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JocToeBckmii: 00IIeXpHCTHAHCKASI CHMBOJIMKA, KOHIENITHASI CTPYKTypa
TEKCTOB, IIePeBOIHbIE TEKCThI B Kpyre urenus, oceoeHue B XX u XXI Beke
Om peoakmopa

YBajkaeMble KOJIIETH, TOPOTHE YHTATENH, MBI C IPUCKOPOUEM coo0mIIaeM,
gro 26 ¢pepans 2025 roga Ha 89 rony xu3Hu ymep Toédyca Kunocura, Bbijga-
IOIIUICS SATOHCKUI JIOCTOEBUCT, 3acCiy)KeHHBIN Tpodeccop ['ocynapcTBeHHOro
yHuBepcutera Tuba B SIMOHWW, OCHOBABIIMKA M MHOTO JIET BO3IVIABIISBIIHHA
SlmoHckoe o0miecTBO Jl0CTOEGBCKOrO, TMEPBbIA MPUHUMABIIMK WiICHOB Mex-
JyHapoaHoro obmiectBa JlocTtoeBckoro Ha simoHcKo# 3emiie B 2000 roy, 4ieH
pelcoBeTa HaIEro JKypHaja, HEM3MEHHbIM yYaCTHMK MOUX MEXIyHapOAHBIX
W3JaHHI, TOCBSILEHHBIX TBOPUYECTBY [locTOEBCKOTO.

MBI IpHHOCHM HAIM COOOJIC3HOBAHUS POJHBIM M OJNU3KUM, YUCHHKAM
U coTpygHuKaM npodeccopa KHHOCHTHI M ckOpOMM BMecTe ¢ HUMH. B pas-
nene «In memoriam» Mbl MyOJIMKyeM HEKPOJIOT, HamucaHHbI Hukomaem
[Tomocokopckum.

3-5 mapra 2025 roaa nponuia VI MexyHapoaHas OHIAHH-KOH(EPEHITHS,
MIOCBSAILEHHAsE COBPEMEHHOMY COCTOSHMIO M3y4YEHHUsl TBOPUECKOIO HacleAus
JHoctoeBckoro, oprann3oBanHas HammM LleHTpoM. B 3TOT pa3 xoHdepenus,
Ha3BaHHas «JlocToeBckuii: majibie (OpMbI», coOpana Y4eHbIX U3 pa3HbIX
peruonoB Poccuu, CIIA, Snonuwm, I'perun, Cepbuu, AsepOaiikana. beim
crnemansl 40 MOKITAmO0B, MOCBAMICHHBIX KAaK TCOPHH MAaJbIX (OpPM, TaK M KOH-
KPETHBIM aHaM3aM TPOU3BEICHMI Mallol GopMbl B TBopUyecTBe Jl0CTOEBCKOTO,
IIPOBE/IEH 3aK/IIOUUTENbHBIN KPyIIblid cTol «YTO MBI MOXKEM CKa3aTb O TEOPUU
U Ki1accu(UKau Manbix GopM mo pesyiprataM KoH(pepeHimn». IIporpammy
KOH(EPEHIIMH MOXHO TIOCMOTpeTh 37echk: https://imli.ru/konferentsii/150-
seminary-i-konferentsii-2025/6255-vi-mezhdunarodnaya-onlajn-konferentsiya-
dostoevskij-sovremennoe-sostoyanie-izucheniya-malye-formy  Bumeoszanucu
KOH(EPEHIIHH, y’Ke BbUIOKECHHbIC B TA0IHMKaX JXypHaa, coOpaHsl 31ech: https://
dostmirkult.ru/ru/konferentsii

8—10 ampexst 2025 roma npoiinyt XXVII Mexnaynapoansie utenus «IIpo-
m3Benenuss @.M. JloctoeBckoro B BocnpusaTun untarened XXI Bekay — Hama
oOydJarommass KOH(EPeHIMs ISl MCCIeOBAaTENell BCEX BO3PACTOB M YPOBHEH
KBasH(UKAIHH, TpoBoanMas ouno B Ctapoii Pycce B cOTpyaHHYIECTBE CO CTapo-
pycckuMu My3esmu JloctoeBckoro (¢prmmanamMu HoBroposackoro myses-
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3all0BEJHUKA). 3a0YHOE y4yacTHE IIPEIyCMOTPEHO TOJBKO I HMHOCTPAHHBIX
HCCcIeoBaTeNnei, He WMEIOMNX BO3MOXXHOCTH MpHEXaTh MO OOBEKTHBHBIM
nprurHaM. Ha 3Ty KoH(epeHIno MOXXHO MPHUCHIIATh U 3asBKY Ha ydacTue 6e3
JIOKJIaa, B KAQUECTBE CIIYIIATeNsI M yIaCTHUKA OOCYXICHHS W KPYIIBIX CTOJIOB
(co cBemeHmAMH O cebe) — MBI BKIIIOYAEM TaKWX YYACTHHKOB B MPOIpaMMmy
W OYeHb IICHUM HMX BKJIQJ B OOIIyI0 HAy4HYI0 M yueOHYI padoTy Ha KOH(e-
peniuu. B 2025 rogy uTeHHs COCTOSTCS BOKPYI CEHTUMEHTAJIBbHOIO pOMaHa
«benpie HOUM» — 3TOT TEKCT 00s3aTENICH K NMPOYTCHUIO BCEMH YYaCTHHKAMH
KOH(EepeHIMH U1 00eCTICYeHHsT BOSMOKHOCTH yYacCTHS B OOCYKICHUIX H Kpy-
DIIBIX cToNax. OIHAKO CBOM JOKJIAIB! yIACTHUKU MOTYT HOATOTOBUTH TAKXKE U MO
apyrum npoussesneHusm ©.M. JloctoeBckoro.

Exeromnenii kpyr kongepenumii llentpa 3aBepmmrcs 1-3 OKTIOps
Il mexxxynapoaHol oHaiH-KoH(pepeHnnel «KHura B KHUTE», MOCBSIICHHOI
MaMATH BEIMKOTO pycckoro ¢umomora Anexcanapa Bukroposnua Muxaiiiosa.
Kongepenmnus mocpsmieHa TEOPETHIESCKOH MpoOieMe NPUCYTCTBUS KHUT KaAK
NPAMO YHOMAHYMBIX TEKCTOB U MAMEPUANLHBIX NPEOMEMO, YUACMEYIOUIUX
6 clodiceme, B TIPOU3BEIICHHUSAX MUPOBOH JIUTEPATYPBI B KYJABTYPHI'.

B 2021-2025 romax BBIIIIO OONBIIOE YHCIIO W3IAHHH, MOCBAMEHHBIX
JloCTOCBCKOMY M €T0 TBOPUECTBY, €r0 BPEMEHH, €ro Kpyry obmmenns. OHHM TToKa
JIaJIeKO HE TOIHOCTBHI0 OCBOCHBI HAYYHBIM COOOIIECTBOM, BCE €IIIE M0 BKIIIO-
YeHbl B HAyYHBIH KOHTEKCT. MBI TOTOBHI MPEIOCTABIATh CTPAHHIBI JKypHAIa
TUIsL TyONTMKAIME OOCTOATEIBHBIX W COMACPKATENBHBIX PEIEH3HUH (B TOM dHC-
JIe — KPUTHUYECKHX U MOJEeMUUECKHX ) Ha Bhiemmue B 2021-2025 rogax KHATH
u cOopHuKH. Takke MBI BCErA OTKPBITHI JUIS IyONHKAINN COACP)KaTeIBHBIX
0030pOB IpomIeANIHX KOH(pepeHIrii.

B sTom HOMepe B pyOpuke «l'epMmeHeBTHKA. MeIeHHOE UTCHHUE) ITyOmH-
KyeTCsl MOSI CTaThsl, TIOCBAIICHHAS KOHIIETITY «ApOXb» B «lIpecTyriennn u Ha-
Ka3aHuM». B crarbe mokazaHo, 9TO APOXKb B poOMaHe Kak aTpuOyT CyIecTsa, He
CMEIOIIETO XKeJIaTh ¥ 00s3aHHOTO TOBUHOBATHCS, CYIIECTBYET TOJIBKO B BOCHIPHS-
ThK PacKOJIBHUKOBA, KOTOPBIN M CaM BOBIICKAETCsl B TIOJJOOHOE COCTOSTHHE, TIOYH-
HSSACh TyKEPOAHOH Hee/Hn3meMy 1yXy. ABTOPCKHIA e KOHIETIT MIPEe/IoIaract
BHUJICHHE APOXKH KaK MapKepa CyIIeCTBa, BXOMAIIETO BO 83aumooelicmaue 6nionb
00 eouncmea ¢ BBICIIIAM, HU3IIMM I PaBHBIM; KaK 3HaKa IPEOI0NCBAHMS CTONb
OYEBHUJTHOM (M COBEPIICHHO WJUTIO30PHOW) OTNEIBHOCTH YEIIOBEYECKOTO OBITHSI.
B crarpe 00HapyKHBAIOTCSI HOBBIE MPEIEACHTHBIC TEKCTHI ISl KOHIIETITA OPOCU
U dpooicaweli meapu B pomaHe: Oubneiickas ucropusi Kanna (puyem mokasbi-
Baercs, 4To J{oCcTOeBCKHU HaMepeBaJICsl CHeNlaTh €€ OCHOBHBIM IPELEIEHTHBIM

' 0630p npenbiaymeii kondepennuu «Knura B kaure» cm.: [Ilogocokopekuii, 2024].
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TEKCTOM, KaK 3TO BHIHO M3 YEPHOBHKOB, HO B OKOHYATEILHOM TEKCTE YBEN
B T€Hb, WIH, BepHEe, cAenan u3 neyatd KanHa He 3HAK, MApKUPYIOMIUHN JIAIO
YOMMIIBI — KaK MpeAroiarajl u3HauyallbHO, HO — B COOTBETCTBHU C HCTHHHBIM
CMBICJIOM H 11eJIbl0 KanHOBOM meyat — 3HaK, BUAMMBIN B JIHIE YOUBAEMOro),
MyIIKHHCKOE cTuxoTBOpeHne «Knesernukam Poccumy, GaiiponoBcknil «Kanmy.
B cBsi3u ¢ «Kannom» baiipona Bcraet Bompoc o ToM, 4To JlocToeBckuii, mo3Ha-
KOMHBIIUCH C €T0 TIPOU3BEJCHUSIMH, HanOoIee BEPOSTHO, IO (hpaHITy3CKUM Tie-
peBo/iaM, BOCTIPHHSI €r0 aBTOPCKYI0 WHTEHIIHIO B UCKAKEHHOM TI€PEBOTINKAMH
BHUJIC — M YTO, BEChMa BO3MOXHO, €T0 HellF0OOBb K ballpoHy 3THMHU HCKaKEHUS-
MU 1 ObLIa CIIPOBOLUPOBAHA, TOTOMY YTO, BUOM3MEHSIS 3Ty HHTCHIINIO B CBOMX
MIpou3BeIeHUAX, JlocToeBCKuUiA, CTIOps C IEPEBOAHBIM TEKCTOM, UAET B CTOPOHY
YTBEPKICHUS Heu38eCnHOU emy OPUTHHAIIBHOW 0AHPOHOBCKOW MBICITH.
[Ty6mukyemas B pyopuke «Iloatika. KOHTEKCT» CTaThst IPUHAICIKUT TIEPY
Huxonas [Tomocokopckoro u mocsiieHa o0pasy Bo3a ceHa y bocxa u Jloctoes-
CKOTO. ABTOp HE YXOIUT OT BOIPOCA O BEPOSITHOCTH 3HAKOMCTBA J{0CTOEBCKOTO
¢ TBOpYecTBOM bocxa, HO mpeie BCEro ykasbIBaeT HE Ha BO3MOXKHBIC 3aMM-
CTBOBaHWE WM MPEEMCTBEHHOCTh — HO Ha €AMHYIO CUMBOJIMYECKYIO XPUCTH-
AHCKYIO CHCTEMY, OT/EIbHBIC TPOU3BEACHHUSI BHYTPH KOTOPOH MOTYT MOMOTaTh
B UCTOJIKOBAHWH JIPYT Ipyra. B cBoe Bpems, 00BSACHSS TIPHHIIMITHI TIOA00pa SKC-
TTOHATOB JIJIsl UTAIBSHCKOM BBICTABKH, MTOCBAIICHHON TBOpUecTBY JlocToeBCKOTO,
MMOKAa3aHHOMY Yepe3 €ro COOTHECEHHOCTb C MPOM3BEIACHUSMH XPUCTHAHCKOTO
WCKYCCTBA, 51 Hamucana: «Mbl TOBOPUM HE TOJIBKO O TBopuecTBe [locToeBcKoro,
HE TOIIBKO O XPUCTHAHCKOM HMCKYCCTBE, MBI TOBOPHM O XPHCTHAHCKOM CIIOCO0E
BUJIETH MHpP. DTOMY BUACHHUIO MHpa HAC ydaT MOSTHl M XyAOKHUKH. OHH yuar
Hac 3TOMY, MPENOCTaBIssl cBOW ra3. OHHM BBIPAXKAIOT HEKOE 0Oujee BUICHHE,
W 9TO 3HAYUT YTO, BO-NIEPBBIX, HET NPUHIUITUAIBHONW Pa3HHIIBI MEXK]Y JIEMOH-
cTpamuei Tex 00pa3oB, KOTopbie JJoCTOSBCKUI BUJIEI, U TEX, KOTOPBIE OH BUIETh
He Mor. [Touemy? IloToMy UTO XyIOKHUK HUKOTJAa HUYETO He 3auMCTBYeT. Vnes
“3aMMCTBOBaHMI” — TIIYOOKO JIOXKHAS UJesl. XYIO)KHUK HE MOXKET TPEACTABUTh
B CBOEM IPOM3BEICHUN HUYETO, YTO HE ObUIO ObI MM CaMHM IEPEKUTO B OIIbI-
Te2, MOATOMY HEJIeNO MPENCTABIATh ceOe, YTO MOKHO B3STh YTO-TO M3 OIHOTO
TEKCTa ¥ MEXaHWYECKU BCTaBUTh B Apyroi. Hexapom Mosbep roBopui, 1 MHO-
THE MO3THI MOBTOPUIIH TOTOM: ‘51 Oepy ceoe noOpo Tam, rae ero Haxoxy” . He
qyK0e — CBOE. XYyIOKHUK OepeT TOIBKO TO, YTO B HEM yiKe 3peno. To, 4To yxe
3apOXKJIANIOCH B €T0 ITyOWHE, OH HaXOIUT TPO3BYYABIINM Y KOro-To emre. U ecim
OH JIaKe JIeTIaeT B TEKCTE MPSIMYIO OTCHIIKY, TO 3TO OTCHIJIKA HE Ha IPE/IIIEeCTBeH-

2 JIoCTOEBCKHUI Ha pasHbIe JTajIbl TOBTOPSUT: «UTOOBI HATMCATH POMaH, HAJI0 3aMaCcTUCh PEK/IE
BCETO OOHUM WIIH HEeCKONbKUMU CUIbHBIMH BIICUATICHUSIMU, HEPEHCUMBIMU CePOYeM asmopa
oeticmeumensno» [Jlocroesckuii, 1972-1990, 1. 16, c. 10].
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HYKa, @ Ha COMBICIIEHHHKA, Ha JIpyTra, HEO)KUIAHHO HallIECHHOT0, KOTOPBIH yman
O TOM JK€, O YeM U Thl. I B 3TOM CMBbICIIC HET IPUHIMITHATIBHON Pa3HUIIBI MEXKITY
XyIO’KHUKOM, KOTOPBIM “HUTUPYET” OPYroro, U AByMs XyAOKHHKaMU, KOTOpPbIE
HCXOJISIT M3 OITHOM W TOM ke rmyOuHHOW uuen. [loTroMy 4TO, HalJsl y JPYroro
XyIO’KHUKA HEUTO y’Ke BBIPAXKEHHOE U I10pa3MBILIEe €ro Kak TO, Haj YeM OH caM
Pa3MBIIUIII, XyIOKHAK HBIPSIET HA TIIYOHUHY CMBICTA M OTTYAA HOJHUMAETCS CO
CBOMM HOBBIM 00pa3oM. A KoOTjia XYJOXKHHUKH 00a pacTyT W3 OJHOTO XPHCTH-
AHCKOTO KOpPHsI, 00pamialTcs K OMHOM M TOW K€ XPUCTHAHCKOH HIee, TO OHU
00a TIOJHUMAIOTCS U3 HETO CO CBOoMMH oOpazamu. Ho — 3ameTnm: [uist 3puTers
W YUTATeNsl, BRIBILIIOIETO 00IIee y HUX, COXpaHsIeTCsl TOT JKe MyTh: OT o0pasa
K CMBICITY — OT CMBbIcna K 00pa3y. MBI, unTaTenu, IpoXoAnM OfHHAKOBBIH ITyTb,
BHE 3aBHCHUMOCTH OT TOTO, IMEEM MBI JIeJIO C TaK Ha3bIBAEMBIM ‘‘BIUSIHUEM  WIIN
C MapauIeNIbHBIM O00palieHueM XyJIO0KHUKOB K oOmiei unee» [Kasatkina, 2012,
p- 27-28]. Hukomnaii [logocokopckuii HCXOANT U3 aHAIOTHYHOMN MPEATIOCHUIKA —
U Ha IVIa3axX 4UTaTessl IPOUCXOAUT UyJO pa3BOpaulBaHMs J€TajM, KazaBlluekcs
YyTh JIM HE «CIYYallHOW», B IIyOMHHBIN CHMBOII, OTPEICISIIONINN (yHIaAMEH-
TaJIbHBIE CMbICIIBI POMaHa.

B pyOpuxe «/locToeBckuil: Kpyr 4TEHHS» ITyONUKYETCS CTaThst AJbOWHEI
BbecconoBoii, mocBsImeHHas IBYM NEHTPAIBHBIM (DUTypaM AETCKOTO UYTEHHS
Hocroesckoro: A.C. Ilymkuny u Banerepy CxorTy. ABTOp CTaTbu B 4HCIIE
MIPOYEro emie pa3 HAlOMHUHAET O TOM, 4TO [lOCTOEBCKMI 4YWTall HEKOTOpHIE,
BakHeWIme Ui Hero (Hampumep, «Erunerckue Houm» 1 « MeTHBIN BCAJJHUKY)
npousBenieHus [lylmKuHA HE B TOM BHJE, B KAKOM C HUMH C JISTCTBA 3HAKOMbI
MBI U B KAKOM OHH, CJI€J0BATEIbHO, IPUXOJST HA YM COBPEMEHHOMY UHUTATENIO,
HATaJKHUBAIOMIEMYCSl HAa OTCBUIKY K HUM B TekcTe JlocToeBckoro. 1 3To obcTos-
TEJILCTBO, HE Oy/ly4n MPUHITHIM BO BHUMAaHHE, MOKET CYIIECTBEHHO MCKa3UTh
YCTaHaBJIMBAEMOE UCCIIEA0BATEISIMU 3HAYEHUE OTCHUIKHU K ITyLIIKMHCKOMY TEKCTY
B npousBeneHun JlocroeBckoro. B ToMm uuciie, 0HO MOXKET HE MIO3BOJIUTH 3aMe-
TUTh, YTO TO, YTO BOCIIPUHUMAETCSI HAMH Y JIOCTOEBCKOTO Kak MpsiMasi OTCHLUIKA
K TEKCTY IPEe/IIECTBEHHUKA — €CTh Ha CAMOM JIeJIe PEKOHCTPYKLIUS €TI0 MBICIIH,
ClIeTTaHHAs Ha MOYTH HE3aMETHBIX JUIsl 0OBIYHOTO YnTaTeNs ocHOBaHMAX. U Ta-
Kasi CTETIeHb aJIeKBaTHOCTH PEKOHCTPYKIMH MyIIKHMHCKOW MBICIH B OTCYTCTBHE
TEKCTa yA0CTOBEPSET HAC B FEPMEHEBTUUECKOM COCTOATENBHOCTH [l0CTOEBCKOTO
[IPEMMYLIECTBEHHO Iepe]l JPYTMMH HCTOJIKOBATEISIMU U B TOM Cllydyae, Korja
€ro MCTOJKOBAaHME KACAETCsl IMOJHOTEKCTOBO NOCTYIHBIX €My HpPOU3BEIECHUM
[Mymkuna.

B cinyusae Banbrepa CkoTTa OTKJIOHEHUS B U3BECTHBIX J[0CTOEBCKOMY
TEKCTaX BO3HUKAJIM €I U B Pe3yibTrare ABOMHOIO INEpeBOja: YMTAEMble MM
B JICTCTBE TPOMW3BEICHUS OBbUIM TEPEBEICHBI Ha PYCCKHH € (paHIly3CKOTO.
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370 Tarkke HEOOXOMMMO YYHTHIBATH MCCIIENOBATEIsIM, HHOTIA Oe3 peduieKkchuu
WCTIONB3YFOIIMM JIJISl CBOMX CPABHUTENBHBIX aHAJIM30B COBPEMEHHBIC TIEPEBOIBI
Banberepa CkoTTa: B 3TOM ciiydae B TeKcTe Jl0CTOEBCKOTO HEBO3MOXKHO OyIeT
OOHAPYX HUTh CKPBITYIO IIUTATY, JIaXKe €CIIM OHA TaM BIIOJIHE OYEBUIHA MIPH 00pa-
IICHUU K U3BECTHOMY JlO0CTOEBCKOMY MEpEeBOly — M ITUCATENb PACCYUTHIBAI Ha
€€ OYEBUTHOCTh YUTATEIIO-COBPEMECHHUKY.

Bropas crares pyOprkn — padota Tarbstabr BoOOPBHIKHHOM, TOCBIIEHHAS
nepeBoiaM U noctanoBkaMm «IInkoBoii qamen» [lymknHa: ToMy, 9TO MCYE3aeT U3
MYNIKWHCKOTO TEKCTA MPH TIEPEBOAaX Ha S3bIKH APYTHUX HAPOIOB — U TOMY, U4TO
U KaK B TEKCTE aKTYaM3UPYETCs MPH MEPEBOJaX Ha SA3BIKU JIPYTHX HCKYCCTB.
B uuncne npodvero aBrop oOpamiaeT BHUMaHHE HA YKIOHEHHE MEPEBOJYUKOB OT
midp B ronoBe I'epMaHHa: BMECTO ympoum — yO8oum, BMECTO ycemepum —
yeenuuum 6decamepo, U IeNaeT BBIBOJI, YTO MEPEBOIYNKH, OUYEBHHO, BHIOUPAIN
XapaKTEePHBIC [UIS SA3bIKa YCTOWYMBBIC BBIPAKEHUS — U HE 3aMETHITH M YTPATHIIN
COOTHECEHHOCTH MbIcieil [epmManHa ¢ Ha3HAYEHHBIMH €My MO37HEe rpaduHeil
KapTaMH, YTO, KOHEUHO, pa3pyniaeT ryOWHY MYIIKHHCKOTO IPOM3BEACHHUS,
B KOTOPOM MMEHHO CaM YENIOBEK CBOMMH JKENAHUSIMHU (DOPMHUPYET TPACKTOPHUIO
cBoeii cynpObI (He napom Beib «lepMaHH» MOXKHO mpouecTs kak Herr Mann —
«TOCTIOZIMH 4eToBeK»). 51 Obl 37ech oOpaTiia BHUMaHHWE emle W Ha OOJNbIIoi
3anac npoYyHocmu TYIKWHCKOTO TEKCTa, KOTOPBIM, €CIIM TOMbKO HE HapyIIaTh
MPU TIEPEBOJIE TO, YTO TEPEBOANMO, MHOTOOOPA3HO CKOMIIEHCHPYET TO, YTO
HETEePEeBOAMMO 3aBeIOMO. J[eJio B TOM, YTO B CIIOBAaX yTPOHT, YCEMEPHTY, KaK
a0 3ametii C. JlaBeioB emie B 1987 roay [[lasbinos, 1987, c. 265], ykazansl
HE JIBE, & TPU KapThl — Ty3 00peTaeTcsi Ha CThIKE TPOWKU M CEMEPKHU: «YTpPO-
uTYCemepur». 10 HenepeBoaumo. Ho Tartpsra boGoprikuHa 0OHApYKHBaeT
Ty3 B IOBTOPSIFOIIHUXCS domax «[IuKoBO# qaMbl» (Ty3 B TaJaHHH MOXKET 3HAYUTh
«JIOM»: Ka3eHHBIH, pOAUTENbCKUM), E. DTKHHA —— B CIOBE «KamuTam», a s
B CBOE BpEMs yKa3aja, «4To Ty3 oOpeTaeTcs B 3Toi (hpase mpoiie, OueBHIHEE H,
IIaBHOE, — ¢ OoJIee 3HAYNTENHHBIMH 110 CIEACTBUSIMU IS TOHMMaHu “TInkoBoi
JIaMbl”, €CIIM TOJBKO MBI 00OpaTHMM BHUMaHHE Ha TIOCTOSHHO IMOBTOPSIOIIHECS
MECTOUMEHUS “‘Moun”, “Moi”, “MHe”. U BCIIOMHHM, 4TO Ty3 — 3TO eOuHuyd, u He
MIPOCTO COMHUIA, A MeHbUlds Kapmd, KOmopas CMAaHO8UMCs cmapuiel, Hau-
Oonviueri. B mannoM xontekcte — Kapra-Hamoneon. U uro I[lymkuH kK MOMEHTY
coznanus “TlukoBoi mambl” yxe AaBHO Hamucamt: “Mbl moYnTaeM BCeX HYIISIMU,
a edunuyamu — cebs...” (Kkypcu Moil. — 7. K.) — mociie 4ero, eCTeCTBeHHO:
“MpI Bce TisimumM B Haroneowst. .. Ty3 — 310 52, 1 [ epMaHH 371ech, CTaBs Ha ceds,
coOupaercsi yTpOUTh U YCEMEPHUTh COCTOSHHUE, IOCTAaBIIEeCs eMy OT oTHa. Bot
€ro BBIUIPBILIHbIE KapThl — TpoOiiKa, cemepka, Ty3» [Kacarkuna, 2008, c. 182].
To ecTh HEM30EKHO YTPAUMBASMBbIN U3 3BYKOITHCH Ty3 BOCIIPOU3BOAUTCS B IIEJIOM
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BEEpE CUMBOJIOB BOKPYI' TPOMKU U CeMEPKU. DTO AUBHOE KaY€CTBO ITYHIKMHCKO-
ro TEeKCTa MacImTabupyeT W ycBamBaeT J[0CTOCBCKHH, TyOIHpysl CTEpKHEBBHIC
MBICIIH CBOMX BEJIMKHX POMAHOB MHOTOKPATHO B Pa3HBIX KYJIBTYpPHBIX KOJTaxX —
B HA/ICK/IC, YTO XOTh OJMH U3 HUX OKAXKETCS OIM30K M TIOHATCH YUTATEITIO.

Cpenn xonoB «[T1MKoBoI JaMbly» BaKHOE 3HAUCHUE UMEET JICNICHHE Iudep-
Omara 4acoB CTpENKaMH HAIoIoNaM, YTO TOHKO 3aMedaeT boOopbiknHa, memast
aKLEHT Ha [OJIy4aroleMcs B pe3y/bTaTe CUMBOJIE KpecTa. MOXKHO aKLEHTHPO-
BaTh U JIPYToe: CTPEJKHU TO JeISIT nudepOrar Ha MpaBo 1 JIEBO (IIOJIABCHAIIATO-
ro — BpeMs Bxoaa ['epManHa B oM rpadyHy; Tak JOXKATCs U KapTHl B (hapaoHe,
TaK OIPEJEIseTCsl B COOTBETCTBUM ¢ BHEIIHUMHU IIPaBUJIaMU, INIOCKOH MOpabio
MPaBHIBHOCTH WJIM HETIPABIIILHOCTH MOCTYIIKA), TO Ha BEpX U HU3 (0e3 4eTBepTn
Tpu — BpeMs Ipuxoa rpaduHu K [ epMaHHy; ¥ TIOHATHO, 9TO PEUb yXKe HACT He
0 TOM, YTO IIPOUCXOIUT B IIOCKOCTH CYLLIECTBOBaHUS, B KAPTOUHOI UIpe MUpa —
HO O TOM, YTO NPONUCXOAUT B APYTHX U3MEPEHUSIX OBITHS, I/IC AyIIa ONPEAesieT
CBOE MECTO B BEYHOCTH I10 BEPTUKAIN HA OCHOBAHUH OECUHMCICHHOTO KOJIMIECTBA
BBOJIHBIX — HO IIPEK/IC BCETO — Ha OCHOBAHUH CBOMX ITyOMHHBIX JKCITaHHN).

Sl He ycraro TOBTOPSTH, 4TO Hambojee IITyOOKHWE MOCTAHOBKH IIPOH3-
BefeHnit J[ocToeBckoro coBepmaloTcsi B 00JAacTH HamOolee YAaJeHHBIX MO
crioco0y BBIPA3UTENFHOCTH HCKYCCTB, TIIE, KaK 3TO MPOMCXOIHT B HCKyCcCTBE Oe3
clIoB — Oasere, HHTEPIIPETATOP HEM30EKHO BHIHYX/ICH MOTHOCTBIO MIEPEBECTH
TEKCT Ha APYTOH CHMBOJIMYECKHH s3bIK. Tak u B crarse TaThstHBl BoOOPHIKNHOM
HaMOOINBINMIA JUIT MEHsI (M MHE Ka)XXeTcsh — JIJIsl aBTopa, uho 3[eCh OT CTaTbu
CTAQHOBHTCSI COBCEM HEBO3MOKHO OTOPBATHCS) MHTEPEC IMPECTABIACT BTOpAS
noctaHoBka Ponana Iletn (criiereHHas B cep/lleBUHE 3aMbICiia C TOCTaHOBKON
Meiiepxoinba), Tie xopeorpad 3aKiiaibiBacT B OCHOBY CIOJKeTa JII0OOBHBIN pOMaH
rpa¢unn n I'epManHa, cTaHOBsIMIiiCA B TaHIle poMaHoM [epmaHHa ¢ cynpOoit
U C HETIOABJIACTHBIMH €My CHJIAMH OBITHS, KOTOPBIC OH XO4ET HEe TO 00OIBCTUTS,
HE TO 0OMaHyTh, HE TO 00y3/1aTh.

B pyOpuxe «buorpadmus» mpencraBiaeH 00CTOATEILHEHIIMI MaTepHam
Mapunbl  3aBapkuHOH, ToOCBsmIeHHbIH wm3nareno  Demnopy TumodeeBuuy
CTennoBCKOMY, CHITPAaBIIEMY POJb «371a, COBEPIIAIONIEIO HEKOTOpoe Oaroy»
B cyns0e J[ocToeBCKOro U B cy/ip0e CTAaHOBICHHUS aBTOPCKOTO TIpaBa B Poccum.

B pybpuxke «loctoesckmit B XX—-XXI Beke» B 3TOM BBINYCKE MPEACTAB-
JIEHBl CTaTbhy, MOCBAIIECHHbIE OCBOEHUIO JlOCTOEBCKOTO KakK JIMTEPATypoH, Tak
U JuTeparyposeneHueM. IlepBas — odeHb WH(pOpPMaTHBHAS M aHATUTHIHAS —
cTathst pyOpukH, nepa CeTsansl KoposneBoit, TOCBAIIEHa 0CHOBOTIOIATAIOIEMY
BIIMSAHUIO, OKa3aHHOMY «Peubto o Ilymikune» J[0cTOEBCKOro Ha CTaHOBJIEHHE
U OCHOBHBIE MJIEU aHINIMHMCKOM pycUCTUKY NepBOil nosioBUHBI XX BeKa, BOCIIPU-
HSBIIEH (B JIMIIe HEKOTOPHIX CBOMX TpezcTaBuTeneil) Jlocroesckoro u [lymknna
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Kak J[Ba JINKA €MHOTO BEIMKOTO PYCCKOTO AyXa. 51 OBl HECKONBKO MHAYE, YeM
aBTOp cTaThy, epesena cyxaeHue JI. Crpaun, NogUepKHYB B HEM TO, UTO HE
BCErla YIaBaJoCh PaslIAfeTb U pyccKosA3bluHOM kputhke B XX—-XXI Beke:
“Dostoievsky, with all his fondness of the abnormal and the extraordinary, is
a profoundly sane and human writer” — «/locToeBckuii Ipr BceM €ro IpHUCTpa-
CTUM K HCHOPMAJIbHOMY W HCKIIOUHTEIBHOMY, SIBISICTCS TIIyOWHHO 3IPAaBBIM
M YEJIOBEYHBIM aBTOPOM». BOT 3TO TIyOMHHOE HECOKPYIIMMOE NCHXHYECKOE
U JyXOBHOE 370POBHE M 3PABOMBICIHEC W HEM3MCHHO YENOBEUHBIA B3NS
nycarens Ha 4eloBeKa, CONOCTaBUMbIE, 110 MHEHUIO KPUTHKA, HE C COBPEMEH-
HOM aHIIMHCKOH JMTepaTypod, HO ¢ jureparypoil EnmzaBerunckoil smoxu
u lllexcriupom, ObITH, KaK 3TO HE YAUBUTENIBHO, Cpa3y OOHApY)KEHbI aHTTTMHCKON
KPUTHUKOM, ONUPABILEHCS HAa BECbMa HECOBEPIIECHHBIE 1€PEBOJIBL.

Bo Bropoii, Takke Ooratoil MHTEpECHBIMH (DaKTaMH W aHAJIUTHIHOM
cratbe pyOpukm, HamucaHHON Ombroit IlaHOBOW, pedb HAET O TBOPYECTBE
Kaccuka adpoaMeprkaHCKoH JuTepatypbl XX Beka Pruuapna Haranuoans Paiira,
CYMTABIIETO JIOCTOEBCKOTO CBOMM IVIABHBIM JIUTEPATYPHBIM yauTenem. [l
IByx ero pomaHoB («Cem Amepukm» (Native Son, 1940) u «IloctoporHmii»
(The Outsider, 1953)) poman «IIpecTymieHne n Haka3aHUE» CTal TEKCTOM, Ha
KOTOpBIM PaliT onupancs u opueHTUPOBaNCS — U OT KOTOPOTO OTTaJIKUBAJICS.
B ornmnune ot PackosibHuKOBa, repoil OAHOIO €ro poMaHa CYUMTAET, YTO HE YHUY-
TOKEH, a BIIEPBBIC CO3UIAETCS yOUICTBOM, a Tepoil IPYToro Tak M He 00HAPY KA
9epPTHI, KOTOPYIO MOJKHO HEPECTYITHTh, YTOOBI CACNATHCS BUHOBHBIM.

Tpetss crates pyOpuku (aBrop Emena 3aiirieBa) mocBsimeHa moapoOHO
pa3paboTaHHOM B pa3HBIX paKypcaX MHOTOYHCICHHBIMH HCCIIETOBATEIISIMH,
HO Y IOHBIHE JUCKYCCUOHHOW TeMe: BIMAHUIO J[0CTOEBCKOrO Ha TBOPYECTBO
Bragumupa HabokoBa. Kak 1 B mpeablayIieit cratbe, aBTop YOIUTENBHO TTOKa-
3bIBaeT repoeB HabokoBa, ommankuearoujuxca ot TIIyOMHHBIX WICH W KHU3HEH-
HBIX TpaekTopuii repoes [loctoeBckoro. Ho caMbM HHTEpECHBIM HAOMIOACHUEM
aBTOpa, OTKPBIBAIOIIMM HEUYTO HE TONBKO B TBOpuecTBe HabokoBa, HO M B TBOp-
gecTBe JlocToeBCcKOro, MHE TpencTaBisieTcst To, 9To HabokoB B cBoeM oOpase
Jlyxuna («3amura JlyxuHa») Kak Obl «CTATHBACTY JiBa poMaHa JloCTOEBCKOTO:
«IIpecrymienne n Hakazanue» u «VauoT», U3 ABYX MO-Pa3HOMY «HEBO3MOKHBIX
AKEHUXOB» KOTOpPBIX: JlyskuHa ¥ MBIIIKKMHA, OH CO3/1a€T CBOETO «HEBO3MOXKHO-
ro JKeHHXa» C (haMIIMEH OIHOTO W TBOPYCCKON MOTEHIHMEH M «COIHANbHBIM
uarotu3Mom» apyroro. C 3Toit ToYkH 3peHust pomaH HabGokoBa MOXKHO paccma-
TPUBAaTh HE CTOJILKO KaK 3alUTy CaMOI0 HEIOCTOEBCKOIo repost locToeBCKOro
JlyxuHa ot ero aBropa (0 ueM npekpacHo Hamucana Onbra Meepcon [MeepcoH,
2007]), ckoIbKO Kak HamaJeHre Ha CaMOro JOCTOEBCKOTO reposi MBIIIKUHA, Ubs
Ka)KyIIascsl aCOLUAIbHOCTh — Ha CaMOM J€Jle — OAMH U3 aCleKTOB €ro I'eHU-

16
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ATBHOCTH MMEHHO B C(hepe YeITO0BEUSCKOTO B3aMMOICHCTBHUS, 1 HMEHHO B 3TOM
cdepe nposBIsieTCs ero 6eCKOHEUHbBIH TBOPYECKHIA TTOTESHITAI.

YeTBeprast cTaThsi pyOPHKN — OCHOBAaHHOE HA apXHMBHBIX JOKYMEHTaX HH-
tepecHeiimee uccnenosanue [lerpa pykuHuHa, MOCBSIIEHHOE HCTOPUH CO3/1a-
HUS ¥ TIPOXOXKICHHS uepe3 MHCTaHIuK nuccepranun J{Bocu JIbBoBHBI COpKHHON
«Poman ®.M. JloctoeBckoro “Ummotr” u oOmiecTBEeHHO-THTEpaTypHas 6opbhba
1860-x romoB», 3amumieHHoN B JleHMHrpajckoM yHHBepcuteTe B 1956 romy.
UYepes JIMYHYIO UCTOPUIO JUCCEPTAHTKU OTKPBIBAETCA U INPOLECC U3MEHEHMs
otHoeHus k TBopuectBy nucarens B CCCP B 1940-1950-e ronst.

WHTepecHO OTMETHUTh, YTO €CJIM AHIIMMCKUE KPUTUKU N1E€PBON I10JOBUHBI
XX Beka Jaxe CKBO3b HETOYHOCTH TEPEBOAA PasmILACHN (pyHAaMEHTAIbHOE
3710poBbe Jl0CTOEBCKOIO, MO3BOJIAIOLIEE EMY, B TOM YMCIIE, IPSAMO CMOTPETS,
HE OTBOJ IV1a3, HE peNyLUpys peajbHOCTH, Ha caMble CTpAllHbIE, [I030PHBIE,
HEJOJKHBIE MBICJIU U JICHCTBUS UENIOBEKA, KOTOPbIE HE ONPENEIISIIOT YeI0BeKa,
HO Pa3pacTalOTCad U CTAHOBATCS paJUKajbHO Pa3pyLIMTEIbHBIMU, €CIIU J€JIaTh
BUJI, UTO UX HE CYIIECTBYET, TO COBETCKHE UCCIIEN0BATENMN CEPEAUHBI BEKa, IIH-
CaBIIIHE B COTIACHN C «O(UIMATbHOI HayKOi», BUACIH B €TO TBOPUECCTBE JINIIH
«TUMEPTPOGHUPOBAHHBIN HHTEPEC K aHOPMAIILHOMY, HE3I0POBOMY, YPOIIHBOMY
u n3BpameHHOMy B demoBeke» (Y.A. I'ypambHHK), W Takod B3I BIOJHE
€CTECTBEHEH Ul COXPAHSAIOIIET0 MOpalbHble HOPMbl XPUCTUAHCTBA ameucmu-
4ecKko20 MUPOBO33PEHUs], KOTOPOMY HEUETO MPOTUBOIOCTABUTH U3BPALIEHHOMY
B 4€JIOBEKE — U II0TOMY MOXKHO TOJIBKO J€JaTh BUJ, YTO 3TO MAPZUHAIbHbIE
W3BpAIICHUS, JITKO MEXaHHYECKH H3BIMACMBIC M3 «3IOPOBOTO OOIIECTBAY.
J1s pasnudeHHs ¢ HBIHEIIHWM COCTOSHHEM YMOB, OOBSBHBIINX OBIBIIYIO
MapruHajbHOCTb «ECTECTBEHHBIM» COCTOSHUEM YEJI0BEKa, HY)KHO CKa3arb, YTO
JlocToeBCKHiA, BUIIS BCEOOITHOCTD HO8PENCOeHHOC, HUKOTIA He IPH3HABAI €€
Ha 9TOM OCHOBAHUU 3a YeI08EYECKYIO0 HOPMY.

B py6Opuke «/locToeBckuii Ha crieHe, B KMHO, B Meaua» B Ooraroil Qak-
TUYECKUM MarepuaiioM crarbe Anapes Hacenkuna nenaercs npeacrabistonas
UHTEPEC IMOIBITKA BBICTPOUTH KOHLENTYaIbHYI0 UCTOPUIO IIOCTAHOBOK POMaHa
«becpi».

VY KypHaja ecTh IMaOJMKKA BKOHTAKTE W B Telerpame (CoOpaBIIne HbIHE
6onee 11 800 MOAMHUCYMKOB), TIOJNUCABIINCH HAa KOTOPBIE, MOYKHO CIIETTH 32 HO-
BOCTSIMH JKypHaJia ¥ Hay4dHo-uccienoparenbckoro Llentpa «®.M. JlocToeBckuii
W MUPOBast KYJBTYpPay, TOIYYHTh JOCTYI K IMOJHOTEKCTOBBIM 3aMUCIM CEMUHA-
poB u KoH(epeHnwi LleHTpa, ynTaTh U CKAYNBATH KHUTH U CTATBH O TBOPYECTBE
JHocroesckoro. Anpeca CTpaHuil:

Vkontakte: https://vk.com/dostmirkult
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Telegram: https://t.me/dostmirkult

Kypnan usnaercst B corpyaHudectBe ¢ Komuccuell 1o u3ydyeHuro TBop-
yeckoro Hacinegusa @.M. JloctoeBckoro HayuHoro cosera «Mcropus mupoBoit
KynsTyps» PAH. PaboTta BeeTcst B KOHTaKTe ¢ pOCCHIICKAM M MEXTyHApPOTHEIM
Oo6mecrsom @.M. JlocToeBcKoro.

Kak u mpexne, Bce murarsl 3 npowussenenunii ®.M. Jloctoesckoro, 3a
HCKITIOUCHHEM 0CO00 OTOBOPEHHBIX CITy4aeB, OyayT MPHUBOIUTECS B )KypHAIIE MO
30-tomHomy [TomHOMY coOpanuto counHenuii mucarens (JI.: Hayka, 1972—-1990),
co cceunkamu cornacHo mpasmwiam PMHIL. 3armaBaeie OykBsl B uMmeHax bora,
Boropomuisl, Apyrux MMEHaX U MOHSTHAX, BEIHY)KACHHO TTOHIDKECHHBIC B 5TOM
M3JIaHUH [0 TPEOOBAHMUAM COBETCKON IICH3YPHI, BOCCTAHABIMBAIOTCSI T10 MTPIIKH3-
HEHHBIM M30aHusAIM. Bo BCcex muTarax — OmsTh-TaKH 32 HCKITIOUCHHEM OTOBOPEH-
HBIX CITy9aeB — KYPCHBOM BBIJICIIIOTCS CII0BA, IIOTIEPKHYTHIEC ABTOPOM IIUTATH,
TOJTY>KUPHBIM HITH MOY)KAPHBIM KypPCHBOM — MTOAIEPKHYTHIC aBTOPOM CTATHH.

Hamr nmouroBsIit snekrponHsiit aapec — fedor@dostmirkult.ru Pabounmu
A3bIKaMU XKypHaJIa ABJIAIOTCSA PYCCKUN M aHIIMHUCKUNA. MBI TOTOBBI pacCMOTPETh
nmo0ble MaTepHabl M0 TeMaTHKe KypHaia u3 Poccum m m3-3a pyoexa. O pe-
MICHUSX 1O MyOMMKay MM BO3BpaTe MaTepHana aBTOpHl OyIyT OMOBEIIATHCS
B TCUCHHE TPEX MECSIIEB.
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Dostoevsky: Shared Christian Symbolism, Conceptual Structures in Literary
Texts, the Role of Translations in Reading History, and Reception in the 20th and
21st Centuries
From the Editor

Esteemed Colleagues, Dear Readers,

We regret to inform you that Toyofusa Kinoshita, Professor Emeritus
of Chiba State University in Japan and outstanding Japanese Dostoevsky
scholar, who founded and headed the Japanese Dostoevsky Society for
many years passed away on February 26, 2025, at the age of 89. He was the
first to host members of the International Dostoevsky Society in Japan in
2000 and was a member of the Editorial Board of this journal, a constant
participant in my international editions devoted to Dostoevsky’s works. We
offer our condolences to the family, friends, students, and staff of Professor
Kinoshita and mourn with them. In the section In Memoriam, we publish an
obituary written by Nikolay Podosokorsky.

On March 3-5, 2025, our 6™ International Online Conference on
the current state of research regarding Dostoevsky’s creative heritage
took place. The conference was entitled “Dostoevsky: Small Forms,” and
gathered scholars from different regions of Russia, the USA, Japan, Greece,
Serbia, and Azerbaijan. Forty reports, devoted both to the theory of small
forms and to specific analyses of works of small forms in Dostoevsky’s
oeuvre, were presented. A final round table was held, in order to summarize
what can be said about the theory and classification of small forms based on
the results of the conference. The program of the conference can be found
at the following link: https://imli.ru/konferentsii/150-seminary-i-kon-
ferentsii-2025/6255-vi-mezhdunarodnaya-onlajn-konferentsiya-dosto-
evskij-sovremennoe-sostoyanie-izucheniya-malye-formy (in Russian).
Video recordings of the conference, already posted in the journal’s social
media, are collected here: https://dostmirkult.ru/ru/konferentsii (in
Russian).

The 27" International Readings “Dostoevsky’s Works in the Perception
of 21st-Century Readers” will take place on April 8-10, 2025. The Readings
are an educational conference for researchers of all ages and qualification
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levels, held in Staraya Russa in cooperation with the Dostoevsky Museums
(branches of the Novgorod Museum-Reserve). Online participation is
provided only for foreign researchers who are unable to come for objective
reasons. We offer anyone the possibility to apply to participate as a listener
and join the discussion. We include such participants in the program and
greatly appreciate their contribution to the research work during the con-
ference. The 2025 Readings will be dedicated to White Nights, and this text
is required reading for all participants, as this will ensure the possibility
to participate in discussions and round tables. Reports on other works by
Fyodor Dostoevsky are accepted as well.

The Centre’s annual round of conferences will conclude on October
1-3 with the 3 International Online Conference “The Book in the Book,”
dedicated to the memory of the great Russian philologist Alexander V.
Mikhailov. The conference is dedicated to the theoretical problem of the
presence of books, as explicitly mentioned texts and material objects
involved in the story in works of world literature and culture!.

The years 2021-2025 have witnessed the release of a significant num-
ber of publications dedicated to Dostoevsky and his works. However, they
are still far from being fully assimilated by the academic community and are
relatively underrepresented in academic contexts. We would be delighted
to offer our pages for the publication of comprehensive and substantive
reviews, including critical and polemical ones, of books and miscellanies
released during this period. Furthermore, we are always open to publishing
in-depth overviews of past conferences.

In this issue, under the section Hermeneutics. Slow Reading we present
an article of mine on the concept of “trembling” in Crime and Punishment.
It shows that in the novel “trembling” as the attribute of a being who does
not dare to desire and is obliged to obey exists only in the perception of
Raskolnikov, who himself gets involved in such a state by submitting to an
alien idea/low spirit. On the other hand, the author’s concept indicates a
vision of “trembling” as the marker of a being that enters an interaction that
becomes unity with someone higher, lower or equal; as a sign of overcoming
the so obvious (and utterly illusory) separateness of human existence. The
article discovers new precedent texts for the concept of “trembling” and
“trembling creature”: the biblical story of Cain, about which it is shown that
Dostoevsky intended to make it the main precedent text in the novel (as can
be seen from the drafts), however, in the final text he concealed it, or, rather,

' For a summary of the previous conference cf. [Podosokorsky, 2024].
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From the Editor. Dostoevsky: Common Christian Symbolism, Conceptual Structure of Texts

did not mark the face of the murderer with the seal of Cain, as he originally
intended, but in accordance with the true meaning and purpose of the seal
itself made it a sign visible in the face of the murdered, Pushkin’s poem “To
the Slanderers of Russia,” and Byron’s “Cain.” About the latter, the question
arises that Dostoevsky, having become acquainted with Byron’s works most
probably through French translations, could perceive his authorial inten-
tion in a distorted form. Quite possibly, his dislike for Byron was provoked
by these distortions, because Dostoevsky, arguing with the translated text
and modifying this intention in his own work, leans towards asserting the
original Byronic thought, which remained unknown to him.

The article published in the section Poetics. Context was written by
Nikolai Podosokorsky and is devoted to the image of the hay wain in Bosch
and Dostoevsky. The author does not avoid the question of the probability
of Dostoevsky’s familiarity with Bosch’s work, pointing mainly not to pos-
sible borrowing or continuity, but to a shared Christian symbolic system,
the individual works within which can help in interpreting each other.
Once, when explaining the principles of selecting materials for an Italian
exhibition on Dostoevsky’s work shown through its correlation with works
of Christian art, I wrote: “We are speaking not only about Dostoevsky’s
works, neither about Christian art exclusively. We are speaking about the
Christian way of seeing the world, like poets and artists teach us through
their eyes. They are the main witnesses and interpreters of a shared way of
seeing the world, and this means, first, that there is no essential difference
between the images that Dostoevsky knew and saw and that which he was
not able to see. Why? Because a true artist never borrows. The idea of ‘bor-
rowing’ is a deeply false idea. The artist cannot put in his work anything
he has not experienced?, and for this reason there is no need to imagine a
purely mechanical transference of a passage or an image from one work of
art into another. For this reason, Moliere said (and many poets echoed him
afterward): ‘I take what belongs to me wherever I find it.” The material of
the artist’s own, not someone else’s, and artists take for themselves what has
been maturing in them. However, what was born in the artist’s depth may be
found resounding in some other work. Even if the artist refers to someone,
the reference is not to a forerunner, but to a co-finder, to a friend, found
accidentally, who thought of the same things. Because of this there is no
real difference between the artist who cites the other and the two artists who

2 Dostoevsky repeated: “In order to write a novel, one must acquire first of all one or several
strong impressions actually experienced by the author’s heart.” [Dostoevsky, 1972—-1990, vol. 16,

p. 10].
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spring from the same profound idea; the artist, having found in someone’s
work an idea already formulated and expressed, dives to the depth of its
meaning and emerges with an image that is nonetheless new. When both
artists grove from the same Christian root, when they address one and the
same Christian idea, they both find in this idea a similar depth of meaning.
One should take note, however: the thought that the observer and the read-
er share follows the same trajectory: from the image to the meaning and
from the meaning to the image. We, the readers, journey along the same
road, and it is inconsequential whether we confront the so-called ‘influ-
ence’ or discover a parallel approach to the same idea that the artist share”
[Kasatkina, 2012, p. 27]. Podosokorsky proceeds from similar premises and
in his work the miracle of unfolding a detail seemingly “accidental” into a
profound symbol that defines the fundamental meanings of the novel takes
place before the reader’s eyes.

The section Dostoevsky: His Readings presents an article by Albina
Bessonova devoted to two central figures in Dostoevsky’s childhood read-
ings: Alexander Pushkin and Walter Scott. Among other things, the author
reminds us once again that Dostoevsky read some of Pushkin’s most im-
portant works (e.g., The Egyptian Nights and The Bronze Horseman) in a dif-
ferent way than we are familiar with them from our childhood and in which
they therefore come to the mind of the modern reader who encounters a
reference to them in Dostoevsky’s text. This circumstance, if not taken into
account, can utterly distort the significance of the reference to Pushkin’s
text in Dostoevsky’s work, as established by researchers. It may prevent us
from noticing that what we perceive in Dostoevsky as a direct reference to
Pushkin is in fact a reconstruction of the latter’s thought, made on grounds
that are almost invisible to the ordinary reader. This degree of adequacy of
the reconstruction of Pushkin’s thought in the absence of a test certifies
Dostoevsky’s hermeneutical consistency in relation to other interpreters as
well as in cases when his interpretation concerns Pushkin’s works that were
available to him in full text.

In the case of Walter Scott, the deviations in the texts known to Dos-
toevsky were the result of a double translation: the works he read as a child
were translated into Russian from French. This should be taken into account
by researchers who sometimes use modern translations of Walter Scott for
their comparative analyses without sufficient reflection: in this way it would
be impossible to detect a hidden quotation in Dostoevsky’s text, even when
it is quite obvious if referring to the translation known to Dostoevsky and
the writer counted on its obviousness to a contemporary reader.
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The second article of the section by Tatyana Boborykina is dedicated
to the translations and stagings of Pushkin’s The Queen of Spades: what
disappears from Pushkin’s text in translations into foreign languages and
what and how the text is actualized when translated into the languages of
other arts. Among other things, the author draws attention to the transla-
tors’ evasion of the numbers in Hermann’s head: instead of “triple,” they
opted for “double,” and instead of “increase it sevenfold,” for “increase it
tenfold.” Boborykina concludes that the translators obviously chose fixed
expressions characteristic of the target language, without noticing the cor-
relation between Hermann’s thoughts and the cards later assigned to him
by the Countess. This, of course, undermines the depth of Pushkin’s work,
where it is the man himself who shapes the trajectory of his destiny by his
desires: it is not for nothing that “Hermann” can be read as “Herr Mann”:
“Lord Man.” I would also like to highlight the great safety margin of Push-
kin’s text, which compensates for what is untranslatable in various ways, as
long as the translatable elements are not compromised in translation. In the
words “utroiit,” (meaning “triple”) “usemerit,” (meaning “increase seven-
fold”) as S. Davydov pointed out back in 1987 [Davydov, 1987, p. 265], not
two but three cards are indicated: the ace (rus. “tuz”) is positioned at the
intersection of three and seven: “utroiTUSemerit.” This is untranslatable.
However, Tatyana Boborykina finds the ace in the repeated houses of The
Queen of Spades (an ace in fortune-telling can mean “house”), E. Etkind in
the word “capital,” while I once pointed out that “the ace is found in this
phrase more easily, more obviously and, most importantly, with more sig-
nificant consequences for the understanding of The Queen of Spades, if we
pay attention to the constantly repeated pronouns ‘my,” ‘mine,” and ‘to me.’
It is important to remember that the ace is a unit, and not just any unit, but a
lesser card that becomes the elder, the greatest. In this context, it symbolizes
a card-Napoleon. Pushkin, by the time he wrote The Queen of Spades, had
already written: “We honor everyone as zeros, and ourselves as the ones...
(italics mine. T.K.), and later: ‘We are all looking at Napoleons...” The ace is
me, and Hermann here, betting on himself, seeks to triple and increase sev-
enfold the fortune inherited from his father. Here are his winning cards: a
three, a seven, an ace.” [Kasatkina, 2008, p. 182]. Therefore, the ace, which
is inevitably lost as a sound in translation, is reproduced by a whole range of
symbols surrounding numbers three and seven. This remarkable quality of
Pushkin’s text is assimilated by Dostoevsky, who mirrors the core thoughts
of his great novels many times across different cultural codes, hoping that at
least one of them will resonate with and be understood by the reader.
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Among the various codes of The Queen of Spades, the division of the
clock face in half by the hands is significant, as noted by Boborykina, be-
cause it emphasizes the resulting symbol of the cross. Another important
point to underscore is that the hands divide the dial into right and left (half
past twelve, marking the time of Hermann’s entrance into the Countess’s
house). This division is reflective of how the cards are laid in Pharaoh;
it also signifies how the rightness or wrongness of actions is determined
according to external rules and a straightforward moral framework. The
hands further divide the dial into up and down (a quarter to three, marking
the Countess’s arrival at Hermann’s house), indicating a transition beyond
mere surface appearances and the card game of the world. At this point, we
delve into other dimensions of existence, where the soul ascertains its place
in eternity vertically, based on countless inputs and, most importantly, its
deepest desires.

I never tire of emphasizing that the most profound interpretations
of Dostoevsky’s works unfold within the realms of the most distant arts
concerning expressiveness, wherein, as in wordless art forms like ballet, in-
terpreters are inevitably compelled to translate the text entirely into another
symbolic language. In Tatiana Boborykina’s article, the second production
by Roland Petit (deeply intertwined with Meyerhold’s production in terms
of its conceptual foundation) particularly captures my interest, as well as,
I believe, that of the author. In this place, it becomes quite impossible to
disengage from the text, narrating how the choreographer centers the plot
on the love affair between the Countess and Hermann. In the choreography,
this relationship transforms into Hermann’s affair with fate and the forces
of existence that lie beyond his control—forces he seeks to seduce, deceive,
or dominate.

The section Biography presents a very detailed material by Marina
Zavarkina devoted to the publisher Fyodor T. Stellovsky, who played the
role of “the evil doing some good” in the fate of Dostoevsky and in the fate
of the formation of copyright in Russia.

In this issue, the section Dostoevsky in the 20th and 21st Centuries
presents articles devoted to the development of Dostoevsky within both
literature and literary studies. The first article, which is highly informative
and analytical, was written by Svetlana Koroleva and is devoted to the fun-
damental influence of Dostoevsky’s “Speech on Pushkin” on the formation
and central ideas of English Russian studies in the first half of the 20th
century, which recognized Dostoevsky and Pushkin as two faces of a single
great Russian spirit. I would cite L. Strachey’s judgement, which emphasizes
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an understanding that Russian-language critics in the 20th and 21st centu-
ries have sometimes overlooked: “Dostoievsky, with all his fondness of the
abnormal and the extraordinary, is a profoundly sane and human writer”.
This deep and indestructible mental and spiritual health, along with the
writer’s profoundly human perspective on man, is, in the critic’s opinion,
more comparable to Elizabethan literature and Shakespeare than to modern
English literature. Unsurprisingly, this quality promptly recognized by
English criticism, despite being based on imperfect translations.

The second article in this column, rich in intriguing facts and analyt-
ical insight, is penned by Olga Panova and focuses on the work of Richard
Nathaniel Wright, a classic of twentieth-century Afro-American literature,
who regarded Dostoevsky as his primary literary mentor. In two of his nov-
els, Native Son (1940) and The Outsider (1953), Wright drew inspiration
from Crime and Punishment. Unlike Raskolnikov, the protagonist of one of
Wright’s novels believes that murder creates him rather than destroys him,
while the hero of the other novel never identifies the boundary that must be
crossed to incur guilt.

The third article, written by Elena Zaitseva, explores a well-examined
yet still debated topic: the influence of Dostoevsky on Vladimir Nabokov’s
work. As in the previous article, Zaitseva convincingly illustrates how
Nabokov’s characters are shaped by the profound ideas and life paths of
Dostoevsky’s protagonists. However, what I find particularly compelling in
the author’s analysis is her observation that Nabokov, in his portrayal of
Luzhin (from The Defense of Luzhin), effectively “pulls together” elements
from two of Dostoevsky’s novels, Crime and Punishment and The Idiot.
Luzhin and Myshkin are two different “impossible suitors,” from which
Nabokov crafts his own “impossible groom,” bearing the surname of one
and exhibiting the creative potential and “social idiocy” of the other. From
this perspective, Nabokov’s novel can be interpreted not merely as a defense
of his decidedly non-Dostoevskian character Luzhin against his creator
(as Olga Meerson insightfully discusses [Meerson, 2007]), but rather as a
critique of the Dostoevskian hero, Prince Myshkin. The prince’s apparent
asociality, which is often viewed negatively, is, in fact, an aspect of his ge-
nius, particularly within the realm of human interaction. It is in this sphere
that Myshkin’s infinite creative potential reveals itself.

The fourth article in this section presents a fascinating study by Pyotr
Druzhinin, based on archival documents, that explores the history behind
Dvosya Sorkina’s thesis titled “Fyodor Dostoevsky’s Novel The Idiot and the
Social and Literary Struggle of the 1860s,” which she defended at Leningrad
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University in 1956. Through the narration of her personal history, the ar-
ticle sheds light on the evolving attitudes toward Dostoevsky's work in the
USSR during the 1940s and 1950s.

It is noteworthy that while English critics in the first half of the 20th
century, even despite inaccuracies in translation, were able to perceive
Dostoevsky’s fundamental health—enabling him to confront, without
flinching, the most terrible, shameful, and improper thoughts and actions
of humanity—Soviet researchers from the mid-century, aligning with “of-
ficial science,” viewed his work solely through a lens of “a hypertrophied
interest in the abnormal, unhealthy, ugly, and perverted in man” (as stated
by U.A. Guralnik). This perspective is understandable in the context of an
atheistic worldview that adheres to Christian moral norms but struggles to
address the perverse aspects of humanity. Consequently, such a view can
only dismiss these elements as marginal perversions that can be mechan-
ically removed from the framework of a “healthy society.” In contrast to
contemporary attitudes that label these previously considered marginal
aspects as the “natural” state of humanity, it is essential to emphasize that
Dostoevsky, recognizing the pervasive nature of corruption, never accepted
it as a normative condition of human existence.

In the section titled Dostoevsky on Stage, in Cinema, and Mass Media,
we present an article by Andrey Nasedkin that is rich in factual material. In
this piece of research, the author makes a notable effort to construct a con-
ceptual history of the various adaptations of Dostoevsky’s novel Demons.

The journal is on Vkontakte and Telegram (with already 11 800 follow-
ers). You can subscribe to our pages to follow news from both the Journal
and Research Centre “Dostoevsky and World Culture.” Among other things,
all the recordings from seminars and conferences organized by the Centre
are published here. Books and articles dedicated to Dostoevsky are also
available for download.

Vkontakte: https://vk.com/dostmirkult

Telegram: https://t.me/dostmirkult

The journal is published in cooperation with the Commission for the
Study of Fyodor Dostoevsky’s Artistic Heritage at the Academic Council
“History of World Culture” RAS. Our work is carried out in contact with the
Russian and International Dostoevsky Society.

As before, all quotations from Fyodor Dostoevsky’s works, if not
specified otherwise, are cited according to the Complete Works in 30 vols.
(Leningrad, Nauka Publ., 1972-1990), with the references formatted ac-
cording to the rules of the Russian Science Citation Index. Capital letters
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in the names of God, the Virgin, as in other holy names and concepts, that
were lowered in this edition because of Soviet censorship are here restored
in accordance with the editions published during Dostoevsky’s life. The
author’s original emphasis in quotations (where not specified otherwise) is
indicated by italics; the emphasis of the author of the article is indicated by
bold font (or bold+italics).

Our email address is fedor@dostmirkult.ru. The journal accepts arti-
cles in Russian and English. We accept submissions related to the subject
of the journal from Russia and abroad. The authors will be notified about
acceptance or refusal within three months.

Tatiana Kasatkina
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