa. MccaepoBateab MOAYEPKHUBAET, YTO «Ce-
manTHKa ‘opnioabs” y Kadxu u Aocroesckoro pasaudna» (c. 434), 4 4TO O
npsamMoM BausHuH 3anucox Ha Kadpky MOXHO AMIIB MIPEATOAOKHUTH (C. 426),
B 4eM, KaK M3BECTHO, COCTOUT CAOXKHOCTh MHTEPTEKCTYaABHOTO aHAAH3A KaK
TakoBoro. B npeancaosun x monorpaduu aspiioa obpaujaer BHHMaHuE Ha
OCTPO CTOSIILYIO IPOOAECMY Pa3AUYCHUS BAMSHUS 3ANUCOK U3 10070465 U APY-
rux npousBepeHu AoctoeBckoro. PaboTsl MHOTHX HCCACAOBATEACH AEMOH-
CTPUPYIOT HHTEPECHBIC MECTOAOAOTMYECKHE PELICHUS 3TOTO Borpoca (c. 407,
425), HO CTOUT IOAYCPKHYTb, 9TO B GOABIIMHCTBE CAYYacB IPEATIOAOKCHHUS
HE HAXOAST CBOCTO IIOATBEPXKACHUS, U CBS3U MEXKAY IMPOHUSBEACHUAMH «MO-
I'yT GBITH HA3BAHBI TOABKO BEPOSITHBIMU» (C. 457). [Ipocaexkusas Bansaue 3a-
IIMCOK U3 IIOAIIOABSI HA KAKOH-AUOO HHOM TEKCT, HCCACAOBATEAU YACTO TOBOPSIT
HE O IPSIMOM BO3ACHCTBHU IPOUBBEACHHS, A CKOPEE O IOSBASIOIUXCS B TEK-
CTe-PELIUINCHTE OHTOAOTMYECKHX KaTEropusix us nosectu Aocroesckoro (c.
443, 510, 590, 591).

Taxxe B aTOM pasaeae, Ha Hamr B3rasip, crout ormeruts crarbio O.JO. Ia-
HOBOU O BAMSIHUM 347uC0K #3 700720465 HA CEBEPHO-aMEPHKAHCKYIO AUTCPATY-
py (c. 692). Dra obmupHas Tema, XOpOWO M3yYcHHas Kak B Poccuu, Tak u sa
py6exom,” B AAHHOH CTaThe M3AOXKEHA SICHO M BMECTE ¢ TeM TAyboko. JKemuy-

11 Kaaccuueckue pabortsr o Aocroesckom u Manne: Teopruit M. ®PUAAEHAEP, “AocToes-
ckuit u Tomac Manw’, Hzsecmus AH CCCP, Cep. aum. u 53, N° 4, 1977, c. 314-324.; Mapk
W. BEHT, “Tomac Mann u ®.M. AocToesckuii (K BOIIPOCY O IIPEEMCTBEHHOCTH OAHOM po-
MaHTHYECKOH KoaAu3HH), in Xydoscecmeennoe yenoe xax npedmem munosozuseckozo anaiu-
sa: Mexcsysoscxuis c6. mpydos (Kemeposo, 1981), c. 141-149; Alois HOFMAN, Thomas Mann
und die Welt der russischen Literatur (Berlin: Akademie, 1967).

12 Cnucok auteparypst cratsu [TaHoBOM nmpepcTaBAsieT co60i XOpOLIUIT yKa3aTeAb IIPOUBE-
ACHUI, HATIMCAHHBIX O AAHHOM TeMe (C. 504, 505, 506, 507, 508, 509).
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JKUHOM pabOTBHI SBASIETCSI pPArMEHT IUChbMA AMEPUKAHCKOTO mucareast P. Oa-
AHMCOHA TIPO €rO AMYHBII OIBIT NIPEIOAABAHUS PYCCKOI AUTEpPaTyphl (c. 487).
HexoTopsie Apyrue craTtbii AAHHOTO PasACAd HE PACKPBIBAIOT CGOPMYAHPOBAH-
HBIX IIPOOAEM, OAHAKO MOTYT IIPEACTABASITh HHTEPEC B KAYECTBE MATCPHAAA AAS
AaAbHEHIIEH paspaboTki (c. 593).

Crarbu B mocAeAHEH 9aCTH MOHOTPadpHHU MOCBSIIECHBI IEPEBOAY IIOBECTH Ha
SI3bIKU MHBIX BUAOB MCKYCCTB: TeaTpa, KUHO, onepbl. CTOUT OTMETHTB, YTO I10-
IBITKA IIPOACMOHCTPUPOBATH IIEPEBOA TBOPYECTBA AOCTOEBCKOIO B APYTHE Me-
Aua He HoBa. B 2001 1. Aaexkcanppom Beppu 6b1a Hanucan tpys Multi-mediated
Dostoevsky.” B 2020 1. P. I. Kpyraos ony6auxosaa MoHorpaduio'* 06 axpaHusa-
uuu npoussepcHuil Aocroesckoro. Hecmorpst Ha 310, A0 HacTOSIIIIETO MOMEH-
Ta HUKEM He OblAa HamycaHa paboTa o crietuduKe IepeBoAd 3anucox u3 nodno-
455 B APYTHE BHABL HCKyccTBa (B TOM ke MoHorpaduu Beppu pedn o panHOM
IIOBECTH HE HAET).

[xaBy oTKpbIBaeT cTaThs [2Ab1IOBOH (C. 645), MPEACTABASIOLIAs, AHAAUS T1O-
cranoBku A.-P. Aenopmana [1odnoasraii dyx (nepBast B MEpe MOCTaHOBKA 34-
NUCOK U3 710070459, TIPEATIPUHATAS. B 1912 T.), TIbechl Aas papuo JK. Baras u
aBanrappHoil mocranosku JK. Hesé. Crarbst AI0OOIBITHA TEM, YTO AOMAET IIPHU-
BBIYHbIC IIPEACTaBACHHUS O pabore Baras nap Texcrom (c. 665), mosBoasis yBu-
AeTh “KyxHIO Apamarypra. I IpumedaTeAbHO, 9TO B IIPHAOXKEHUH K CTAThE HC-
CACAOBATEAEM TAKKE ONyDAMKOBAHA TOCTAHOBKA ACHOpPMaHa B OPUIUHAAC U B
pyccKoM nepeBoae (IIepeBOA OCYLIECCTBACH aBTOPOM CTaThH).

A. Atopxe npopoaxaer pabory [aab1oBoit (c. 678), aHAaAUSHPYS HOBBIE MO-
craHoBKH noBectu Bo Ppannyu, u B ocobennoctu padorsr Cumona [Turakaxa
u benya bepxapra. B cTarbe 00CyXKAQIOTCS peXXUCCEPCKUE PEIICHUS, HAMACH-
HbIE AASL IIEPEAAYM HEKOTOPHIX ACIIEKTOB MOBECTH, KAaK HANPHMEpP €€ KaMep-
HOCTb, IIPOACMOHCTPHPOBAHHAS Yepe3 MUHUMAABHOE KOAHIECTBO AKTEPOB.

B crarse A.B. bopopaueBoit uccaeayOTCst 4epThl 06pas3a IMOAIIOABHOTO Ye-
AOBeKa B raaBHOM repoe ¢puabma Aapca Gon Tpnepa Aom, komopuiii nocmpoun
Awcex (c. 750). ABTOp BAYMIHBO H3y9aeT pasHbIC ACTIEKTHI IEPCOHAXKEH U3 IPO-
usBeacHuit AocroeBckoro u Tpuepa: ux 60A€38HEHHOCTb, OAMHOYECTBO, KU3Hb
B TTOAITOABE, OACP>KMMOCTb HACEH, KHIDKHOCTb MBIIIACHHA. B cTaThe moxasa-
HO, KaK 00pa3 IIOAIIOABHOTO YCAOBEKA, BIICPBBIC IIPEAAOKCHHBIH AOCTOCBCKUM
U ITOAYYMBIIHI CBOE PAa3BUTHE B IK3UCTCHIIMAABHOHN PUAOCOPUH, IPOAOASKACT
ObITH OAHMM M3 BEAYLIUX CHMBOAOB CTPAAAIOLLCTO, ayTcaiiaepa. C Apyroii cro-

13 Alexander BERRY, Multi-mediated Dostoevsky (Evanston: Northwestern University Press,
2001).

14 Poman I. KpyraoB, @.M. Aocmoesckuii u xunemamozpagp: npobaesor unmepnpemayu xy-
doxcecrnsenrozo mupa nucamens wa sxpane (Canxr-Ilerepbypr: CIToIMKuT, 2020).
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POHBI, HEAETKO HAHTH ITOATBEP)KACHHS MPSAMOTO BAUSHHMA KOHKPETHOH IOBe-
CTH Ha PEXHCccepa, U BbIBeAcHHas nutara GpoH Ipuepa «s mpodea Bcero Ao-
CTOEBCKOTO» (C. 75I), HE BBITASAMT KaK MOATBCPKACHHC CBSIBU 3anucox u3
700710465 C puabMOM. OGpas CEPUMHOTO y6I/II>'ILU>1 MO>XXHO HalTH Y MHOXECTBA
nmcareacti, TeM 6oaee, 9To caM GUABM BO MHOI'OM HAIIOMHUHACT AMEPUKAHCK020
ncuxonama, casitoro no xuure b.M. Oaanca, Ha koroporo tawke mosausa Ao-
croeBckuil. Hecmorpst Ha HensbexxHbIe CIOPHBIE MOMEHTSBI B Hay4HOH paboTe
C Takoil NPOOACMATHKOM, CTAaThsI IPEACTABASICT LICHHOCTb AASI HCCACAOBATEACH
TBOpYECTBa AOCTOEBCKOTO, IIOCKOABKY ITOKAa3bIBAET KAACCUYECKUH AUTEpPATYP-
HBIH TEKCT Yepe3 MPU3MY COBPEMEHHOM KYABTYPBL.

Mownorpadus «3anucku us nodnosvs” D.M. Aocmoesckozo 6 xysvmype Es-
ponvt u Amepuku> SABAIETCS MEPBHIM CUCTEMATHYECCKUM OIMMCAHUEM BAMSHUS
KAIOYEBOII moBecTd AOCTOEBCKOro Ha KyAbTypy EBponsr u Amepuxu. B c6op-
HHKE [IOKa3aHO Kak 00pa3 MOAIIOABHOTO OE3bIMSHHOIO YEAOBEKA, CYLIECTBY-
IOIIETO BHE BPEMEHU M MECTA, CTAHOBHUTCSA KAaTaAM3aTOPOM QPUAOCOPCKON M
AUTEPATYPHOH pedAeKcUH 32 PyOEXOM, OKasbiBasi TAyOOKOE BO3ACHCTBHE Ha
MHOXECTBO ACATEACH HMCKYCCTBAa M I'YMaHHMTApHBIX Hayk. IJockoapky Tema co-
IpsDKEHA €O CeM$UKOI HHTEPTEKCTYaAbHOTO aHAAHM32, TAABHOU IIPOOACMOI
KOTOPOTO AO CHX ITOP OCTAETCS MMOUCK TOYHBIX KPUTEPUEB IPUCYTCTBHS TEKCTA
B TEKCTE, MHOTHE CAYYaH IPEACTABASIOTCA 3aTPYAHUTEABHBIMH AASL H3YYCHHUS.
B monorpadun cPpopMyAHpOBaHEI IPOOAECMBI KOMIIAPATUBUCTHKH, KOTOPBIC
eme npeacrout pemnts. OrtBeTcTBeHHBIN peaaktop E.A. Taasnosa tak ¢op-
MYAHMPYET LI€Ab PabOTHI: «II0Ka3aTh BOSMOXXHOCTH PA3HBIX METOAOAOTHYCCKHUX
peIICHMI BOIPOCA O MEKKYABTYPHBIX B3AUMOACHCTBUAX> (C. 100), 4€TO MOHO-
rpa¢usi, 6e3ycaoBHO, pocturaet. OHa TaKKE IIOAC3HA AASI IIEPEBOAYMKOB pyc-
CKOH AMTEPATYPBl, IOCKOABKY COACPYKHUT SIPKHE U HOBATOPCKHE PAbOTHI C I10A-
p06HI>IMI/I aHAAM3aMU IIEPEBOAOB (c. 15, 68, 123, 156).

Emé pas ormeruym, 4To MOHOrpadusi HHTEPECHA HE TOABKO pasHOObOpasueM
IPEACTABACHHBIX METOAOB, HO TAKOKe M OOMAMEM dKCKAIO3HBHBIX APXUBHBIX Ma-
TEPHAAOB: B IIPUAOKCHUH BIICPBBIC OIYOAHKOBAH TEKCT IEPBOII TEATPAAbHON
IIOCTAHOBKU 3anucox u3 nodnosvs A.-P. Aenopmauna Lesprit souterrain. Kpo-
Me TOTO, IIPEACTABACHBI IIEPBBIC IIPEAUCAOBHS K IIepeBoAaM moBectH Bo Ppan-
uuy, lepmanun, Beankobpurannu u Mraaun. Ony6ankoBaHb! apXUBHbIC MaTe-
puaasl Mureast aoe Yauamyno u JKyana [Tyasx-u-®Pepperepa, a Taxoke GpparMeHTsI
HTaABSHCKON MOCTAHOBKU MoxpoLii cHez 1 aBCTPAAUIICKOIN ONEPBI 3anucku u3
nodnosvs. CoOpHUK 3aKpbiBacT «bubanorpadus penennun “3amucok us moa-
moabsi B KyAbType EBpomsr u Amepuxu>, BKAIOYaOmas Bce M3BECTHBIE IIEpe-
BOABI ITOBECTH Ha €BPOIEHCKHE A3BIKU.

Monorpadus ykassIBaeT HOBbIC IyTH AAsL OYAYIIUX HccaepOBaHuUIL. AocTo-
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CBCKOBECACHHE, OE3YCAOBHO, HYXXAACTCSI B HOBBIX MECTOAOAOTUYECKUX PEIICHH-
SIX, IOCKOABKY HOBBIE TEKCTOAOTHYECKHE UCCACAOBAHUS ACMOHCTPHPYIOT YCTa-
PEBaHUE yKe CYLIECCTBYIOIHX PadoT.

Ecam «kaxpas aroxa AOAXKHA ITOAYIUTb CBOETO AOCTOEBCKOTO» (C. 44), TO,
u3y4asi BOCIIPHSTHE TBOPYECTBA ITOTO IUCATEAS] B APYTUX KYABTYPaX, MbI MO-
)KEM MHOTOE IIOHATh IIPO pasHblc Gpasbl pasBUTHs 3arapHOro MaiuiaeHus. Oco-
OCHHOCTH OTACABHO B3SITOH KYABTYPBI sIpY€ BCETO IPOSIBASIIOTCS B YCBAUBAHUU
€10 KYABTYPBI HHOCTPAHHOM. APYrUMHU CAOBAMMU, MbI CYMTAEM BO3MOXHBIM AO-
CTHIKCHUE ITOHMMAaHUs €BPONEHCKON U aMEPUKAHCKOM KYABTYP Y€pe3 IPHU3My
BOCIIPHSITHSI MHOCTPAHHOIO IIHCATEAs, IOHUMAHHSI CBOCTO dYepe3 “dysxoe’.
Hawm xaxercst, 410 B caydae A0CTOEBCKOro, Urypa KOTOpOro A0 CHX IIOp HMe-
€T BAMSHHC Ha 3amaae, TAKOM MOAXOA OCOOECHHO AGonbITeH. Aymaercs, 9To
HE MEHEE HHTEPECHBIM OBIAO ObI U3y4eHHUE CYABOBI AOCTOEBCKOrO-TIEpCOHAXKA B
[POUSBEACHHUSX PYCCKOM M MHOCTPAHHOM AUTepaTypbL.” PaboT 00 atoMm euie He
ObIAO HAITHCAHO — TEMA AO CHX IIOP SKAET CBOCTO HCCACAOBATCASL.

Hpuc YVuuenno

15 Spxumu npumepamu npeaomaeHus obpasa AOCTOCBCKOTO B XYAOKECTBEHHON AUTEpaType
MoryT cayxutb pomansl Q. M. b. Axynuna, u «71.» B.O. IleacBuna.
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Roberto VALLE,
Lo spleen di Pietroburgo. Dostoevskij e la doppia identita russa
(Soveria Mannelli: Rubbettino, 2021), 391 pp.

“Tsivilizatsiya razvivayet raznoobraziye oshchushchenyi tolko v cheloveke”. The
Dostoevskian belief that Civilisation develops diversity only in man is a warn-
ing that runs throughout Roberto Valle’s The spleen of Petersburg. Dostoevsky
and the Russian double identity, which is first and foremost an anthropological
treatise; a sort of anthropogenesis of the Petersburg human type’. From a sty-
listic and essayistic point of view, the volume fulfils two functions: an exegesis
of Dostoevsky’s thought starting from Petersburg (but only as a point of refer-
ence) and the genesis of a true authorial and methodological work (indeed, the
‘work of art’” provides the cue for the formulation of new historiographic and
literary sources on the culturological variant of Dostoevsky’s total life).

In Valle’s exegesis, besides dialectically characterising all Dostoevsky’s life
passages, some crucial nodes of the Russian writer and poet are desecretised:
from isolation (izolyatsiya) to the casual family (sluchaynaya semya), from the
cult of money (zolotoy paker) to the thousand faces of spleen (chandra) against
the backdrop of the vision of Petersburg (e.g. Petersburg Tales) as a tragic impe-
rialism (tragichesky imperializm).

In The spleen of Petersburg the category of spleen has a nomothetic value be-
cause it is through the perception of estrangement (e.g. Notes From the Un-
derground or The Demons) that the reader must -and ultimately wants to — go
through all the stages of Dostoevsky’s evolution of thought. More precisely, the
idea of Spleen is the guide for the philosophical-political and genealogical in-
vestigation of some aspects of ‘dostoevskism’ from the perspective of St. Peters-
burg.

Spleen embodies the double of the Russian-European nature and the du-
al character of Dostoevsky. The perception of the melancholic backdrop of his-
tory against St Petersburg’s wallpaper is like a revelation of that huge negativity
which becomes, at the same time, a satire but also an antidote, as an existential
fading. Spleen as a desperate will to power is an escape from the boredom and
repetitiveness of history. Moreover, spleen is melancholy, yearning, dreariness,
but also the search for ecstasy. The spleen has ultimately the ambivalent charac-
ter of an ironic detachment and a disappearance.

In the first chapter, The spleen of Petersburg provides exactly the reader with
the tools to understand Russia’s dual identity. The “atrophy of the individual” is
contrasted with the “hypertrophic reality”, since man is both victim and author
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of his own tragedy. But, together with abyss (bezdna), absurdity (absurd), and
boredom (skuka) the elements of the Petersburg’s metropolitan spleen (e.g. The
Double or Crime and Punishment) constitute in some ways even the reasons for
a desire to escape into the beautiful and sublime (e.g. 7he Meck or The Idiot). In
fact, besides a meaning of suffering, isolation takes also on a meaning of other-
ness (chuzhdost’).

In the second chapter, spleen becomes the pattern of the anthropological
and political iconography of nihilism. Valle shows the dostoevskian ‘common
man’ among other things disappearing in the horizon of the failed revolution
of 1848. The metapolitics of Petersburg is equivalent to the phenomenology of
power and the underground in which it is developed an aesthetics of history as
a threshold.

In the third chapter the dualism that characterises Dostoevsky’s thought is
reconfirmed because the duality of the demon of destruction is balanced with
the God of resurrection. Valle reconstructs the story of the transformation of
Dostoevsky’s beliefs as the Russian author slips from utopian socialism to fallen
man (e.g. Poor People) and sings from the cradle of the modern world.

For Dostoevsky, the descent into the underworld is the way to unravel the
most occult mysteries of civilisation (#sivilizatsiya). That descent into the un-
derworld (pochva) whose narration and evolution began slowly from the begin-
ning of the volume, is frankly blown wide open in chapter four, where the time
horizon of capitalism (e.g. Winter Notes on Summer Impressions) is shown.

Valle’s exegesis continues through an examination of the ‘superman’ and
the revolutionary (revolyutsioner) in chapter five. For Dostoevsky the histori-
cal man, simulacrum of a search for replicas of history, would not have changed
due to external causes but only as a result of a moral change. What is certain is
that revolutionary nihilism and eudemonistic nihilism take concrete form in
the features of faces of the man of grudge (0bida).

Self-destruction and self-preservation, like all the other categories of Dos-
toevskian logic, seem to coexist (e.g. 4 Writer’s Diary) in a painful but sol-
id competition. The sixth chapter is a discussion of the combination of revo-
lution and conservation from a european perspective. The social and political
environment of St Petersburg that becomes narrative is portrayed as a factor
that de-empowered and depersonalised the individual. Dostoevsky himself had
written “we are revolutionaries out of our own necessity, perhaps even to be
conservatives .

As if to seal the farewell, the seventh chapter deals finally with the exo-
dus. In the exodus all the elements that have differently ringed the story of the
Dostoevskian parable are re-joined. Dostoevsky denies the struggle for surviv-
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al and condemns the gastrolatry of civilization. The condemnation and piety
towards the psychic degradation of man are also investigated from the mysti-
cal point of view; for example, through the figure of Ivan Karamazov as a ni-
hilistic theologian.

The prophecy of the exodus in the spleen is equivalent to the awareness that
if the split between the intelligentsiya and the people had been recomposed as
an incessant movement between errance and nostos would have revived that
unspeakable otherness of Russia removed from oblivion by the spleen of Pe-
tersburg.

The kingdoms of the bourgeoisie have ultimately decomposed and disrupt-
ed European society, channeling it for several centuries. Dostoevsky revealed
the terminal paradoxes of the bourgeois-industrial era (smeshnogo cheloveka)
with which appeared Crystal Palaces, terrible cities, universal expositions, the
myth of unlimited progress...

The originality of the book lies also in the precise reconstruction of this od-
yssey, beyond the simplifications that have identified Dostoevsky’s political
thought with some ideological horizons (spiritualism, conservatism). With the
interpretative contribution of Valle not only Dostoevsky is detached by such
ideologues, but it is vice versa placed in the center of an historical aesthetic of
the spleen, which is irreducibly melancholic and satirical.

The book addresses not only specialists, but also a wider audience oriented
to understand, through Dostoevsky’s political and philosophical thought, the
era of post-history and completed nihilism.

The Dostoevskian parable is used by Valle as a tool to reflect within ‘meta-
politics, ‘meta-literature] ‘meta-art. Valle’s work is also a sort of meta-language
that provides the reader, not only the stimulus to read Dostoevsky, but to re-
read reality through a metabolization of the writer. In this sense, beyond the
original exegesis of the Petersburg spleen, the volume presents itself to the read-
er as a real work of authorial art that rising from prose comes to represent a
complete as well as complex artistic production. Reading The spleen of Peters-
burg “gives the impression of sinking into the mud of the streets of Petersburg”
as stated in the review by the literary critic Matteo Marchesini, because the
style at the end becomes the “work itself”

As for the originality of Valle’s style and the courtship of its object, namely
Dostoevsky, it is as topical as its theme is, because “the singular and tragic com-
plexity of Dostoevsky’s political thought allows — says Valle — contemporary

1 See: Matteo MARCHESINT, “Lo spleen di Pietroburgo’, Critica e militanti, 4 marzo 2022,
hteps://www.radioradicale.it/scheda/661067/critica-e-militanti
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man to orient himself, without adhering to the wildly post-drift of an era of de-
nial and uncertainty that saw the rapid dissolving of ideologues who seemed
successful and whose acute gaze of the great Russian writer had glimpsed the
transience”. As confirmed also by Rowan Williams “many of the anxieties that
we think are quintessentially 21st century are quite ubiquitous in Dostoevsky’s
work”.

Renata Gravina
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Imua AUMUTPOB (OT1B. pea.),

Aumponoasozus Jocmoesckozo: Yenosex xax npobaema

u 06vexm usobparxcenuss 8 mupe Jocmoescxozo.

Mamepuasvt mercoynapodnozo cumnosuyma

(Codus: Boarapckoe 06mecTBo AOCTOEBCKOrO, 2021), 416 C.

Eﬁuﬂeﬂue co Xpucmom KAaK 0CHOBHAS cmpamezwz ﬂpEOaO/LeHI/Ul depOﬂO/LOZ%’IK'
CK020 Kpu3umy,40€moeecmzo

OAHHMM U3 BaXKHBIX KYABTYPHBIX COOBITHII 2021 TOAA CTAA 200-ACTHUI F0OHACH
Aocroesckoro. ITo BceMy Mupy oH OblA OTMEYCH HAyYHBIMU KOH(EPCHIIMS-
MU PasHBIX YPOBHEH, CEMUHAPAMH, BHICTABKAMH, H3AaHHEM KHUT. V13 MaciuTa6-
HBIX MEPOIPUSATHI, OPraHU30BaHHBIX Ha baakaHax, caeayer 0co6o ormeruts I
MexayHapoaHBIii cuMnosuyM « AHTponoasorus Aocroesckoro. YesoBex kak
npobaeMa u 00beKT U300paxkeHHs: B MUPE AOCTOEBCKOr0>, KOTOPBII COCTO-
siacst B Codun 23-26 OKTA0ps 2018 T, a TaKoKe UpaHKE COOPHUKA €TO MaTepua-
A0B B 2021 I. CUMIIO31yM, TaKUM 00pasoM, IBUACS COOBITHEM, IIPEABAPSIOLIUM
200-ACTHE NUCATEAS, 2 COOPHHUK €rO MaTEPUAAOB YBHACA CBET COOCTBEHHO B
106uAerHbIA roa. OTMeTnM, 9TO 2018-1 rop, Koraa 6s1a nposeaeH Cummnosuyw,
— 3TO TOXKE 3HAKOBAasI AATa: I1SO AET Ha3aa, B 1868 I., ObIA BIICPBBIC ony6Am<o—
BaH pomaH Mduom — He cay4aiiHO OTAeAbHas cekuus Ha CuMmosnyMme u, cooT-
BCTCTBEHHO, OTACABHASI 'AaBa B COOPHHUKE €r0 MATCPUAAOB ITOCBSILICHbI UMCHHO
3TOMY POMaHY.

Opranusaropamu cuMnosuyMa BblcTynuau boarapekoe obmectBo Aocroes-
ckoro, MuctutyT anteparypsr Boarapckoit akapemun Hayk, Coduiickuit yHu-
Bepcuter uM. Cpsatoro Kaumenrta Oxpuackoro, Harnyonaasnsiii auteparyp-
b1t Myseii (Codus), Myseit xpuctuanckoro uckyccrsa (Codust) npu ygactun
Hanponaasnoro auteparyproro myses, HarmonaasHoit rasepen «Myseit xpu-
CTHAHCKOTO HCKYCCTBa>», [0CYAQpPCTBEHHOTO My3est HICTOPUH PYCCKOH AUTEpATYy-
pbt uM. Ba. Aaast (Mocksa) u SInonckoro o6mectsa Axupst Kypocassr.

[TpoBeaeHue cuMo3nyMa 6BIA0 HHULIMHPOBAHO A. ¢.H., Ipod. IMuaom Au-
MHTPOBBIM, B Pa3sHOCTOPOHHEH (OCYIIECTBASIEMON Ha IIEPECCICHUH GOATaPHCTH-
KM, UTAABSIHUCTUKU U PYCHCTHKM) HAYYHOH ACATEABHOCTH KOTOPOTO H3Y4CHUE
TBOpYecTBa AOCTOEBCKOro 3aHuMaeT ocoboe Mecto. Korpa-ro nmo mpoureHnu
pomana HMouom mup ans cryaeHTa-draocodpa AUMHUTPOBA NIEPEBEPHYACS, U C
TEX IOP HUCCACAOBATEAb HHKOIAQ DOACE HE PACCTaBAACS C AIOOMMBIM aBTOPOM:
3HAYNTEABHAS YaCTh ONyOAMKOBAHHBIX MM Hay4HbIX pabor (a ux 6oace 350) mo-
CBsIllCHa MMEHHO TBOpuecTBY AocroeBckoro. B 2011 . mpodeccop Aumurpos
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opranusosaa B boarapuu O61iecTBo AOCTOCBCKOTO U CTaA €ro IPEACCAATCACM.
Lleab obLiecTBa 3aKAIOYACTCS B CHCTEMHOM HCCACAOBAHHMHU M MONYASIPU3ALIMU
TBOpyccTBa AocToeBckoro B boarapuu u Apyrux crpanax mupa. Jaenst obue-
CTBa IIPOBEAU CBBIIIE SO 3ACEAAHUH U U3AAAU TPU TOMA asbMaHaxa Jocmoesckus:
Mmucea u 00pa3. Haydnbie cratby, oryOAMKOBaHHbIC B aABMaHAXaX, IOAYYHAH Pe-
30HAHC cpeaH yueHbIX u3 lepmanun, Poccun, Mcnanuu, Mrasun.

Tema Cumnosuyma u cOOpHHKA €ro MaTEPHAAOB OTPAXKACT TAABHYIO TEMY
TBOpYecTBa camoro AocroeBckoro: «YesoBex ecTp TaiiHa...». AaBHO 3ameue-
HO, YTO IIMCATEAS] MAAO UHTEPECOBAAH OOLICCTBCHHBIE GOPMBI KU3HH, YKAAA,
KPECThSHCKUI BOIPOC U MPOYHE AKTYAABHBIC AASL TOTO BPEMEHH TEMBI — €O
UHTEpec ObIA COCPEAOTOYCH Ha YEAOBEKE, B3ATOM B cBoei cyTu. Kak us Hoso-
ro 3aBeTa YXOAUT KOCMOTOHMsS M MCTOPUS OOICCTBEHHBIX OTHOLICHUH, a Ha
cMeny uM npuxoaut tema CraceHus yepes npuobuenue k sxeprse Cracureas,
TaK YXOAUT COLIMAABHAsI U IPUPOAHAs TpobAeMaTHKA U3 TBOpUYecTBa AOCTOCB-
CKOT'O, M OCTA€TCSI B HEM TOABKO 9EAOBEK — OCO3HABIIMI CBOE IIOAIIOABE M CBOIO
6ecriomoryHocTh B 60psbe ¢ HuM 6e3 momomu Xpucra. CobcTBEHHO B 3TOM
U COCTOMT HOBH3HA €r0 XYAOXKECTBEHHOH aHTPOIIOAOTHMH — MMEHHO XYAOXKe-
CTBCHHOM, 6O 11O CyTH CBOCH Takasi aHTPOIIOAOTHSI SBASIETCS. XPUCTHAHCKOM.
OaHako HHKOTA2 A0 AOCTOEBCKOTO COOCTBEHHO XPHCTHAHCKAS AHTPOIIOAOTHSI
HE CTAHOBHAACh OCHOBOI aHTPOIIOAOTHH XYAOXKECTBEHHOH. XYAOXKECTBO BCETAL
Tpe6OBaAO 3EMHOTO, IAOTSHOTO U AYIICBHOTO (HO HE AYyXOBHOTO), 4€TO MHOTO,
KOHEYHO, U Y AOCTOEBCKOTO, BOT TOABKO HHTEPECYET OHO €I0 UMEHHO B aCIIeK-
T€ BO3MOXKHOCTH €r0 NPeoOpaskeH s

IIpumedareAbHO, 9TO TaK PACCMOTPEHHBII YE€AOBEK, TO €CTh B ACIIEKTE BO3-
MO>HOCTH IPCOAOACHUS YKA3aHHBIX HA4aA, CTAA NIPEAMETOM HM300pasKeHUs
y AOCTOEBCKOrO B €ro MO3AHEM TBOPYECTBE — B PAHHHUX IIPOUBBEACHUSAX de-
AOBEK ITPEACTABACH BO MHOTOM TPAAMIIHOHHO, TO €CTh B ACHEKTE 3aBUCHMO-
CTH OT IIEPEYUCACHHBIX $aKTOPOB. 3aKOHOMEPHO B CBSI3H C ITUM, YTO IIPEUMY-
LICCTBEHHOE OOABIIMHCTBO AOKAAAOB B COOpHUKE MaTepuasoB Anmponorozus
Aocmoescrozo nocpsimeno pomanam [ IatukHiwkus u Masoi npose us Juesnu-
Ka nucamens, TAC TAKOH B3TASIA Ha YCAOBEKA ITOAYYHUA OKOHYATEABHOE 0POPM-
ACHHE.

B cbopuuxe Aumponoroeus Aocmoesckozo onyOAMKOBAHO 40 CTaTed Ha
Tpex OQUIHAABHBIX S3bIKAX CHUMIIOSHYMa — OOATApPCKOM, PYCCKOM M aHTAMH-
ckoM. Komnosunus cb6opHuka oTpakacT eCTECTBEHHBIH XOA Hay4HOTo $popyma
BO BCEX ACTAASX U CO3AAET AAS YUTATEAT IPPEKT HEIOCPEACTBEHHOTO MOTPY-
XKeHUs B arMocdepy MeponpuaTHs. BerynureabHas wacTh BKAIOYAET OQHIU-
AAbHBIC TIPUBETCTBHA M CAOBA HA OTKPHITHH cuMIiosuyma. [ Ipnaoskenue coaep-
sxurt [Iporpammy meponpusTus.
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TemaTndecku cOOPHUK MOACACH Ha TPH YACTH, 9TO OTOOPaXKaeT peaAbHOE
PACIIPEACACHHE AOKAAAOB IO CEKLIMSIM B XOAE CUMIIO3uyMa. B pacripeaeacHun
cTareil O YacTsAM COOPHHUKA MBICAb COCTABHTEASI ABUTAAACh OT OOILETO K 4acT-
HoMy. Tak mepBast 4acTh IOCBSIIIICHA aHTPOIOAOTHH AOCTOEBCKOTO B cBeTE dU-
AOCOPCKOI aHTPOIIOAOTHU U €BPOICHCKON KYABTYpbl XX B., BTOpasi Cy>KacT
KOHTEKCT 3TOH IPOOACMATHKH AO PYCCKON PEAMTHO3HO-PHAOCOPCKOM MBICAU
U PyccKoil KyAbTYpbl XX B., 4aCTh TPEThsI, KAK OTMEYAAOCH BBIIIE, ITOCBSIICHA
pomany H0uom 1, COOTBETCTBEHHO, IPOOAEME YEAOBEKA B HEM.

Oco6eHHOCTD KOMIIOBULIMU COOPHUKA 3aKAIOYACTCS B TOM, YTO CTAThs
C.C. Xopysmcezo, mOCBAIEHHAS 3CXaTOAOTHH AOCTOEBCKOTO, BBIHECEHA BO BCTY-
IIUTEABHYIO 4aCTb. TO OOYCAOBACHO HE TOABKO MACIITAOHOCTBIO U TAYOMHOM
HCCACAOBaHHsS, HO U CBOCOOpasreM TeMbl. AHTPOIIOAOTHIO M ICXATOAOTHIO B
paMKax AOIMAaTHYECKOTO OOrOCAOBUS TPAAULIMOHHO PACCMATPUBAIOT KAK ABA Ca-
MOCTOSITEABHBIX paspcad. OAHAKO ICXATOAOTHSI KaK YYECHHE O KOHIIE MHUpPa MO-
KET PACCMATPHUBATHCA U KAK YaCTh AHTPOIIOAOTHH — B CBETE TOr0 PaKTa, 4TO MUP
6Ob1a cotBOpeH Borom dis yeaoBeka. Tak 4TO 3aKOHOMEPHBIM SIBASIETCSI M CAMO
IPUCYTCTBHE 3CXaTOAOTUYECKON MPOOAEMATHKH B cOOpHUKE paboOT 110 aHTPO-
IIOAOTHH, ¥ KOMIIO3ULIHOHHOE 000COOACHHE COOTBETCTBYIOLIEIO AOKAaAL. B 11e-
AOM BaKHO OTMETHTb, 4TO A0KAap C.C. Xopyero 3apacT 3CXaTOAOTHYECKHE
KOOPAMHATBI aHTPOIOAOTHH AOCTOEBCKOrO, ¥ 3TO COOTBETCTBYET KAK MHTEHIIH-
SIM IIHCATEASI, TAK M 3aIIpocaM coBpeMeHHOro mupa. Kak pokassiBaer yueHsiii,
«TAQBHBIH ICXaTOAOTHYECKUI CIieHapuil AOCTOEBCKOrO — 3TO COEAMHEHHE CO
Xpucrom>». IIpu aTOM B MO3AHHX POMaHaX IHCATEAS IPEACTABACHA OPUTHHAAD-
Hasl CAABSIHOQUABCKASI PEAYKLIMS 3TOTO 6a30BOr0 IPaBOCAABHOTO CLICHAPUSL.

CraTby, BKAIOYCHHBIC B IICPBYIO 4aCTh COOPHHKA, B OOABLIMHCTBE CBOCM
IPEACTABASIIOT 00pasLbl GOrOCAOBCKOrO U PUAOCOPCKOrO, a TAKKE OTYACTH
IICHXHATPHYECKOTO aHAAM30B. TaK, AmoHcKuil uccaepoBareab 1oepyca Kunocu-
714 TIOKa3bIBACT OCHOBOIIOAATAIOIIYIO POAB (BSITOOTEYECKOH HACH « CMHPEHHO-
MYAPHSI>» B TBOPYECTBE U AMMHOM cyabbe mucareast. Oco0oro BHUMaHMUS 3aCAy-
JKUBACT 3aKAIOYCHUE YYCHOTO 00 yraybACHHHU U ITOCTEHCHHOM POPMUPOBAHUN
«CMHUPECHHOMYAPHS» B HPABCTBEHHOM PasBUTHU AOCTOEBCKOTO, a HE O TaK Ha-
3bIBACMOM «IIEpEMEHE YOEXKACHUII>», IPOUCIICAIICH B PE3YAbTATE KaTOPIU U
ccpiaki (c. 103).

B crarbe utasbsHckoro yuenoro Axkysenmne [unu uccaeaynorest ocobenHo-
CTH BHYTPEHHETO MHPA T€POEB B CBETE Bocxoasuiero K [locranuam An. Ilas-
A4 YYECHHSI O AyXOBHO-AYIICBHO-TEACCHOM €CTECTBE YEAOBEKA H AKIIEHTHPYETCS
OCO3HAHHUE [THCATCACM HEOOXOAUMOCTH IIPEOAOACHHUS HE TOABKO TEACCHOTO, HO
M AYILICBHOTO HA IIyTH BOCXOXKACHHS Y€AOBEKa OT obpasa K moaoburo boskuo.
Takoll acreKkT paccMOTPEHMST MOXKHO CYMTATh HAUOOACE AACKBATHBIM AASI IICP-
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COHa>KHOTO YPOBHs A\ OCTOEBCKOTO, KOTOPBIH CaM CYUTAA ceOsI He IICUXOAOTOM,
HO «PEAAHUCTOM B BBICIIEM CMBICAC> .

Moaopoit cepbekuit uccaeaoBareas Aasaps Muienmuesus B 04epeAHOI pa3
obpamaercs x npobaemaruxe [1osmss 0 Beanxom unxeusumope. MusentueBud
HCXOAUT U3 TE3HCA O TOM, YTO Pa3AMYHBIC IIPEACTABACHUS 00 UCTHHE «BeChMa
HEOOXOAMMBI B IIpoLecce MPUOAMDKEHHS K Hel». B cooTBeTcTBUM € 9THM, HHK-
BU3UTOP TPAKTYETCS KAK SBACHUE U3 YHCAA TEX, KOTOPBIC «YTBEPXKAAIOTCS Ye-
pe3 OTPULIAHHE U OTAAACHHE> . TaKas TPAKTOBKA TATOTEET K THOCTUYIECKOH 110
CBOEH CYTH YCTaHOBKE, BRIPA)KEHHON I'€TEBCKUMHU CTPOYKAMU « 5] gacTs To cu-
ABIL, 9TO BEYHO XOYET 3A2 U BEYHO COBEpUIACT OAaro», U nepebpacbiBacT Mo-
CTUK K Apyromy Aokaapy — Auexces Kosvipesa (Mocksa), KOTOpEBLi aKTyaAusu-
pyeT B cBoci paboTe BOIPOC O OAH30CTH MHPOBO33PEHHSI OTACABHBIX [EPOCB
AOCTOEBCKOTO K AOKTPUHE THOCTULIM3MA. B 4acTHOCTH, B KaueCTBe «IIpepMe-
Ta THOCTHYCCKHUX AAAIO3HH>» PACCMATPHUBACTCS «HCIIOBEAAHME Bepbl» [BaHa
Kapamasosa B rsitoit raase pomana bpames Kapamasoss: “Pro u contra”. I'lpu
3TOM BBIBOA aBTOpPa O TOM, 4TO «00pa3s [Bana Kapamasosa okassiBaercst 6au-
e COBPEMECHHOMY YCAOBEKY, YeM MCHEE PEAbEPHDIN U B YEM-TO AAXKE UKOHUY-
Hb11 06pas crapua 3ocumbr» (c. 95), He IPEACTABALCTCA GECCIIOPHBIM.

Omun Aumumpos cOCpeAOTOUMBACTCS HA TalHE I10AQ KAK OAHOH U3 ILICH-
TpaAbHBIX IpobaeM B aHTpomosorun Aocroesckoro. FccaepoBateap orme-
9aeT, 9TO AOCTOEBCKOMY <«4yXXAO THOCTHYECCKOE IIPE3PECHHE K TEAY U IAOTH,
[OJTOMY IPOOACMATHKA [10AQ U CEKCA BIIOAHE CCTCCTBCHHA AASL €IO XYAOKE-
cTBeHHOTO Mupa» (c. s51). (D10 HabAlACHHE, KpOME IPOYETO, AOGABASCT Bax-
HBIN TIOACMHMYECKUI IITPUX K OCMBICACHHIO ITPOOAEMBI «AOCTOEBCKUIT U THO-
CTULIU3M>», aKTyaAsusupoBaHHoH B ctatbe A. Koswipesa). Kak mopuepxusaer
HCCACAOBATEAD, BOIIPOCHI ITAOTH H MOAQ IIOAYYAIOT Y AOCTOEBCKOTO PEAUTHO3-
HOE M3MepeHHE. |PaAUIMOHHASI AaHTPOIIOAOTHYECKASl TPHAAA «AYX-Aylla-Te-
AO>, PACCMOTPEHHASI IIPUMEHUTEABHO K IIEPCOHAKAM AOCTOEBCKOTO B YIIOMSI-
HyTOH cTatbe Asxysemie [uHu, peAyLipyeTcst 3A¢Ch, B COOTBETCTBHH C TEMOI],
AO <TPHAABI CEKCYAABHOCTH> <« CTPACTb-CAAAOCTPACTHE-PABPAT>, ABTOPCTBO
KOTOPOU MPUHAAASKHUT cobcTBeHHO O. Aumutposy. Hapeaenue “crpactu” no-
AO>KHTEABHBIMU KOHHOTALIUSIMH, TOHMMAHHUE €€ KaK «BOIAOIICHUS XPUCTHAH-
CKOM AIOOBHU-CcOCTpasaHus (ararme)» N COOTHECCHHE €€ C TICPBBIM YACHOM CIIe
OAHOH TPHUAABl «AHMK-AMI[O-AHYHHA/MaCKa» HPEACTABASICTCS BECbMa OpPHUIH-
HaAbHBIM. [ To MHEHUIO y4€HOTO, TOHMMAaHUE CTPACTH KaK AIOOBH-COCTPAAAHUS
HOAACP)KMBAETCSI OAHUM U3 3HAYCHUI CAOBA CTPacTb — ‘cTpapanuc. OpHaKo, ¢
AMHTBHCTHUYECKOH TOUYKHU 3PCHUS, (/72pAcims B 3HAYCHUH ‘CTPAAAHUE U (TPACIL
B 3HAUCHHMH CHABHOC BACUCHHE — 3TO CKOPEE MEXKBS3BIKOBBIC (LIEPKOBHOCAA-
BSIHCKO-PYCCKHE) OMOHUMBIL. | [oHMMaHMe cTpacTn Kak AIOOBH-COCTpapaHHS B
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IPOTHBOIIOCTABACHUH CAAAOCTPACTHIO OYEBHAHO PACXOAUTCSA CO CBATOOTEYE-
CKHUM, PaBHO KaK U aMOMBAaACHTHAsI TPAKTOBKA CAMOTO CAAAOCTPACTHS, U cOAU-
XKAET AAHHOE HCCAEAOBAHHUE IO CBOMM METOAOAOTHYECKHUM YCTAHOBKAM C TPAK-
TOBKAMH 3TOH TeMBI Y AOCTOEBCKOTO NPEACTABUTEASIMH PYCCKOH PEAMTHO3HOM
¢usocopun Hagasa XX B.

Ipymma crareil B mepBOi 4acTH IOCBsICHA poMaHy becss, 1 3TO IMOHATHO
— pOMaH OKasaACsi HauboAce PE3OHAHCHBIM AAS PUAOCOPCKOH AHTPOIIOAO-
run U eporneiickoit kyabrypol XX B. Tax, Huna JAumumposa craBut Bormpoc
00 aACKBaTHOCTH IICHXUATPUIECKOTO ITOAXOAQ AASL HHTCPIIPETALIUY IIPOHU3BE-
AeHHIT AOCTOEBCKOro, B YaCTHOCTH ITOBEACHHS TAABHOTO reposi pomana beco.
Paccmotpe HanboAee 3HAYMMBIE IICUXUATPHYCCKUEC HHTEPIIPETALIUH, UCCACAO-
BATCABHHI]A ACAACT BHIBOA 00 MX HEPEACBAHTHOCTH ABTOPCKOMY 3aMBICAY. JTO
OOBSICHACTCS TEM, YTO ITATOAOTHS XAPAKTEPOB €rO IEPCOHAXKEH YXOAUT CBOUMU
KOPHSIMH B AYXOBHYIO, 2 HE B [ICHXOAOIHYECKYIO cepy, U B pomane becss «pedsb
HACT O ACMOHH3ME, a HE O CyMacecTBUu» (c. 143). OTAQBast AOAKHOE AAHHOM
TOYKE 3PEHUSI, OTMETUM OAHAKO, YTO COBPEMEHHBIC [IPABOCAABHbIE IICHXOAOTH
HE CKAOHHbBI PAAMKAABHO IIPOTHBOIIOCTABASTD IICUXHYECKUE U AYXOBHBIC 60-
AC3HH, TIOCTYAUPYS YTO IIPUYHHON AIOOOTO IICUXUYECKOTO 3a00ACBAHUS SIBASI-
€TCsI TOPAOCTDh KaK AMYHBIN Ipex U/UAau poAoBor. Puaunn Kymarnos (Cocl)m{,
Boarapust) mocBsTHA CBOIO CTaTbIO MPOGAECME AOHOCHTEABCTBA Y AOCTOECBCKO-
ro, B YaCTHOCTHU B poMaHax [lodpocmox n becvi, 1 IPOAEMOHCTPUPOBAA €€ AKTY-
AABHOCTb AASL DOATAPCKOTO OOIECTBA COLMAAMCTUIECKOTO U OCTCOLMAAUCTH-
veckoro nepropoB. K aroit cratbe Tematndyecku 6AM3Ka paboTa UTAABSIHCKOM
uccaepoBareAbHULl Aseccandpor Eausvr Busunonu, paccmorpesuieil GpeHOMEH
“mmrascBmuub’ (o Gpamuauu aBropa 31oii AoktpuHs [llurasesa, opHoro us
repoes pomana becsr) — cBOcOOPasHOI COLIMAABHOM YTOINH, “3€MHOTO past’ 110
tuny ['YAATQA, rAaBHBIME YCAOBHSIMHE AOCTIDKEHHUS H CYIIECTBOBAHUS KOTOPO-
o SIBASIIOTCS LIITHOHAX U AOHOCHTEABCTBO. BUBHHOHH IIPOBOAUT ITapaAA€Ab
MEXAY “IIMTAaACBIIMHOM ¥ CTPATETHSIMH MAaHMIYASLJMH KOAACKTUBHOM IIa-
MSATBIO, UCITOAB30BaHHBIMHU B XX B. Hanu¢amusmoM. MccaepoBareas us Pyp-
ckoro yuusepcurera (lepmanust) Kpucmog Iapemxa cooTHOCUT naeu poMaHa
Becyt ¢ eme 6oace OAMBKMMHU K HaM I10 BPEMEHH COOBITHSAMU H CIPOBOLIUPO-
BABILHMMHU HX HACSIMH. B €ro craTbe mpeACTaBACHBI, B YACTHOCTH, PePACKCHH 10
nosopy kuuru Auppe Iarokemana Jocmoesckuil wa Marxammene, HanucaHHOH
I0A BAMsHHEM TepakTa 11-To ceHTsiops. Kpucrod Tapcerka passusaer mbicab
¢pannysckoro ¢pusocoda o cxoacTse pruaocopuu camopaspyureHust Kupuaso-
Ba, Teposi pomaHa becas, 1 HCAAMCKOTO TepPOPUCTA ATTHI, COBEPIIHBIIIETO YIIO-
MSIHYTBIN TepakT. BakHO, YTO 3TO CXOACTBO BBIPACTAET IOBEPX ABYX IPOTUBO-
pEeYALMX APYT APYTY OHTOAOTMYECKUX YCTAaHOBOK: «BCE OBIAO OBl paspeeHo,
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ecau Ol #e bvtio Bora» u «...ecan boz ecms, TO Bee, paxxe yOUHCTBO THICSY He-
BUHHBIX HaOAIOAATEACH, AOSBOACHO...» (C. ISI), TO €CTb U3 y3ypPIHPOBAHHOTO
9EAOBEKOM ITpaBa BepuHTh boxkuii cya. B arom eMeicae paccysxpenns Kpucro-
¢a [apcTky mepeKANKAIOTCS €O CTaThell OPa3HABCKOM HCCACAOBATCABHULIbI 122-
uc Yasec, B paMKax KOTOPOI IIPEACTABACHO OCMBICACHHE (pEHOMEHA CaMOyOuii-
CTBa KaK «aHTPOIIOLICHTPUYECKOTO aAd>», KaK MeTadopbl KATaCTPOPHIECKUX
PE3YABTATOB COCPEAOTOYCHHUSI «TOABKO Ha aHTPOIOLICHTPHYECKOH CTOPOHE
JKU3HHU >, UAH MHAYe MTPOXXUBAHHS KU3HU BOIIPEKU OCHOBHOMY aHTPOIIOAOTH-
4ECKOMY CIICHAPUIO, IIPEAIOAATAIONIEMY CAUHEHHE CO XPHCTOM.

Cpeau crareil, IPeACTaBACHHBIX B IIEPBOH YaCTH, MO>KHO BBIACAHTbH HEMHO-
FOYMCACHHYIO IPYIIITY, TAC MEPOBO33PCHHE ITUCATEAS] COOTHECEHO C OCOOCHHO-
cTsIMH €ro nod3Tuku. lax, Posanna Kasapu (BepraMo, Uraaus) Pa3MBIIIASIET O
BKAAA€ B M3YYCHHE TBOPYECTBA AOCTOEBCKOrO KHHUI'M HTAABSHCKOTO GHAOCO-
¢a Pemo Kanronu Kpusuc werosexa. Quaocopckoe moimnenue Jocmoesckozo u,
B YAaCTHOCTH, O BBIABACHHOM $HAOCOPOM CXOACTBE MEXAY poMaHamu Aocro-
€BCKOTO U omnepaMu BepAu ¢ XapakTepHBIMU AASL HUX MEAOAPAMATH3MOM, I10-
AVDKaHPOBOCTBIO, COEAMHEHHEM BBICOKOTO M HHU3KOTO CTUAMCTHYECKOTO PETH-
cTpoB. Benrepckas nccaeposareavunna Aenems Ayxxon (Bypanemr, Benrpus)
CTaBHUT BOIIPOC O TOM, TI0YEMY «YEAOBEK C AMUTECTOM>» (<« MAACHBKUII», «ITOA-
IOABHBI>», <«AMUIIHUH>», <«CMCIIHOU>» U <<CBCpX‘ICAOBCK>>) UTPACT CTOAb
BaXXHYIO POAb B pycckoil auteparype XIX B., u mokasbiBaeT, KakKUM HMEH-
HO COAEP>KAHHEM HAITOAHEHBI COOTBETCTBYIOIHE AHTPOIOAOIHYECKUE TUIIB ¥
Aocroesckoro. Huxuma Hanxos (Banvaxoy, CIIIA — Kuraii) cocpeporoun-
BaeTCsl HA MPOOAEME COCYILIECTBOBAHMS CBOOOABI M HECBOOOABI, PABEHCTBA U
HepaseHcTBa B reposix Aocroesckoro. Ecau cootHectu aty mpobaemy ¢ aHTpo-
IIOAOTMYECKHMH TUIIAMH, NPOAHAAUBUPOBAHHBIMU B cTarbe ArHem AyKKOH,
TO MOXXHO CKa3aTh, YTO B OOABLICH CTEIIEHU TAKOTO POAA aMOMBAACHTHOCTH Xa-
pakTepHa aast “moanoasHoro. H. HaHkoB nccaeayer reHesuc mpeacTaBacHUI
O NPOTHBOPEIMBOM CAMHCTBE (He)cBOGOABI M (HE)PaBEHCTBA, BUAS MX MCTOK
B nacororuu IIpocBemenns, a Takke Crocobbl XyAOKECTBEHHOTO BOIAOLLC-
HHSI 9TOTO NPOTHBOPEYHs ¥ AOCTOEBCKOro, B 4YaCTHOCTH Ha IPUMEpPE poMa-
Ha Hzpox u noBectu Kpomxas. ITocaepAHeMy IpOH3BEACHUIO IIOCBANIECHA U pa-
6ota Hearna Ecayrosa (MockBa), KOTOPBII 3aAa€TCS BOIPOCOM, <SIBASICTCS AH
“KpoTkoe” caMOYOHMICTBO I'€POMHH IOIBITKOM HAKA3aHUS IePOsi-PacCKas3uu-
Ka MAM €€ TIOCACAHEH OTYasIHHOM MOIBITKOM cracTu B HeM 06pas Boskuit» (c.
112). MlcnioAb3yst HappaTHBHbII aHAAU3, HCCACAOBATEAD IPEAAATACT OPUTHHAAD-
HYIO HHTEPIIPETAIIMIO IIPOU3BEACHHS, B PAMKAX KOTOPOIl ACAAET BBIBOA B IIOAB-
3y Broporo cyxpcHus. OAHAKO CaM HCCACAOBATEAb MTOAYEPKHBACT, UTO, XOTS
1oBecTb HasbiBacTCsA Kpomxas, MOBECTBOBAHUE BEACTCA B HEH OT AHIIA 3aKAAA-
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YMKa ¥ 00 UCTHHHBIX HAMEPEHUSIX TCPOMHU YUTATEAb HUYETO HABEPHSIKA 3HATD
He MOXeT. B cBete aToro Tounee 65140 OB CKa3aTh, YTO CAMOYOUIICTBO FepOMHU
MOJKET CTaTh AASI TEPOSI HAYAAOM AYXOBHOH TpaHC$OPMAIHU, KOTOPAs yBEHYa-
eTCSL PAAUKAABHBIM AYXOBHBIM IIpeoOparkeHHeM. TaKoil BBIBOA OIPaBABIBACTCS
KOHTEKCTOM BCEro TBOpYecTBa AOCTOEBCKOTO C LIEHTPAABHOM AASL HETO HACEH
IpeoOpaXkeHHUs: AMMHOCTH Ha IyTH npubarkeHus k bory. OaHako aTOT BBIBOA
MOXET OBITh TOABKO I'MIIOTETHYECKHUM, IIOCKOABKY, KaK CIIPABEAAUBO OTMETHA
B cBoc Bpems B.H. Tonopos, «repou AocToeBCcKOro |...] AOBEACHDBI AHIIb AO
YPOBHsI cAa60 ACTEPMHUHHPOBAHHOM MOAEAH, OBEACHHE KOTOPOH [...] ¢ Tpy-
AOM IIOAAAETCS IPEACKA3AHHIO » .’

Bo Bropoit yacti 06bEAUHEHBI CTaThH, PACCMATPUBAIOLINE TBOPYECTBO Ao-
CTOEBCKOTO B KOHTEKCTe pycckoil kyabrypbl XX B. Tak, Awacmacus lauesa
(Mocksa, Poccust) cocpepoTOYMBacTCsl Ha BOIPOCE O B3aUMOOOYCAOBACHHO-
CTH AHTPOIIOAOTHYECKOH M HCTOPUOCOPCKON MOAeAeH B TBopyecTBe AocTo-
€BCKOTO U O €r0 BAMUSHHUH Ha PEAUTHO3HO-PHAOCOPCKYI0 MbIcAb KoHIa XIX
— niepsoii tpetu XX BB. Crares Anacmacuu Komeuxo (Tomek, Pocens) mocssi-
I[eHA LIEHHOCTHOH CHUCTEME IK3HMCTEHILJHAABHOIO CO3HAHUS repoeB A0CTOEB-
CKOTO M CIocobaM ee XyAOXKECTBEHHOTO BOIAOLICHHUS, 0c000e¢ BHUMaHHE HC-
CACAOBATCABHHI]A YACASICT AHAAU3Y TaK HA3bIBACMbIX ‘IIOTPAHUYHBIX >KAHPOB .
FOuus Coimuna (Mocksa, Poccus) paccy’kaaeT o cyTH NpMHIJMIA 2X2=4, He-
IPHUATHE KOTOPOTO CTAAO BU3UTHOI KapTOYKOH “TIOATIOABHOTO YeroBeka . M-
CACAOBATEABHHIIA IIPUXOAUT K BBIBOAY, YTO 3TOT IPUHLHUII BBIPAXKACT HACIO
«3aKOHHUYECTBA>» M €rO0 HEHPHSTHE TAYOOKO YKOPCHEHO B PYCCKOM KYABTY-
pe ¢ ee npeanoureHueM baaropatu mepes 3akonoMm. LleHHbIMu sBASTIOTCS 3a-
KAIOYCHHs 00 U3MECHEHMHU OTHOLICHUs K 3Toi ¢popmyae B XX Beke, B 3MOXY
abcypaa, KOTAQ «BO3MOXKHOCTH NPOMBHECTH 2X2=4 CTaHET BOCIPUHUMATHCS
KaK TAOTOK cBOGOAB» (c. 196). C mpoGACMAaTHKON ITOM CTAaThH MEPEKAMKA-
ercs paborta ykpaumHckoil uccaepoBateabHULpl [zaunve Cabam (Aporo6sra),
IOCBSICHHAS BAMSHUIO PUAOCOPCKOH aHTPOIOAOrHH AOCTOEBCKOroO Ha CO-
3AaHME NepBoy aHTHyTOnUH — poMmaHa E. 3amaruna Mpe. B wactHocTH, Hccae-
AOBaTEAbHHI]A TTOKA3BIBACT, KAK PEAAM3YETCSI B pOMaHe 3aMATHHA UAES «IIPHU-
HYAUTCABHOTO CYACThsI», BIICPBBIC B IIOAHBIH TOAOC 3asiBACHHAs B ezende o
Beauxom unxeusumope. Onvea Bozdanosa (Mocksa, Poccust) npeasaraer rexe-
THYECKU-TOITOAOTHYECKYIO KAACCUPHUKALIUIO [TEPCOHAKEH IHCATEAS], OCHOBaH-
HYIO Ha X IIPHHAAAEKHOCTH K OIPEACACHHOMY KyABTYPHOMY TOIIOCY, U AHAAHU-

1 Baaammup H. Tomoros, “O CTpyKType poMaHa AOCTOEBCKOro B CBSA3H C apPXaMYHBIMU
cxemamu Mudoaorudeckoro moimaenus («IIpecrynaenue u naxkasanne»)”, in Baagumup
H. TorioroB, Mugp. Pumyas. Cumsonr. Obpas. Hccredosarnus 6 obaacmu mugonosmuyecxo-
20. Hz6pannoe (Mocksa: “TIporpecc”-“Kyabrypa’, 1995), c. 193-258.
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3HPYET OAUH U3 THIIOB B paMKaX TaKOH KAACCUPHUKALIUU — “ycapeOHBIX TepOCB’.
Xapaxtepusysi ycaab0y Kak YHHUKAABHBIA KYABTYPHBIH TOIIOC U YCaACOHBIX re-
POEB KaK TaKHX, C KOTOPHIMH AOCTOEBCKHI CBSI3BIBAET SKEAATEABHBIH BEKTOP
pasButHs yeaoBeka byayimero, O. boraanosa mpeasaraer «BBeCTH B HayYHBIH
obopor kareropuio “ycapcOHOro raburyca’ u anpobupoBarh e Ha MaTepUaAe
nepcoHaxkHoi cucremsl pomana “Tloppoctox”» (c. 205). Yurareasm ocraer-
s C HETEPIICHUEM XKAATh PEAAM3AIIMH ITOH HECOMHEHHO IIPOAYKTHBHOM HACH.
ABe craTsu Bo BTopoii yact cbopHuka nocssimjensl Bsra. MBanoBy kak uccae-
AoBareato TBopuectBa Aocroesckoro. Audperi Ilumxun (Pum, Urasns) moka-
3bIBacT, 4TO UMeHHO Bsa. MiBaHOB, AAsT KOTOpPOro AOCTOEBCKHUIT CTAA «CKBO3-
HBIM T€POEM> Ha MPOTHKEHUU BCEIO TBOPYECTBA, IBUACS IMPEALIECTBEHHUKOM
MHOTHMX OPMI'MHAABHBIX MHTEPIIPETAUi mucareas puaocodpaMu U GPHAOAOTA-
mu XX B. Amumpuii Bocnax (Hwxauit Hosropoa, Pocenst) mpecaeayer cBoeit
LICABIO PEKOHCTPYKIJHIO KATETOPHAABHOIO allllapaTa KPUTHYECKOH MbIcAn [Ba-
HOBA, KOTOPYIO OCYILCCTBASET YEPE3 AHAAM3 KAIOYEBBIX AAS PHAOCOPCKO--
CTETUYECKOrO0 MUPOBO33peHus VBaHOBa KaTeropuil BOAM, IO3HAHUS U AKO-
Bu. 3eMasik A. Bocnaxa Auexcandp Kouemxos mocBsTHA CBOIO CTAaThIO BKAAAY B
usydyeHue TBopyectsa AocroeBckoro ussecTHoro ¢pusosora H.B. JKusoaymo-
BOI1. B wactHOCTH, HccaepOBaTeAb IIOAPOOHO OCTAHOBUACS Ha BBCACHHOM CIO B
Hay4HBI 00UX0A Cy0XKaHpe HCIIOBEAU aHTUIEPOsI, 2 KPOME TOTO Ha BOIIPOCE O
BausHHU AocToeBckoro Ha Yexona, kotopomy H.B. JKusoaynosa nocssruaa B
CBOE BPEMSI OTACABHYIO MOHOTIPAdHIO.

OO61wen3BecTHO, YTO MacITaObl BAUSHUSI AOCTOEBCKOTO Ha APYTHX IIHCATE-
Aeit OBIAM OECIIPELICACHTHBI, II03TOMY 3aKOHOMEPHBIM IIPEACTABASICTCS BBIAC-
ACHHE CTaTCH, MOCBSIICHHBIX 9TOH NPOOACMATHKE, B OTACABHBII IIOAPA3ACA B
PaMKax BTOPOH YacTH c60pH1/11<a. Tax, [Tramen Anmos ( Codus, BOAI‘apI/I}I) 3a-
AAETCsI LICABIO U3YYHUTb BOIPOC O TOM, HACKOABKO ObIA 0O3HaKoMAcH [Ban Basos
C TBOPYECTBOM A\ OCTOEBCKOrO BO BpeMst paboTsl Hap pomanoM [10d uzom u no-
9eMY B 9TOM POMaHE, ABASIOMIEMCS 60Arapc1<0171 HAIIMOHAABHOM 3IONEEH, TPH-
CyTCTByeT TeHb AOCTOEBCKOTO (B KadecTBE ‘MACHHOTO LIUTHPOBaHHUs pPOMa-
Ha Ilpecmynaenue u naxasaunue), a He AvBa ToacToro, aBTOpa HalMOHAABHOM
pycckoii anoneun Bodina u mup. YA\UBHUTEABHOH I‘Ay6I/IHI>I HUCCACAOBAHHUC IIPEA-
craBusa Mapus Kanouda Tudunu (ITapma, Vtasus), koTopas mocraBuaa uc-
[OBEAAABHYIO IIPO3y AOCTOEBCKOTrO Kak Obl MEXAY ABYX 3epkaa: Hcnosedvio
Asrycruna u Henosedvio Pycco. B pesyabrate mccacaoBaTeAbHMIIA IIPHINAQ K
BBIBOAY, YTO «HCIIOBEAAIOIIUICS CyObekT y AocToeBckoro |[...] amwxercs |...]
B YCAOBHSIX LIATKOIO PaBHOBECHS MEKAY KOHCTPYHPOBAHUEM CEOSI M SKAKAOH K
TOCIIOACTBY Hap ApyruM>» (c. 254). B “ncrioBean” Taxoro cy6nexra orcyreTsy-
€T «TOPHU3OHT UCTHUHBI>», U OH OCTACTCS IMACHHHKOM CBOETO «IIOATIOABS >, U3
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KOTOPOTO UCTHHHAS UCIIOBEAb AOAXKHA OblAa ObI U3BOAUTS. B aT0#1 «3annKacH-
HOCTH Ha aBTOpe(epPEeHIHAABHOM pa3MbliiAcHUH O cebe camom» M.-K. I'un-
AVIHH, BCACA 32 AOCTOEBCKHM, BUAUT HE IIPOCTO MHAMBHUAYAABHYIO CYABOY, HO
XapaKTepHYIO NPHUMETY co3HaHUs deroBeka Hoporo Bpemenu. Masg lopuesa
(Codus, Boarapus) paccmaTpuBaeT KOMMYECKH abCyPAHBIH CIOKET MMOBECTH
Kpoxodus B nepcrekTHBe pasBUTUSL HayYHO-(PAHTACTHYCCKOTO PACcKasa, OA-
HOTO u3 Beaymux sxanpoB XX Beka. Yzo [lepcu (Bepramo, Mraaus) y6eaurean-
HO Pa3BCHYMBACT YCTOSBIIECCS NPEACTABACHHE O OAMBOCTH IepPOEB 3allapAHO-
€BPOIIEHCKOTO MOACPHH3MA MEPCOHAXAM AOCTOEBCKOTrO: XOTS B IIOCACAHUX H
IPHUCYTCTBYET «ACKAACHTCKHI IIOTCHI[MAA >, OHU BCCTAA 3HAYUTCABHEE U TAY0-
xe nepsbix. Kaaun Muxatiros (Codus, Boarapus), usyuus u cpaBHUB paboTbl
M3 ABYX HOMEPOB aAbMaHaxa AOCTOCBCKH (32 2014 U 2016 IT.), H3AAHHBIX boa-
rapckuM obmecTBo AOCTOEBCKOTrO, @ TAKXKE TEKCThI U3 IIEPBBIX TOMOB €XKETOA-
Huka Hemenkoro obimectBa AOCTOCBCKOTO, IIPEAAATACT €Ije OAHO IPOYTCHHUE
pomana [lpecmynaenue u naxasanue B IOCTTOTaAUTapHON nepcnexktuse. Opu-
TMHAABHBIHA ACIIEKT aHAAW3a aHTPOIOAOIHH AOCTOEBCKOro M3bpara yKpauH-
cKast uccaepoBatesbHula Exena Boicmposa: uepes «PU3MOTHOMHYECKHE Map-
KEpbl BHYTPEHHETO Mupa reposi» (c. 260). Ocoboe Buumanue E. Brictposa
yaeauAa Gororpadpuu Kak CPEACTBY PUKCAIIMU TAKHX MAPKEPOB B CBSI3HU € «(o-
TOrPapHUIHOCTBIO CTUASI» MHCaTeAs. MOXXHO OTMETHUTD, YTO B IICAOM CTATBH,
BKAIOUCHHBIC BO BTOPYIO YacThb COOPHHKA, OTAMYAIOTCS GOABLIMM pasbpocom
TEMATUKH, YeM IPEACTaBACHHbIE B epBoi yactu. M ato ecrectBenno, n6o XX
u XXI BB. aT0 «noctpocToesekoe Bpemsi» (O. Cepakosa) u Bee, 4TO POHCXO-
AUT B HEM M ITUIICTCS, MULIETCSA «B TCHU AOCTOEBCKOTO> .

Tpersio yacTs cbopHHKa OTKpbIBacT pabora nouusuiero Cmosua Acenosa
(Codus, bBoarapus), nocsumennas npobacme cmeptu B pomane Houom. V-
CACAOBATEAb YOCAUTEABHO IIOKA3aA, YTO 3Ta IPOOAECMA IPOHMU3BIBACT BCE OC-
HOBHbIC TEMBI, HACH U Pa3MbIIIACHHUS IIEPCOHAXKEH H SBASETCI OCHOBHBIM
crioxeToM pomana. Kpome toro, nMeHHO ¢ Hell cBsi3aHa npecaoByTas “Oes-meii-
3KHOCTH AOCTOEBCKOTO, HOO TaM, TAC BCTPEYAIOTCS AULIO ¥ CMEPTh «MHP Te-
pseT cBOW “TIEii3aXKHOCTD U CTaHOBHUTCS cobbTHeM» (c. 300). 3amevareAb-
HBIM [IPO3PEHHEM MOXXHO CYMTaThb MBICAb O TOM, YTO poMaH Mduom B 1jeAOM
CACAYET YUTaTh KaK HAIMHCAHHBIH «AocroeBckuM Ha CeMEHOBCKOM mAaly, ¢
IAa3y Ha IAas co CMEpThIo» (c. 301). B KadecTBe OCHOBHOTO Mapkepa «BCTpe-
an auna u cMepru» C. AceHoB paccMarpuBaeT «0OaeaHOCTb Auna». M ato
HEIPOCTO LIUTATHl U HAOAIOACHUS — HCCACAOBATEAD IIPEACTABASICT CBOCIO PO-
A2 «(pEHOMEHOAOTHIO OACAHOCTH» B KOHTEKCTE anopaTHIHOCTH HEAOro LBe-
Ta BooGme. LleHTpasbHOE MECTO B €ro KOHLCIIIMU 3aHMMACT aHAAM3 MECTa
kaptunbl Toasbeiina. Ecan HexoTOpble COBPEMEHHBIE AOCTOCBCKOBEABI BUAST
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B TeAe MepTBOro Xpucra Ha kaprute ToapbeitHa npusHaku Havasuierocs: Boc-
kpecerns, To C. AceHOB HACTAHBAET HA TOM, YTO OHO <« AMIIEHO BCSIKOH HAAEXK-
ABI», 9TO «BEYHas Cy660Ta, B KOTOPOH HET HUKAKOTO OXHAAHHUA» (C. 304), U
C 9TUM TPYAHO He coraacutbcst. OAHAKO KapTHHA CYLIECTBYET B CHCTEME €€ BOC-
OPUATHH HEPCOHAXKAMHU POMaHA, PEAAM3YIOLUIMMH Pa3AHYHBIC €€ AaHTHHOMMU.
Cpean 3THUX BOCHPHATHH JKECT <«MHAYIOLICH PyKH>» KHs3i MblkuHa, yre-
masorero B ¢puHase POroxxuHa, BBICTYIAET KAK «)KECT, KOTOPBIH YIIPa3AHSET
cMepTh, obeccuanBaet myratomuii 06pas foabbeiinockoro Xpucra» (c. 308).
B neaom nnrepnperanuio pomana Hduom C. ACCHOBBIM Kak «IIapapOKCaAb-
HOTO CAMHCTBA OACAHOTO AMIJA U MHAYIOLICH PYKH>» MOXHO CYHTAaTh OAHON
M3 CaMBIX TAyOOKHX B COBPEMEHHOI pocroesuctuke. 2Kopdu Mopurvsc (Bap-
ceaoHa, VIcranust), HCXOASL U3 TOTO, YTO aHTPOMOAOTHS AOCTOCBCKOIO — 3TO
«IAYOOKO XPUCTHAHCKAsl aHTPOIIOAOTHSI >, 3aAACTCSI LIEABIO OTBETUTH HA TAAB-
HBIH AAS ITHCATEAS] BOIIPOC «YTO €CTh YEAOBEK>, IPOAHAAM3HPOBAB ABA LICH-
TPaABHBIX AASI €TO TBOpuYecTBa 0bOpasa PackoabHnkosa u kHssst Mblmkuxa. B
CBOMX PACCY)KACHUAX HCCACAOBATEAb BO MHOIOM OIIMPAETCS Ha 3aKAIOYCHHS
K.A. Crenansna, naMATH KOTOPOTO OH U ITOCBATHA cTatbio. Exena Cappornosa
(BapHaya, Poccnst) BesiBasier cemanTuky u ¢yHkunu mudposoremsl Cubupu B
pomaue H0uom, KOTOpasl, C OAHOH CTOPOHBI, MAPKUPYET MIOTCHIIUAABHYIO CIIO-
COOHOCTb AMYHOCTH K COBEPIICHUIO IPECTYIIACHUS, @ C APYTOH, HAMEYaCT IIy-
TH BO3MOXXHOTO AYXOBHOTO nepepoxkaeHust. Mapxoc laaynuc (Adunsr, Ipenus)
paccmarpuBaer pomad Houom cxBosb npusmy xauru . Teitaopa Cexyasp-
Hoii 6ex (2007) € LICABIO BBISIBACHMS BAMSIHHS Ha HEC POMaHa PYCCKOTO IHca-
teast. Eaena Cmenansn-Pymsnyesa (Mocksa, Poccnst) MOCBATHAA CBOIO CTaThIO
OrOBOpPKaM KaK OAHOMY U3 CPEACTB CO3AAHUS XapaKTEpPHOI AAd poMaHOB Ao-
CTOEBCKOTO arMocdepbl HEOKMAAHHOCTU U TaAATEABHOCTH, KOTOpAs SIBASICT-
Csl «aHAAOTOM B3aUMOACHCTBHS U OOLICHUS PaspO3HCHHBIX, YCAUHCHHBIX
AMMHOCTEH, CHMBOAOM 3TOTO B3aHMOACHCTBUSL, €ro ycaoBUeM» (C. 349). Ilu-
mep Buncku (Aoc Anpxesec, CIIIA) npoaHAMBHpPOBaA NPHYMHBL TIOPaXKe-
Hus KHsi3st Mbimknsa ¢ nosunuii [IpaBocaaBroro nepconaausma. B AByx cae-
Ayoomux cratbsx: [lassa Qoxuna (Mocksa, Poccus) u Huno Tancesori (AbBos,
YKpauHa) — MPEACTABACHBI BO MHOTOM IOASIPHBIC TOYKM 3PCHHS Ha KHS35
MeIKHHA U Ha KOHILCIIIMIO POMaHa, cooTBeTcTBeHHO. Tak, IT. Poxun cuura-
€T, 4TO KHA3b MBILIKHH OTKa3aACS «OT CBOEIO IPU3BAHUS HECTH CBET XPHUCTO-
BOH AIOOBU» (C. 365) U «BAIOOHACS >, TIOAIOOHA AIOACH YEAOBEYECKOH AIOGO-
BBIO, U HIMCHHO B CHAY 9TOr0 noreprea nopaxenue. M. Iakesa, Taoke oOpamas
BHHUMaHHE Ha PAAMKAABHYIO IIEPEMEHY KHS351 HAYMHAs CO BTOPOM YaCTH pOMa-
Ha, OAYCPKUBACT CO3CPLIATCABHBII, HEBOXKACACIOLINIT XapaKTep €ro AOBH K
Araae, a yiepOHOCTb «MHOTO CYACTbs» CBSI3BIBACT C €O HEBBICTPAAAHHOCTBIO.
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OaHAKO TOYHO TaK, KaK >KeCT MUAYIOIeH PyKH KHs3s1 — 310 Bockpecenue mno-
cae Beanxoit Cy6601sr kaprunbl [oapbeiiHa, Tak CHSHHE «HHOTO CYaCTbs»,
KOTOPOE YIaCHAM B KHsI3¢ HHBIC ICPOU, OOMABHO M3AHAOCH HA YUTATCACH PO-
mana. B crarve Taxatiomu Hlumuyy (Pyxyoxa, SInonus) npeacTaBacH B3rasp
Ha KHs351 MBIIIKHHA KaK HA < OPUTHHAABHOTO TEPAIIEBTA>», TCPAIEBTUYCCKUM
OpPY>KHEM KOTOPOTO BBICTYIAIOT «OCCKOHEYHOE COCTPAAAHHE, CKPOMHOCTh U
yHIDKeHHE> . Perjennust poMaHa B OIEPHOM U KHHEMATOIPadUIECKOM HCKYC-
CTBE CTaAa IPEAMETOM paccMoTpeHus B ctatbsix Ceemaanst Bosimxesuy (Kpac-
HosipcK, Poccus) u Cosiumupo Taxaxacu (Kanarasa, SInonus).

B neaom aast cOOpHHMKA XapaKTepHO pasHOOOpasHe METOAOAOIMYECKUX
YCTAHOBOK M aKTYaAM3HPOBAHHBIX aCIIEKTOB PacCMOTPEHMsI TBOPYECTBA ITH-
cateast. Tem He MeHee Bce cTaThby COOPHMKA IPOHUKHYTbI OCO3HAHUEM TOTO,
4TO CAMHCTBEHHOI CTPATETHEH NMPEOAOACHHS aHTPOIIOAOTHYECKOTO KPU3HCA,
o AocToeBckoMy, siBAsieTCst eAuHeHne co Xpucrom. Kax nmokasaau yvactau-
ku Cummosuyma, UMEHHO AOCTOCBCKHUI CYMEA BBIPA3UTD ITY HACIO B XYAOXKE-
CTBEHHOH popMe Hanboaee yOCAUTECABHO, U IMECHHO B CHAY 9TOIO OH HE Iepe-
CTacT BOAHOBATh YUTATCACH U COOMPATh UCCACAOBATCACH «IIOA CBOCH CCHBIO>.
B saxaloueHHE OTMETUM UBSILIECTBO XKECTA COCTABUTEACH COOPHUKA, BKAIOYHB-
wux B yucao ero aBropos Oepopa Muxaitaosuda Aocroesckoro (c. 409).

Huna A. Tancesa
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Julia TrTUS,
Dostoevsky as a Translator of Balzac
(Boston, MA: Academic Studies Press, 2022), xxiv + 128 pp.

Julia Titus argues that Dostoevsky’s first published work, his “free translation”
of Balzac’s Eugénie Grandet, which appeared anonymously in the journal Rep-
ertuar i panteon (1844) when he was 22 years old and marked his “only success-
ful venture in his career as a translator” (xv), ought to be considered among his
literary texts. Repeatedly straying from Balzac’s original, Dostoevsky offered
Russian readers a narrative that contains many of the themes that later became
central in his own literary work. Titus selects three topical and engaging exam-
ples in the chapters that constitute the body of her book: female characters, the
material world, and money.

The book’s method of comparing Balzac with Dostoevsky is quite helpful
for understanding the points made. Titus provides Balzac’s text in both French
and English and then Dostoevsky’s translation of it in both Russian and Eng-
lish, a technique that makes the contents of her book accessible to those who
cannot read all three of these languages well. She then reviews the discrepancies
that surface, many of them indicative of themes familiar in Dostoevsky’s later
work and explored in the discussion of selected texts. Attention is also given to
features that both Balzac and Dostoevsky share.

Titus’s very readable introduction explains that Dostoevsky chose the ear-
liest of the three different editions of Eugénie Grandet available at the time, al-
though his motivations for making that selection are not clarified. This project
was one of young Dostoevsky’s several Razumikhin-like attempts to make a liv-
ing through literary work and it was inspired both by his own great enthusiasm
for the French novelist and his awareness of Balzac’s marketability in Russia.
His translation followed on the heels of two similar projects that had failed: a
rendition of Eugene Sue’s Mathilde, which he abandoned, and a translation of
George Sand’s La Derniére Aldini (now unfortunately lost), which Dostoevsky
completed only to discover that it had already been published.

We learn here of Balzac’s popularity in the Russian Empire, of his ties to Pe-
tersburg and Ukraine, and of his ten-week visit to the capital in 1843, an event
which “inspired” Dostoevsky’s translation of Eugénie Grandet (xvi). A spurious
report of Balzac’s visit to Kherson even became the subject of an article pub-
lished in Sovremennik in 1838 (xi). Titus gives the title as “Balzac dans la prov-
ince de Kherson”, although it was actually “baassax B Xepcornckoit rybepanu”
and written by none other than Panteleimon Kulish. The article describes the
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pandemonium created in Kherson by a mistaken rumor that Balzac is coming
to town, thus poking fun at silly women readers in the provinces. Confusion
over this article’s title and contents may result from the fact that Titus appears
to base her account of this incident on the French translation of Leonid Gross-
man’s Bal’zak v Rossii (1937).

The introduction also touches upon a number of interesting issues relating
to the nature of literary translation and to Dostoevsky’s views on it. He Russi-
fied his text in various ways, adding Russian diminutives, for example, and re-
moving French technical terms. “Co-creation” or “translator-centered” rework-
ings were considered legitimate at the time (xvi-xvii), although Dostoevsky was
also criticized for having been “too free and taken too many liberties,” Titus ar-
gues (xvii), albeit without providing details on the reception of this work. A
subsequent translation of Eugénie Grandet by Yurii Verkhovskii (1935) is now
considered the Russian standard, while Dostoevsky’s version — missing from
various editions of his collected works — was not republished until 2014 (xvi).

Chapter 1 addresses “reflections of Eugénie in Dostoevsky’s female charac-
ters”. Highlights include Dostoevsky’s addition of touches of religious martyr-
dom to Eugénie’s suffering (2-3). We also see that Eugénice’s multiple charitable
endeavors become briefer in her Russian instantiation and are reordered to be-
gin with her generosity to the schools (4-5). Interestingly, Dostoevsky also re-
moves Balzac’s criticism of the provinces in this and other passages, a theme
that had little interest for him (3). We also discover that the notion of “meek
resistance” (kpomxoe conpomusaenue), later made famous in The Meck One
(Kpomxas), first appears in Dostoevsky’s translation of Eugénie Grandet, in
an addition that he made to Balzac’s text (10). Eugénie is characterized by “at-
tributes typically used in describing saints” (22) and absent from Balzac’s origi-
nal, while suggestions of her sensuality are replaced by chastity, purity, and vir-
tue (26). Not all of the divergences identified in these textual comparisons lead
to threads running through other texts. The provocative point that Dostoevsky
ignores the gender reversals implicit in Balzac’s description of Charles as an ef-
feminate dandy and Eugénie as “grande et forte” is noted, but undeveloped, for
example (32-33).

Titus’s second chapter explores descriptions of the “material world” in
Balzac and Dostoevsky, especially links between housing, clothing, luxury
items and individual character. Dostoevsky simplifies many of Balzac’s details
for “average Russian readers, many of whom had never been abroad” (40) - as,
indeed, he himself had not. Interesting points made in this chapter include the
note that Dostoevsky’s translation omits Balzac’s application of the term “phys-
iognomy” to Monsieur Grandet’s house, but later uses it for Rogozhin’s dwell-
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ing in The Idior (44). Surprising variance appears in the two writers’ respective
treatments of luxury. Dostoevsky’s descriptions of “objects of beauty and luxu-
ry” are reduced with respect to Balzac’s and he is more interested in “ugliness”
(6eso6pasue), a term that acquires religious overtones (54). “Elegance” is nev-
er mentioned in Dostoevsky, Titus states, without providing the Russian term
that she has in mind, but “luxury” (pocxouss), appears repeatedly and brings
with it a suggestion of sensuality and vice (72). If in Balzac, luxury catalyzes ac-
tion, in Dostoevsky it corrupts (74). The discussion of luxury’s material man-
ifestations includes several interesting and infrequently cited passages, such
as that describing Katerina Ivanovna’s delight in a new collar and cuffs from
Crime and Punishment (75-77). This chapter also includes a long discussion of
physiognomy in Russia that is not firmly grounded historically: Lavater’s ideas
had been familiar since the late eighteenth century and Lombroso’s would not
appear for another twenty years.

Chapter 3 addresses the “theme of money”, linked in Balzac’s Monsieur
Grandet to passion and greatness (82), but in Dostoevsky, for whom “avarice is
the top human vice” (xxiii), connected with sin and the road to “moral degra-
dation or addiction” (120). Titus very interestingly shows Dostoevsky’s transla-
tion to reveal the influence of Pushkin’s “Miserly Knight” (Cxynoi poiyaps) in
its similar emphasis on the old miser’s sensual delight in his chest full of riches
(93), for example. While Balzac tries to make Grandet more than a miser, high-
lighting his business acumen, Dostoevsky emphasizes his miserliness to an ex-
treme (89). When Balzac’s aging and infirm Grandet experiences “beatitude”
in admiring his wealth, Dostoevsky’s feels only “meaningless self-oblivion”
(beccmpicaennoe camosabsenue, 99).

Titus convincingly demonstrates that this translation is a “crucible for [Dos-
toevsky’s] own literary style” and (quoting Judith Woodsworth) “an exercise”
or “prelude to and preparation for original work” (xix). We also see that in re-
vising Balzac, Dostoevsky “amplified [...] emotional tension” to concentrate
“on the theme of self-sacrifice, love, and faith”; and that the “brilliant treatment
of dialogue” and “very active narrative voice” found in his translation of Balzac
“later become distinguishing features of Dostoevsky’s own novels” (xx). That
said, some of the features selected for discussion in this book are more signifi-
cant than others and the depth of the elaborated comparisons is variable. Most
effective are Titus’s discussions of divergences between Balzac’s original and
Dostoevsky’s translation that point to notions particularly cherished by Dos-
toevsky and recurring in his later work. Less successful are her attempts to de-
scribe features that both writers share as demonstrating that Balzac’s influence
somehow determined Dostoevsky’s later evolution. Certainly, Dostoevsky was
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influenced both by French ideas and by Orthodox tradition (x) and indubita-
bly he appreciated Balzac for the attention paid to themes that were also of in-
terest to him personally. But what does this tell us of Balzac’s influence? What
of the influence of Eugéne Sue or George Sand together with dozens of oth-
er writers and genres? Why should features shared between Dostoevsky and
Balzac indicate that Dostoevsky is specifically borrowing from Balzac rather
than that both were absorbing ideas from the broader context of European lit-
erary culture?

There are some repetitions in the text and a number of typographical errors,
although the presence of footnotes is a rare treat. The bibliography includes
several classic works on Balzac and Dostoevsky (e.g. L. Grossman, D. Fanger,
J. Frank, S. Zweig), but lacks a number of Russian-language sources addressing
Dostoevsky’s translation that would have helped to deepen its analysis (e.g. T.
Magaril-Il'iaeva, V. Nechaeva, G. Pospelov, K. Stepanian, S. Kibal'nik, S. Shkar-
lat). That said, this accessible book will appeal to students interested in transla-
tion studies, in Dostoevsky’s rapport with Balzac, and in the recurrence in Dos-
toevsky’s oeuvre of the specific themes outlined here. Titus provides a number
of glosses explaining literary terms and cultural figures. Her book will lead
readers of Dostoevsky to Balzac (not only to Eugénie Grandet, but also to Le
Pére Goriot and other texts) and back to read Dostoevsky with a new awareness
of some of the first choices that he made in articulating his favorite themes.

Sara Dickinson
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Rolf-Dieter KLUGE,
F.M. Dostojevskij. Eine Einfiibrung in Leben, Werk und Wirkung
(Darmstadt: wbg Academic 2021), 352 pp.

For 2021, when Dostoevsky’s 200th birthday was commemorated, numerous
institutions had planned related activities. Readings and lectures were held in
many countries, and there were various exhibitions and university seminars.
What remains of the year of celebrations in the longer term are the publica-
tions (traditional ones in print form or also as e-books), some with a fancy at-
titude such as Markus Spicker’s and David Bithne’s Rock Me, Dostojewski! Poet.
Prophet. Psychologe. Punk [Rock Me, Dostoevsky! Poet. Prophet. Psychologist.
Punk], others emphatically scientific and factual, such as Rolf-Dieter Kluge’s
study that is to be the focus of this review.

It consists of 14 chapters, each focusing on important periods of Dostoev-
sky’s life, his works or his worldview. In the introduction, Kluge refers to a gen-
eral tendency to “appropriate literature politically and ideologically” (p. 24),
something Dostoevsky himself propagated in his Dnevnik pisatelja [Diary of a
Writer], stating as the task of art that it should convey “a unifying” idea, name-
ly that the Russian nation was an exceptional phenomenon in the history of
mankind. “Increasingly, conservative political-ideological forces in Russia op-
posed to democratizing the country along the lines of Western parliamenta-
rism are invoking Dostoevsky” [Zunchmend berufen sich konservative poli-
tisch-ideologische Krifte in Russland, die sich gegen eine Demokratisierung
des Landes nach dem Muster des westlichen Parlamentarismus wenden, auf
Dostoevskij; p. 25]. Here one can also be more explicit: No writer is quoted
more often by Vladimir Putin than Dostoevsky. Whether in his history-twist-
ing speeches or speeches with religious content — Dostoevsky serves him again
and again as a guarantor for the justification of his totalitarian politics. Kluge’s
classification, which continues to justify both reading and studying Dosto-
evsky, is all the more important: “The problematic topicality of Dostoevsky’s
ideological legacy, however, can in no way compete with the unproblematic
topicality of his literary work” [Die problematische Aktualitit des ideologis-
chen Erbes Dostoevskijs kann sich jedoch mit der unproblematischen Aktual-
itdt seines literarischen Werkes in keiner Weise messen; p. 25]. The volume was
published before Russia’s war of aggression against Ukraine, the basic message
regarding Dostoevsky’s instrumentalized but anyway questionable socio-politi-
cal positions is clear: they must be taken into account, but they do not change
the quality of Dostoevsky’s literary work.
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Kluge introduces Dostoevsky as a “model or provocation” He illustrates
the topicality of Dostoevsky’s work with the example of Verchovenskiy’s ter-
ror plans in Besy [Evil Spirits, 1871]. They are linked to the revolutionary secret
society “Zemlya i volya” [“Land and Freedom”], a predecessor organization of
“Narodnaya volya” [“People’s Will”/“People’s Freedom”], but Kluge also draws
parallels to the RAF in the 1970s.

The book is largely chronological-biographical and begins accordingly with
childhood, youth and early work. Dostoevsky’s contemporaries Ivan Turgenev
and Lev Tolstoy are referred to for contrasting comparisons, for example with
regard to the depiction of nature. The usually mentioned stages of Dostoevsky’s
life are treated, from early literary success to mock execution, penal camp, first
marriage, gambling addiction, travels abroad, second marriage, and later recog-
nition. More space is taken up by the analysis of Dostoevsky’s works. A descrip-
tion of the contents is followed in each case by an interpretive classification. In
Bednye ljudi [Poor Folk], for example, Kluge identifies three main themes: pov-
erty, psychology, and the big city, which interact with each other but also con-
tradict or thwart each other to some extent. Kluge sees the “crisis of life and
culture caused by the big city” [Lebens- und Kulturkrise, wie sie die GrofSstadt
hervorruft; p. 36) as a unifying element of Bednye ljudi and the follow-up pub-
lication Dvojnik [The Double]. He goes into detail about parallels to Gogol’s
Shinel’ [ The Overcoat] and Zapiski sumasshedshego [Diary of a Madman].

Other stories, like the novella Belye nochi [ White Nights], which is treated
in more detail, focus on the figure of the dreamer who is unfit for life. Kluge al-
so discusses lesser-known texts such as the novel fragment Netochka Nezvano-
va, which he describes as an “intermediate stage toward the large-scale form
of the later multi-volume psychological novel of personal development” [Zwi-
schenetappe zur Grofiform des spiteren mehrbindigen psychologischen En-
twicklungsromans; p. 45].

Kluge describes the positions of the utopian and materialistic socialists and
explains against this background the activities of Petrashevsky and Speshnev, in
which Dostoevsky participated. Kluge sees the “rebirth” — described as such by
Dostoevsky - after the mock execution as the trigger for the “optimism of life”
that can be found “henceforth in his thinking and writing” (p. 60).

In many places, Kluge discusses Dostoevsky’s relationship to religion. He
emphasizes the influence of David Friedrich Strauss’s teaching about Jesus
Christ as a perfect man on Dostoevsky’s thinking, especially after the experi-
ence of the “katorga” that found ist way into Dostoevsky’s Zapiski iz mertvo-
go doma [House of the Dead]. Kluge calls them the first text of a new genre,
namely camp literature. He characterizes the “idealization of the Russian peo-
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ple” that Dostoevsky undertakes in the portrayal as “quite uncritical and gener-
alized” (p. 73).

Explaining the role and significance of the “thick magazines” in Russian
cultural life, Kluge writes about the Dostoevsky brothers’ magazine Vremja
[Time], its relationship to other magazines (Russkij vestnik [ The Russian Mes-
senger|, Sovremennik [ The Contemporary]), and the political-ideological ori-
entation in the field of ideas ranging from Westernism to Slavophilia. In the
longer narrative text Unizhennye i oskorblennye [Humiliated and Insulted], first
published in instalments in V7em;ja, Kluge recognizes patterns shaped by Dick-
ens and Balzac.

Talking about Zapiski iz podpolja [Notes from the Underground], Kluge re-
fers on the one hand to the polemic with Chernyshevsky and rationalism (and
draws a line to the future with the reference to Zamjatin’s dystopia My [We],
published 6o years later), and on the other hand he associates the second part
of the text with biographical episodes. Moreover, he classifies it “as an introduc-
tion and approach to the following novels”, as a kind of key text to Dostoevsky’s
main work, since in the Zapiski, as in the novels, the “literary shaping of phil-
osophical ideas in their consequences and contradictions is undertaken in un-
dogmatic and polyphonic totality” [literarische Gestaltung von philosophis-
chen Ideen in ihren Konsequenzen und Widerspriichen in undogmatischer
und vielstimmiger Totalitit; p. 94].

For his “first great novel’, Prestuplenie i nakazanie [Crime and Punish-
ment], Dostoevsky, according to Kluge, uses the devices of the sensational nov-
el. Kluge states that the “accumulation of improbabilities and coincidences” is
striking (p. 99). Of course, Kluge addresses the meaning and translation of the
title, noting that the legal terms ‘prestuplenie’ and ‘nakazanie” “literally, ety-
mologically, and semantically” refer to “the ethical foundations of the Russian
understanding of law” [die ethischen Grundlagen des russischen Rechtsver-
standnisses; p. 100]. Of particular importance here is the difference between
retribution and atonement. Kluge relates the fact that the contemporary recep-
tion of the novel was rather negative to the modern narrative techniques and
structures that are so highly valued today. In the context of the analysis, Kluge
draws a conclusion that applies to Dostoevsky’s fictional ocuvre as a whole and
conditions his enduring popularity: “Dostoevsky [...] may not have given any
assured answers, but he did put up for discussion problems and conflicts that
have reached tragic explosiveness in the 20th century” [Dostoevskij hat [...]
zwar keine gesicherten Antworten gegeben, aber er hat Probleme und Konf-
likte zur Diskussion gestellt, die im 20. Jahrhundert zu tragischer Brisanz gel-
angt waren; p. 114].
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The book’s comprehensive approach is especially evident in chapter 7 on
“Dostoevsky and Germany” (pp. 117-130). Kluge shows in detail the reception
of German writers and philosophers in Dostoevsky’s thought. Kluge describes
Dostoevsky’s view of history as Hegelian and emphasizes the importance of the
Protestant religious textbooks by Johannes Hiibner and Heinrich Zschokke,
which Dostoevsky had read in his youth. It is also noteworthy that Dostoevsky
— unlike Turgenev and Tolstoy — was not aware of contemporary German-lan-
guage literature (Raabe, Fontane, Storm and others). His enthusiasm was di-
rected at Romanticism and Classicism, especially Schiller and E.T.A. Hoff-
mann. The contextualization of Russian cultural history provides for the aha
effect here: “In the 19th century, Schiller had long been integrated into Rus-
sian literary life [...] Schiller belonged to the internal Russian intellectual dis-
course” [Im 19. Jahrhundert war Schiller langst in das russische literarische Leb-
en integriert worden [...] Schiller gehérte zum innerrussischen intellektuellen
Diskurs; p. 123].

In interpreting Igrok [ The Gambler], the only one of Dostoevsky’s novels to
be set outside Russia, Kluge focuses on the elements of play — as an outgrowth
of passion that does not lead to freedom - love (or lack thereof’), and nation-
al characters or Westernization, to which the grandmother alone is not subject.
Using the lesser-known text Vechny muzh [ The Eternal Husband], Kluge illus-
trates that Dostoevsky did not always and exclusively rely on polyphonic nar-
rative. This text as well as other works, for example Igrok, follow the classical
forms, such as those known from Turgenev.

In the novel Idiot, Prince Myshkin is the titular character and thus appears
to be the main hero, but according to Kluge he cannot be that, “as a result of
the lack of intentional action” (p. 157), which is so irritating when reading the
novel. From Dresden, Dostoevsky followed the Nechaev affair — Karakozov’s
unsuccessful assassination attempt on the tsar in 1866 had also troubled him
— and decided to write a novel about it that had to function like a pamphlet.
Kluge explores the historical background and parallels between the Shiga-
levshchina envisioned in the novel Besy and Bolshevism, and covers the vari-
ous interpretations of the figure of Stavrogin, a controversial figure in research,
spanning from readings as Dostoevsky’s most terrifying to his most appealing
character. Kluge’s breakdown of Shatov’s theory of religion, which proclaims
Russians to be the god-bearing people, juxtaposed with Kirillov’s atheism and
the figure of the man-god, is illuminating.

The historical background of the novel Podrostok [ The Adolescent] can be
clearly seen in its publication history. Dostoevsky first offered the novel to Kat-
kov for the journal Russkij vestnik. But Katkov had just arranged for Tolstoy’s
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Anna Karenina to be serialized, which forced Dostoevsky to turn to Nekras-
ov and the Otechestvennye zapiski [Patriotic Annals]. Kluge shows the adoles-
cent Arkady between the positions represented by his biological father Versilov
(weakness of the Russian nobility) and his adoptive father Makar Dolgorukij
(“symbol of the past Old Russian pre-Petrine culture”; p. 205).

Kluge’s description of the publication history of Dnevnik pisatelya is inform-
ative as well. Dostoevsky first published his texts as a column in Grazdanin
[The Citizen] and terminated the collaboration when the journal pledged not
to portray the performance of Baltic Russian Germans in a negative way. This
did not go well with Dostoevsky’s views espoused in the diary, which he subse-
quently published as an independent journal. Kluge rightly describes this lucra-
tive venture for Dostoevsky as a curiosity, since he was the editor and sole au-
thor in one person.

According to Kluge, the novel Bratya Karamzovy [The Brothers Karama-
zov] is a polyfunctional text in which, in addition to the brothers as main char-
acters, the other characters also fulfill certain functions. He highlights as an
achievenement that, for example, the father Fyodor Karamazov is set as the in-
carnation of evil, but the portrayal still seems credible because Dostoevsky pre-
sents him “[...] as a quite everyday, even sentimental, trivial, but not unintel-
ligent bourgeois” [als einen ganz alltiglichen, ja sentimentalen, trivialen aber
nicht unintelligenten Spiefler vorfiihrt; p. 224].

Kluge’s character-centered treatment of the novel is followed by a detailed
discussion of the “Grand Inquisitor” by Ivan Karamazov within the novel’s
plot, thus emphasizing its special position. Kluge rejects the widespread but
genre-typically inaccurate designation as a legend and sees the “Grand Inquis-
itor” “rather as a parable or simile” [cher als Parabel oder Gleichnis; p. 239]. In
the social order designed by the Grand Inquisitor, Kluge sees the depiction of a
totalitarian state.

In the final and also longest 14th chapter (pp. 247-292), Kluge identifies
“the potential for actualization of Dostoevsky’s work, which has not been ex-
hausted to this day” (p. 247) as key factor for the unbroken reception and the
role of Dostoevsky’s writings as an intertextual point of reference. Kluge sees
the Russian reception mainly as a battle of ideas that neglects the artistic as-
pects of Dostoevsky’s work (e.g. Dmitri Pisarev, Nikolai Mikhailovsky). While
Dostoevsky was still read and discussed in the early Soviet Union (Mayakovsky,
Lunacharsky), he was banned as reactionary during Stalinism. After relaxations
during the Thaw period and afterwards, it is during the period of Perestroika
and in post-Soviet times that the previously forbidden religious issues are ad-
dressed in detail. Kluge is concerned about the references to Dostoevsky’s “du-
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bious political journalism”, by “certain nationalist and chauvinist circles” (p.
257).

Kluge takes a look at the reception in Poland and in the Balkans; regarding
the reception in France, he refers, for example, to André Gide’s essays on Dos-
toevsky. In France, especially the alienation and deformation of the human be-
ing in Dostoevsky’s works had been emphasized. For the reception in Italy, in
turn, French mediation was essential. Spanish, Portuguese, Brazilian and other
Latin American authors such as Gabriel Garcia Marquez refer to Dostoevsky.
For the U.S. reception, Kluge makes a strong case for the criminological aspect:
“Dostoevsky stands for the fascination by the depiction of murder” [Dostoev-
skij steht fir die Darstellung des Mordes als Faszinosum; p. 268].

The German-speaking public paid little attention to Dostoevsky during his
lifetime, but became enthusiastic about him from the 1880s onwards, when
naturalism took hold. Then, in the 20th century, Dostoevsky’s novels corre-
sponded to the emerging “cultural stereotypes of Russia as the barbaric, sav-
age, unpredictable, uncivilized, and uncontrollable people in the East who were
— and still are — perceived as both a threat and a renewal” [kulturellen Stereo-
typen von Russland als dem barbarischen, wilden, unberechenbaren, unzivilis-
ierten und unbeherrschbaren Volk im Osten, das als Bedrohung und Erneu-
erung zugleich empfunden wurde, — und noch wird; p. 275]. Separate sections
are devoted to Stefan Zweig’s, Hermann Hesse’s, and Thomas Mann’s engage-
ment with Dostoevsky. Horst Bienck even promised “Dostoevsky for every-
one” (Dostojewski fiir alle) and compiled an anthology with this title in 1981,
the year of the 100™ anniversary of Dostoevsky’s death.

The fact that the spelling in the title — Dostojevskij - differs from the ver-
sion in the text — mostly Dostoevskij, in the preface also Dostoevski and Dos-
tojewski — is irritating at first, but is explained in the section “Notes on scientif-
ic transliteration”: In the continuous text, the transliteration is uniform; for the
title, the “naturalized form for the name in German-speaking countries” is used
(p. 11). The combination of biographical information, details on the works’ ori-
gins and the circumstances of their publications, as well as information on their
plots and interpretations, is a successful concept for this overview volume. The
numerous illustrations in each chapter loosen up the writing. In addition to the
well-known paintings and photographs of Dostoevsky and his relatives, they
show his fellow writers, members of the Petrashevsky circle, manuscript pages
and monuments, but also 20th century writers who related to Dostoevsky.

Kluge’s introduction is primarily intended as an overview and orientation
for Dostoevsky-loving readers in general. This may be connected with the fact
that sources are not mentioned for all details. For example, Kluge makes the
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statement, “Several eyewitnesses stated independently that Dostoevsky was un-
settled and tossed and turned restlessly when Belinsky railed against Christian-
ity and disparaged Christ” (p. 47). Who this was and where the statements are
documented, Kluge does not say.

It is a pity that the final editing of the otherwise very carefully typeset vol-
ume apparently involved people without a good knowledge of the translitera-
tion of Russian names and terms. Numerous transliterations are incorrect. In-
stead of ‘Aleksej” one finds ‘Alekseij” almost throughout, instead of Russkij
vestnik’ the journal is titled ‘Ruskij vestnik’. Perhaps the more common Duden
transliteration would have been more appropriate.

Kluge draws from his decades of work on Russian literature and quotes
from his own publications. Thus, his Turgenev expertise, evidenced in the
book Ivan S. Turgenev — Writing between Hope and Renunciation [Ivan S. Tur-
genev — Dichtung zwischen Hoffnung und Entsagung, 1992], was naturally
helpful to the volume. Kluge’s other works include EM. Dostoevsky and Mu-
sic [EM. Dostojewskij und die Musik, 2001], “Life is More than the Mean-
ing of Life: “The Brothers Karamazov™” [Das Leben ist mehr als der Sinn des
Lebens: ,Die Brider Karamasov’], 1998, in the volume EM. Dostoevsky — Po-
et, Thinker, Visionary [EM. Dostojewski — Dichter, Denker, Visionir], edit-
ed by him in cooperation with Heinz Setzer and Ludolf Miiller) or Zamjatin’s
We and Dostoevsky's Grand Inquisitor — oz the Relationship between Individu-
al Freedom and Social Responsibility (Zamjatins Wir und Dostoevskijs Grofsin-
quisitor — zum Verhiltnis von individueller Freiheit und sozialer Verantwor-
tung, 1987). However, the volume contains newly compiled material and is
thus worth reading even if the aforementioned contributions are familiar. Oc-
casionally Kluge names the researchers to whom he refers in the text. Thus he
draws on works by Rudolf Neuhiuser and Viktor Shklovsky. Furthermore, Lu-
dolf Miiller, Hort-Jiirgen Gerigk, Malgorzata Swiderska, Regine Nohejl and
others are cited.

The volume has the advantage that it deals with almost all of Dostoev-
sky’s individual texts and thus offers a compact overview of the writer’s oeuvre.
The three-part index consists of name and subject indexes as well as the sec-
tion “Dostoevskij’s works”, which makes it possible to look up the explanations
of individual titles. Thus, Kluge offers what Bienck promised: Dostoevsky for
everyone.

Yvonne Porzgen
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