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HocToeBcknii: Masbie (POPMBI, IPUHIMI JOMOJTHUTEIbHOCTH
H eBpeii-AxuJiec,
KTO repoii «Kpokoauniaa» n kak HaunHaauch «becbn».
Om pedaxmopa

VYBakaeMble KOJUIETH, JIOPOTHE YUTATEIH, B HOSOpPE MBI BBITYCTHIIN
[IOATrOTOBJIEHHYI0 10 rpanTy PH® u BBUIOKEHHYIO B OTKPBITBI OCTYI
COBMECTHYI0 MOHOTpaduto «KHUTH B KHUTE: pOlb U 00pa3 KHUTH B POMaHe
Hoctoesckoro “Ummor”» (aBTopsl: Huxomait Ilomocokopckuii, Taresna
Marapwi-UnesieBa, Karepuna KopGemna m Taresina Kacarkwna; umrath
W CKauuWBaTh MOXHO 31ech: https://ed-imli.ru/index.php/ru/3943-knigi-
v-knige-rol-i-obraz-knigi-v-romane-f-m-dostoevskogo-idiot), —a  Taxxke
YTBEPJWIN K TIe4aTh OOJBINON KOUIeKTUBHBINA Tpyn «Poman ®.M. JlocToes-
ckoro “IlpectynyieHne U Haka3aHHE”: COBPEMEHHOE COCTOSHUE M3YUEHMSD,
B KOTOPOM HPHHSJ y4acTue LIBET COBPEMEHHON JOCTOEBUCTUKHU U KOTOPBIN
IJIAaHUPYETCS K BBIXOAY B epBoii monosuHe 2025 roxa. U B cienyromem rogy
Halll Hay4yHO-uccienoBaTeabckuil 1eHTp «®.M. [ocTroeBckuili U MUpoOBad
kynberypa» UMJIM PAH OTKpbhIBaET HOBYIO 0O01bULYyI0 HEMYy — O MAbIX
¢opmax 'y JlocToeBckoro, KOTOpoi U OyAET MOCBSAIICH FO10BON KPYyT KOoH(pe-
penuii, npoBoaumMsix LleHTpoM.

JocroeBckuil — mpu3HaHHBIA MacTep Oonbioi Gopmel. OnHAKO OH
HEe TOJbKO paboTas B MasblX (popMax B Hayaje CBOETO TBOPYECKOTO MYTH,
HO U MO03XKe, B AMO0XY OOJBIINX POMAHOB, co3laBasl «J{HEBHUK mHcaTENs»,
HCIIONB30BaJl MaJble XYJ0KECTBEHHbIE (POPMBI KaK Ba)KHEHIIME DIIEMEHTHI
CTPYKTYPBI 3TOTO HOBOM300PETEHHOTO UM KaHpa. PaboTa Hamux koH(pepeH-
M OyJeT HaleleHa Kak Ha aHaJTUTHKO-CUHTETHYECKH IITyOUHHBIA aHaTIH3
KOHKDPETHBIX MPOU3BEJICHUH, TaK U Ha CO3JjaHue 00OCHOBAHHOW M yYUTHIBA-
IOIIeH CIEIU(UKY KaXI0TO U3 COOTBETCTBYIOIIUX TEKCTOB MMEOPUU MATbIX
popm ¢ meopuecmee /locmoesckozo, B paMKax KOTOPOH HAc MPEXJE BCEro
HHTEpECyeT MpodieMa yrKyuoHanbHocmu MaabIx GOpM B IEPHO PAHHETO
TBOPYECTBA — U TIOTOM B «/IHEBHUKE IHUCATEIIS».

«Mamnsie popmsl y JlocToeBCKOr0» — HE HOBasi TeMa B JOCTOCBUCTHKE.
OpHako OHa HUKOIJa HE peliaach KOMIIJIEKCHO M OCTaeTcs o cel IeHb clla-
00 MpopaboTaHHOM!: Take BOIIPOC O TOM, YTO BXOJHT B CIIyUae pacCMOTPEHUS
TBOPYECKOH CHCTEMBI JI0CTOEBCKOTO B TIOHATHE «MaJIOH (POPMBI», IO CUX TIOP
WHOTJIa PEIIaeTcsl BeChMa IMPOU3BOIBEHO U TEOPETHUCCKH MaI0000CHOBAHHO.
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Brmiote 10 TOTO, 4TO B IOHATHE «MaIOH (POPMBD» UCCIIEAOBATEISAMHU TOPOH
BKITIOUAIOTCS. COCMAGHblE Yacmu BEINKAX POMAHOB — BKIIIOUAIOTCS Kak
JEeKIapaTUBHO-«(TEOPETUUECK», TaK M IpakTuuecku. IlpakTtuuecku 3TO
IIPOUCXOJUT, KOIrna, Hampumep, «Beaukuil HHKBU3UTOP» paccMaTpuBaeTCs
B OTPBIBE OT CBOEr0 MECTa M CBOMX CBA3€H ¢ aApyrumu ydactsimu «bparbeB
Kapama30BbIX», YTO MOJHOCTBIO MCKa)XaeT CMBICH IO3MBI, co3gaHHoi [lo-
CTOEBCKHMM KakK IIPOU3BEJECHNE KOHKPETHOIO repos — Jia ellle U B KOHKpeT-
HOU [uanornyeckoit cutyanuu (cM. o0 aTom, Haipumep: [Capackuna, 2007]).
Bonee Toro, B nousTue «Mainoi ¢popmel» B TBopuecTBe JJOCTOEBCKOr0 MHBIMU
HCCIIEJOBATENIAMU BKIIIOYAIOTCS )K€ OTPHIBKM HEJONMHMCAHHBIX TEKCTOB (HE
X0Uy 3[1€Ch CChUIKaMU MPOJBUTAaTh HU3KOYPOBHEBbIE CTaTbU, HalleuaTaHHbIE
TE€M He MEHee B MHJEKCUPYEMBIX KypHaJIax).

Mesxy TeM, Hapsy ¢ OOJBIIMMUA POMaHAMH «BEITMKOTO MATHKHIKHUS
U TOMBITKaMK 00JIb1I0H (hOpMBI B paHHMN Nepuol, B TBopyecTBe JJocToeB-
CKOT'0 BCE BpeMsl IPUCYTCTBOBAIM HpoU3gedenua cpeaHeil u Manoi Gopmsl.
W3 HUX 7eTKo BBIAENSIOTCS JBE TPYIIBL: Majible GOpMBI MEPBOTrO Mepuoa
TBOpYECTBa U MaJible (DOPMBI, BXOIUBIINE B COCTaB «J[HEBHHKa mUcCATENs».
OTu Tpynnsl ¢opmupyromea 1o GYHKUUOHATIbHOMY TIPU3HAKY (TO €CTb
B COOTBETCTBUHU C OTBETOM Ha BOIPOC, 3a4eM M TOUEMY B 3TOM CIIydae
CO3/1aBajiiCh UMEHHO IMPOU3BeNeHUs Majod (GopMbl) — U 1O (QYHKIHSIM
JKe 3TU TPYMIbl MeXAY co00i paznuuarwmcea. OyHKIIMOHATBEHOE pa3inyune
OTIpEIeIsICTCA PA3TUUNEM KOHTEKCTa, B KOTOPBII 3TH MPOU3BEICHHS BKITIO-
YCHBI, U MECTa, KOTOPOE OHU B ATOM KOHTEKCTE 3aHHMAIOT. IIpon3BeneHus
Masioi (popMBI IEPBOTO MEPHOAA CO3TAIOT HEOOXOANMBIN KOHTCKCT Opye 01
opyza (4TO TIPUBOAUT K HEOOXOAMMOCTH PACCMAaTPHUBATh MX KaK eOUHbLIl
meKcm — B TO BpPeMs Kak IPH paCCMOTPEHHUHN OONBIIMX poMaHOB JlocToes-
CKOTO HJes €IMHOTO TEKCTa CKOpEe CIIOCOOCTBYET TOMY, YTO MCCIIEIOBATEIIH
HE BUJAT CYLIECTBEHHON TUHAMMKHU M BaXKHBIX OTIMYMH KaK I1OCTaBIEHHBIX
TaM MpoOJIeM, TaK U MPEIUIOKEHHBIX PEeIICHNUH). XyI0KECTBEHHBIE KE TPO-
n3BeAeHUS Maoil popMbl B «/{HEBHIKE MHCATEIS SBISIOTCS HEOOXOIUMBIM
KOHTEKCTOM [UIsl YCJIOBHO «HEXYJOXKECTBEHHBIX» TEKCTOB «JIHEBHUKa M-
caTels» U UMEIOT 3agepuiaiouiyio, pa3peliaouyio 3asBiIeHHYI0 podiieMy
¢ynkyuro, penCTaBISIIOT COO0H Kak OBl nuK pazeumus memsl (B CBSI3U
C 3TUM HIPEJCTaBIIsIeT HECOMHEHHBIH MHTEpEC, XOTS M He OTBEYaeT Ha BCe
BOIIPOCHI, UJes IMOremamuyHocmu Majoil npo3bl «JlHEeBHUKA MHCATENS,
cM.: [bopucosa, 2012]).

EcTb 1 npousBeneHus Manoil GopMbl, IBHO BBIXOJALINE 32 PAMKH 3THX
IBYX Tpymn (Takue Kak, Harmpumep, «CKBEepHBIH aHEKIOT» WIN «3UMHHUE
3aMETKH O JIETHHX BIIEYATICHHUAX)»), oOJiajjaroliue coOCTBEHHOM (yHKLHU-
OHAJIBHOCTBIO B TBOpUECKOW cucTeMe J[0CTOEBCKOTO, UIpaIOIIMe BaXKHYIO
POJb B Pa3BUTUHU U TPAHC(HOPMAIMU €T0 TBOPUYECKOTO METOAA (CM. 00 3TOM:
[Tuxomupos, 2018], [Kacarkuna, 2024]).
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KommekcHbI moaxon K MaieM (opmaM y JlOoCTOEBCKOTO, WX HH-
TEHCUBHOE COBMECTHOE HM3Y4YCHHE B paMKax psjia KOH(epeHIHid, KaKk Mbl
HaJIeEeMCs, MO3BOJIHUT U TPEUIOKUTh MX BHATHYIO KJIACCH(UKAIIMIO — HE
pamn KiaccupUKanWM, a IS ONTHMH3AIMHM BBHIOOpA MyTel aHam3a KOH-
KPETHBIX MTPOM3BEICHHH, TOCKOIBKY METOIMKH aHaIH3a OymIyT pa3iarmdaThest
B 3aBHCHMOCTH OT NIPHYNH HCIIOJIH30BAHIS aBTOPOM UMEHHO Majioi (hOpMBI
B KaXXJOM KOHKpeTHOM ciiydyae. OH TakXkKe I[103BOJIUT IPOBECTH IIIyOOKMH
U Pa3HOCTOPOHHUM aHalu3 OTHENbHBIX IPOU3BENEHUI U J0Ka3aTelbHO
MIPOAEMOHCTPUPOBATh ABTOPCKYI0 MHTEHLUIO, MPEAJIOKUTH KPYr MHTEpIpe-
Talui, aJeKBaTHBIX aBTOPCKOMY 3aMBbICIy (3aMETHM IIONYTHO 3[€Ch, YTO
eounaa aneKBaTHAsE MHTEPIPETalus — HE PABHO €OUHCMEEHHAA; eluHas
aJieKBaTHas UHTEPIPETAlUs codupaemcea U3 Kpyra UHTepIpeTauui, u B 1o-
POTOBBIX Cllydasx UX 00beJUHEHHE BO3MOKHO JIMILb B COOTBETCTBUH C IIPHH-
LUTIOM JIOTIOJIHUTEIBHOCTH (TO €CTh OHU HE JOJKHBI HE IPOTUBOPEYUTH APYT
JIpyTy — OHH JOJDKHBI HE IIPOTUBOPEUYHUTH TEKCTY) — HO BCE OHU MPHU ITOM
SIBIIIIOTCS DK3ETEeTUYECKUMU, a HE DIICEereTHUECKIMH).

VI MexayHaponHasi OHJIaiH-KOH(EpEeHIHs, TOCBSIIEHHAs U3YYSHHIO
TBOpuecKoro Hacieaus JlocroeBckoro, mpoBoaumasi HamuM LleHTpom, B 3TOT
pa3 Ha3BaHHas «JlocToeBckuii: MaJibie GOpMbDy (KOHPEPEHIUU MPOILIBIX
neT cobupanuck BOkpyr Oorocnosus JloctoeBckoro, pomana «IlogpocToky,
pomana «IIpectynnenue n Hakazanuey») npoiaer 3—5 mapta 2025 rosaa, 3asB-
KM Ha Y9aCTHE CO CBEACHUSIMHE O ce0e U TE3UCHI TOKJIA0B MOXHO ITPHUCHITIATh
Ha ajipec xxypHana o 10 despas.

A 8-10 ampens 2025 rona npoitnyt XXVII MexaynaponHble yTeHUsI
«IIpounssenennst ®.M. JloctoeBckoro B BoctpusitTuu ynutareneid X XI Bexka» —
HaIa o0yJaromas KoH(pepeHIINs I HCCIIeI0BaTeNIeH BCEX BO3PACTOB H YPOB-
Hel kBajudukanuu, npoBoaumas ouno B Ctapoit Pycce B coTpyaHHuecTBe
co crapopycckuMu My3sesmu JloctoeBckoro (¢pmmmanamu HoBropomckoro
My3es-3anmoBeHnka). Ha 3Ty koH(EpeHIHIo MOKHO MPUCBUIATH W 3asBKY
Ha ydJacTHe 0e3 J0KIaja, B Ka4eCTBE CIyIIATENsl U YIaCTHHKA O0CYKICHUS
U KPYIJIBIX CTOJIOB (CO CBEIACHUSMH O ce0e) — MBI BKIIFOYaeM TAKHX ydacT-
HUKOB B IIPOTPaMMy H OY€Hb [ICHHM HX BKJIAJl B OOIIYI0 HAYYHYIO U YICOHYIO
pabory Ha koH(pepenuu. B 2025 roxy uyTeHUsI COCTOATCSI BOKPYT CEHTHMEH-
TaJbHOro poMaHa «beiible HOUM» — 3TOT TEKCT 00sf3aTesIeH K MPOYTECHUIO
BCEMH yYaCTHUKAMH KOH(PEPCHINH TSl 00€CIICUCHHST BO3MOXKHOCTH yYacTHs
B 00CYXICHUAX U KPYyIIIbIX cTosiaXx. OHAaKO CBOM AOKJIAAbl Y4aCTHUKU MOTYT
MOATOTOBUTH TAKXKE U 110 APYruM npousseaeHusM @.M. JlocToeBckoro.

B 2024 rony exeromHblii kpyr koHdepenuuit LlenTpa 3aBepimics
1-3 okTsa0pst MexXAyHapoAHOH OHNalH-KOH(epeHuuell «Kuura B kKHUTe», MO-
CBSILIEHHOH MaMATH BEJIMKOr0 pycckoro ¢uionora Ajekcanapa Bukroposuya
Muxaiinosa, Brepsble npomeameid B 2023 roxy. Kondepenuus cobpana ¢u-
JIOJIOTOB, U3YYAIOIIUX MPOOIeMy KHUTH B KHUT€ U KyJIbType Ha MPOTSHKEHUH
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BpPEMEHH (M MPOCTPAHCTBA) OT MIYMEPOB 110 (aHTE3H U (aHdukoB. [TaBHBIH
opranuszarop koHpepenunn — Hukonait [Tomocokopckuii (cM. ero 0630p KOH-
(bepennmu B 3ToM HOMepe). KoHdepeHIus mocBsIeHa TeopeTHuecKoi mpooiie-
M€ TIPUCYTCTBUSI KHUT KAK HPAMO YROMAHYMBIX TEKCTOB U MAMEPUATbHBIX
npeomemos, yuacmeyloumux 6 ciodceme, B IPON3BEICHUSIX MHPOBOH JIHTEpa-
TypHI ¥ KyabTypbl. B 2025 roay koHdepeHius Takke mpoitnet 1-3 okTa0ps.

B 2021-2024 romax BBIILIO OOJIBIIOE YKCIIO M3AAHWMN, IMOCBSIIIEHHBIX
Jl0CTOEBCKOMY W €ro TBOPYECTBY, €T0 BPEMEHH, ero Kpyry oOmieHus. OHu
MTOKa J1aJIeKO HE TOJIHOCTHIO OCBOCHBI HAYYHBIM COOOIIECTBOM, BCE €IIIE MaJIOo
BKITIOUCHBI B HAYYHBIA KOHTEKCT. MBI TOTOBBI IIPEI0CTABIIATH CTPAHUIIBI XKYP-
HaJa JJIs MyONHUKae 0OCTOSTEIBHBIX U CONEPKATEIBLHBIX PELICH3UH (B TOM
YUCJIe — KPUTUYECKHUX U TIoJIeMUYecKuX ) Ha Boimeamme B 2021-2024 rogax
KHUTH U cOOpHUKH. Takxe Mbl BCETa OTKPBITHI JJIs MyONHMKALUK COEpIKa-
TEJbHBIX 0030POB MPOLIEAIINX KOH(pEPEHLUH.

B sTom HOMepe B pyOpuke «['epMeHeBTHKA. MeieHHoe uTeHne» myOiu-
Kyercs craThs TaTbsiHbl KoBaneBCKOM, MOCBSIIEHHAS TPOOIeMaM aJIeKBaTHOTO
nepeBojia «3amucoK U3 MOAMONbS» Ha aHTIUICKHUNA S3bIK — M MOTOMY BpoOJie
Obl IpeAHa3HAuCHHAs I pasMelleHus B pyopuke «JloctoeBckuii: mpobiema
nepeBojia» — HO (HOKyCHUpyeTcs ccae0oBaTelb IPH 3TOM He Ha OOILIEesI3bIKO-
BBIX Pa3IMYMAX U CBA3aHHBIX C HUMH MpoOJeMax, a Ha mpodiemMax nepeaadn
(v He mepenaun) aBTOPCKHUX IIIyOMHHBIX CMBICTOB!. VIMEHHO Takoil momxon
K aHaJM3y IMEepPEeBOJIOB HEM3MEHHO IPEOCTaBISIET OTPOMHBIC BO3MOKHOCTH
JUIS TITyOOKOW TePMEHEBTHKH OPUTHHAIILHOTO TEKCTA, TIOCKOJIBKY OTPEIEKCH-
POBaHHbBIC MCKAXECHUSI TIEPEBOAYMKOB MHOTJIA BIIEPBBIC MMO3BOJISIOT 3aMETHTh
BCIO IYOMHY M TOYHOCTh CKa3aHHOTO aBTOPOM IIPH UMEHHO TaKOM BBIOOpE
CJIOB Ha SI3bIKE OpUTHHAJIA. ABTOp CTaThH HATIISIHO JIEMOHCTPUPYET, KaK MpH
OIPEJICICHHOM BBIOOpPE M3 pajia CHHOHUMOB CO 3HAYCHUEM <GIIOW» B S3BIKE
nepeBojia odIeyenoBeyeckas MeTapu3ndeckas mpoolieMaTHKa IIPONU3BEICHUS
Jl0CTOEBCKOTO MMOIMEHAETCS COLMAIIBHON ¥ CUTYaTUBHOM, ITO3BOJISA YATATEIII0
OTCTPaHEHHO PaccMaTPUBATh Tepost KaK OTICIICHHBIN OT HETO paMITON MPOIYKT
OIIPE/ICIICHHOTO BPEMEHU M MHPOBO33peHHs. 51 OBI, OIHAKO, HE COTNIACHIIACH
C MCCIIeIOBATENbHAUINCH Kak MUHIMYM B OTHOM CYIIECTBEHHOM JUIs Hee 6a30-
BOM TonokeHnd. OHa THIIET: «3a0a4a NONNOIBFHOTO COCTOUT B TOM, YTOOBI
caMoMy 3aMecTHTh co00it bora». I 000CHOBBIBAaET 3TOT 37I0i YMBICEN repost
HCKaOKEHHOM UM CKpBITOM 1uTatoi u3 @ombel AkBUHCKOro o IlepBompuunne
Obrtust. S monararo, JIocTOeBCKHUI 3[€Ch CTPEMUTCS ITOKAa3aTh BOBCE HE 3JI0M
yMbIcen HoBoro Jlromudepa — a pacTepsSHHOCT, 8 3aTEM U ITaJICHNUE B IIOIOCTh
U Mep30CTh, HEU30EKHBIE Ul YENIOBEKA, HONPOCHLY YRYCHUGUIEZ0 U3 6UOY
9Ty [lepBONpUUNHY — U 8bIHYHCOEHHO20, 32 YTPATOH UCTUHHOTO OCHOBAHUS

' 1 umenno 3a cuer Takoit pOKyCHPOBKH aBTOP I10 X0y U B 3aBEPLICHUE CTATHH FTOBOPUT
OYEeHb Ba)KHBIE BELIM, OTHOCSILUECS K TEOPUHU TIepeBoia BOOOIe — U K IpobiIeMaM pyccKo-
AHIIMICKOTO NIePEeBO/ia B YaCTHOCTH.
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Y TIpU TIOJTHOM TIOHMMaHWH BCEH HETOIHOCTH B Ka4ecTBE HOBOTO OCHOBAHUS
00uecmea, CTaBIIETO B CHITYy TAKOU YTPATHI Cpedoil, 0CHOBbI8AMbCA HA CAMOM
cebe. VIMCHHO TIOATOMY 3a CIIOBaMH TIOAIIOIBHOTO TAPAIOKCATINCTa BCTAIOT HE
OII03HABAaEMBIC MM, HO OTIO3HABAEMBIE, IO MBICJIH aBTOPA, YUTATENIEM TECHBIC
pAIbl OMONEHCKUX W TUTYPrHYSCKUX UTAT U aJunto3uid (cM. 00 stom [Kacar-
kuHa, 2019]), co3natomye He ONTyIIAEMOE MM JI0 ITOPHI, HO YAEPKUBAIOIIEEe €T0
B OBITHH (ITyCTHh U MPOBAJHBIINMCS B ITOAIMONBEE — M3 KOTOPOTO OH, OTHAKO,
CMOYKET BBITH B KOHIIE?) MOIIIHOE OCHOBAHHME, TTOKosmIeecs Ha [leponpuunse.

Bropas craths pyOpuku (aBTop Hukonai KanyctrH) nocsiieHa 0030py
pas3HBIX CIIOCO00B cmompems B «IIpecTyIieHHN U HaKa3aHUW», K 0C000 —
MPUIIYPEHHOMY ¥ ITOJMHTHBAIONIEMY B3TIIIAY M B3TIISAY HA CTCHY.

B pyOpuke «Iloatuka. KoHTekcT» mepBasi cTaThsi MPHHAMICKUT TPy
I'eoprust [IpoxopoBa, 1 OHA MOCBAIICHA aHAIN3Y (PUHATBHOTO SIH30/1a JTHHUN
CeupnpuraitioBa B pomane «[IpecTyruieHue n Haka3aHue»: BCTPEYE Tepost
C MOXKapHBIM eBpeeM-AXUIUIECOM, a TouHee — 00pasy W (YHKUHUU eBpes
(MMEHHO ¢ yIOpPOM Ha HALIMOHAIBHOCTD M Ha THIIMYHOCTD, & HE HA JINYHOCTH )
B 3TOM smu3one. CTarbs OYeHb WHTEPECHAas U dBPUCTHYHAS, U XOTSA Yy MEHS
MHOXECTBO NPAMO-TaKH MPOTHUBOPEYAIIUX HECOIIacCuil ¢ aBTOPOM — HO
OHH BCE TAKOTO PO/, YTO, BO3MOKHO, HAIIM TOYKU 3PEHUS JOJKHBI OBITH
BKITIOUCHBI B MHTEPIIPETAIMIO SIIM30/1a UMEHHO 0 YKa3aHHOMY BBIIIIE IPHH-
LUy JOTIOJHUTEIBHOCTH: KOTJIA 5 BBICKA3bIBAI0 CBOK) — I IOHUMAIO, YTO
MHE JKaJIKO M Ja’kK€ HEBO3MOXKHO ObUIO OBl yIYCTHTh MPHHAICKAILYIO MY
MIPOTUBOIIOJIOKHYO.

[lepBoe, Ha 4TO 51 OBl BO3pa3uiia, 3TO MOCTYJIUPYyEMasi aBTOPOM BKIIIO-
YEHHOCTh DMH30/[a C €BpeeM B JUTMHHBIN DSl HAXOJSIIUXCS MEXKIY CHOM
W SBBIO JIHU30MI0B TOchenHero myremectBus Ceuapuraiiora. Ha moi
B3TJISLL, IMEHHO TIEpE]T 3TUM SIIH30/I0M 3aKaHUMUBACTCS BCSIKAst HCOMPEACIICH-
HOCTh M CBHIPUTANIIOB BBIXOAWT, HAKOHEI, B IPOCTPAHCTBO PEATBLHOCTH,
Komopasa modicem 0blmb 3AC6UOEMENbCINEO8AHA CHIOPOHHUM 63271500M.
HNmenno mostomy (a He 4TOOBI «ITOU3ACBATHCS HAJl €BPEEM» ) €TO TaK IIPHUBIIC-
KaeT «opuumanbHbli cBupeTenby [Jloctoesckmii, 1972—-1990, . 6, c. 394].
51 maxxe MOTY TPEAIOIOKNTE, UTO €BPEHCTBO CBHIACTENS Ha KAKOM-TO YPOB-
He3 MOHaI00MIOCh 371eCh Jl0CTOEBCKOMY MMEHHO JIJISl TOTO, YTOOBI CHEIaTh

2 Tlocnennue crnoBa «3amucok»: «Ho m0BOIBHO; HE Xo4y s OoibIne mUcaTh “HU3
[oxnonss™... Bpodewm, 37ech elie He KOHYAI0TCs “3amucKu’” 3Toro mapanokcanucra. OH He
BBIIEpIKaJ ¥ IMPOooJDKai aanee. Ho Ham Toxke KaxeTcs, YTO 371eCh MOKHO U OCTAHOBUTHCS
[doctoesckuii, 1972—-1990, T. 5, c. 179]. B atux 3axiodnTenbHbIX cTpokax JlocToeBckuit
paszernseT Ha3BaHUE MPOM3BEICHUS, U TIOIYYaeTCsl, YTO «3alNCKW» He 3aKOHYIINCH (KU3HB
MPOI0IDKAETCS ), HO TePOM MHIIET WX yXe He «u3 [loamonbsy.

3 Ha KakoM-TO ypOBHE — IOTOMY 4YTO 9Ta ClieHa — IueaeBp J0CTOEBCKOro, U OHa
TOJUIC)KUT UHTEPIPETAL[M HA MHOTHX YPOBHSIX, U TO, YTO UICTUHHO Ha OJJHOM YPOBHE, MOXKET
MIPOTUBOPEUUTH TOMY, UYTO HPOSIBUTCS Ha APYyroM. Ho MOJHOTO MOHMMaHUsSI MbI JIOCTUTHEM
TOJILKO MPH CHHTE3€ BCEX YPOBHEH MHTEPIPETAIINHU.
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9TY CTOPOHHOCTh MaKCHUMAaIIbHOM, YTOOBI Pa3IMYaINCh BHITOBOP, BRIPAKCHUE
JIUIIA, pa3Mephl TeNa, OfIeXkK1a — ITOTOMY YTO HEJB3s1 HE COITTACUTHCS C aBTO-
POM CTaTbu B TOM, YTO B KaKOM-TO MOMEHT CL€HA MPEICTOSHUS JpYyT APYry
CunpuraizioBa 1 AXusuleca HauMHAEeT OLIYLIAThbCA YyTh JM HE KaK CLEHa
¢ 3epkanoM. Tak BoT, Jl0CTOEBCKOMY 371€Ch HYKHO, YTOOBI MBI YBUICITH ITO
CXOJICTBO, 3T0 OparcTBO (CBUAPUTANIIOB TPHIKIBI HA30BET eBpes-AXHiuieca
OpaToM) — HO YBHUJEIHU 3TO KaK CXOJICTBO C Opyeum W OpaTrcTBO ¢ Opyeum.
[Toromy uto CBHIpUrailIoB CIMIIKOM CKJIOHEH B T€UEHHE pOMaHa pa3Bo-
padymBaTh YeloBeKa K ceOe COBIIAIAIONICH CTOPOHOM, BBITATHBATH M3 HETO
cpoznHoe cebe, Jaxe eCiId ATOr0 CPOAHOIO TaM € TYJAbKUH HOC. CIHUIIKOM
CKJIOHEH JIeJIaTh U3 JPYTUX CBOU OTPa’KeHUSI.

OTtmeTuM, 4TO B 3TOM cueHe CBHIpHUrailioB BIEpPBbIE HCIOIb30BAJ
CIIOBO «OpaT» Kak oOpameHue (K CBUIpHUrailioBy Tak BOOOLIe HHMKTO He
oOpamaics, caM OH yHOTpeOseT Mpexae CIOBO «OparT» JIMUIb ¢ OTCTpa-
HAIOLIUM MECTOMMEHHEM «Balll»). M 3TO OueHb 3aMEeTHO B pOMaHe, TIIg,
BO-TIEPBBIX, «Opar» — 4yThb JIM HE camMoe ynoTpeOuTenbHOe obOpalleHue
(u mpexxae u Gonee Bcero — K PackolbHUKOBY) B caMbIX Pa3HBIX CUTYallU-
sIX, @ BO-BTOPBIX — Ba)KHEHIIee CIIOBO B €BAHTEIILCKOW CIIEHE pOMaHa, Iie
o JIazape cokpymaroTcs npexae BCero Kak o Opate, 1 BOCKPECCHHUE My TOXKe
MpOCAT U — I[aBHOe — obemiarT kak opamy: «Torna Mapda ckazana Uu-
cycy: I'ocmonu! ecim 651 Tol Ob11 31€CH, HE yMep OBl Opat Moit. Ho u Teneps
3Ha10, uTo 4yero Trl mompocus y bora, mact tebe bor»; «ucyc ropopur eii:
eockpecnem opam meour» [Jlocroesckuit, 1972—1990, 1. 6, c. 250].

W wMeHHO 3TO HE JaeT COINacuThCs (HE JaBas W OE3yCIOBHO €ro
OTPUHYTH) C BBICKa3bIBAHUEM aBTOpPa CTAaThbH O TOM, YTO BCTpEYa C €BpeeM
HAaXOJUTCS «y BEPIIMHBI KATACTPO(UUCCKON HEMOYKN», «HA ITyTH K HETO-
npaBUMoMy Ipexy»*. Ha omnpeneneHHOM ypoBHE HPOUTEHHS ITO BBIVISIIAUT
TaK: €CJM He BHUKaThb B CUMBOJMYECKOE 3HAUEHUE PACCHIIAHHBIX 110 MYTH
CupuraitioBa Tonorpaduueckux ykazanuii. CBUIPUTaHIOB BCE XOUET «I10-
BOPOTUTH Ha [IeTpoBckuil» (4TO OCTPOB, UTO NApK HA OCTPOBE — JOCTATOYHO
npo3padnas Metadopa pas, KIFOUHHK KoToporo — [leTp; Ha ocTpoBe Taxxke
OBLI TOCTPOCH ABOpEI] EKaTepHHBI ¢ pacXOIIIUMHECS OT HETO 8-10 IPSMBIMH
aJuIestMH, 4TO BOCTIpoM3BoAMT boropoamunyio (Budneemckyto) 3Be3my) —
HO CBOpayMBaeT Ha/leso, B CTOPOHY NOXKapHOW KanmaHuu (cTosda M O0Jib-
LIOr0 JIOMa 3a HMM): IO)KapHasi 4acTh Kak Obl MOBTOPSIET B BOOOpakKeHUHU
YUTaTeIsl TO COYETaHUE BOJABI U OTHs, KOTOPOE CBOWCTBEHHO OaHEe: TaKuM
0o0pa3oM, OTBEPHYBIIUCH OT pas, CBHIPHUrailioB Kak Obl OKa3bIBAaeTCS Ha

4 ABTOp TaK — U COBEPIIEHHO B COIVIACHHU C OPTOIOKCATBHBIM XPUCTUAHCKUM B3IJISIOM —
Ha3bplBaeT camoyouiicTBo. Ho B TOM-TO M 1eio, 4to JI0CTOCBCKUIT HEU3MEHHO — BIUIOTH JI0
OTKPBITOTO BBITOBapHBaHHs 5TOT0 B «Bparbsix KapamazoBbix» — Oy/eT HCKaTh BOZMOKHOCTEH
nonpasume nenonpasumoe. VI olMH U3 IPKUX ITANOB ITOTO MOUCKA — CaAMOYOHICTBO
CBuzpuraiiiosa.
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IIyTH K cBoeMy axy. Ml nMeHHO BopoTa ajia u 3akpsIBaeT A CBUApHUTaiioBa
Opat-eBpeii-Axwiec’ (OH MPUCIOHHUIICS K BOPOTaM IUIEYOM M JO KOHIIA
YIEP/KUBAET 3TO CBOE IOJIOKEHUE), YEM BOCCO3/1a€TCsl B POMAHE CLEHa, IIPU-
CyTCTByIOIIas Ha MKoHaxX CTpalrHoro cyga: OraroaeTeIbHOro OymHUKa (Ka-
KOB ¥ ecTb CBUIPUTAINIOB, KOTOPBIH OJJHOBPEMEHHO CaM OTKPBITO IPU3HAET
B POMaHE CBOIO OCO3HAHHYIO NPHUBS3aHHOCTH K ONyAy — ¥ IOYTH TalkoM
pa3maeT CBOM JEHBIH C TE€M, YTOOBI 3aIIUTHTH OT ONyla OKPYXKAIOUIUX €T
JKCHIIMH ¥ JeTei) — OaroneTeIbHoTro ONyIHUKA, MPUBI3aHHOTO K CTOJIOY
MEXJ1y aJloM U PaeM — HO He 3aMKHYTOI'0 B TOM aJy, KOTOpbIi cam CBUIpHU-
TaiiJIOB CYMTACT CAMBIM CIIPaBEIUIMBBIM HCXOIOM IS ceds (CM. moapobHee:
[Kacarkuna, 2015, c. 206-216]).

JocToeBckuii Bce ke HUKOTIA HE YXOIUT OT MIy0odaiilero CuMBOIM3-
Ma «K (PU3MOJOrMYECKOMY OUEepKy, HAllOMHMHAIOIIEMY TOPOJCKOH pernopTak
0 neTepOypreKoil ynuie» — MpocTo €ro CUMBOIU3M COBCEM HE BOCIPOU3BO-
JUT NPUBBIYHBIN U 3a(MKCHPOBAHHBIM CHMBOJIU3M CPEIHECTATHCTUYECKOIO
CIOKETa — U UMEHHO MOITOMY MOXET OKa3aTbCs BOOOIIE HE3aMEUEHHBIM
TOTJa, KOIJa IJ1a3 YUTATeNs! CIUIIKOM OPHEHTHPOBAH HAa BOCHPOHU3BEICHHE
npuBbuHOro. Ho TO, 4TO ero BeICOYalIMe CHUMBOIMUYECKUE CIEHBI MOTYT
ObITH YBUJEHBI KaK MOYTH (DU3MOJIOTHUYCCKUI OUepK — SIPKO CBUACTEIb-
CTBYET O TOM, YTO CHMBOJI HE BEIMUPAET O0JIee HABSI3UUBO U3 TIOBCEIHEBHO-
CTH — O TOM, YTO IIepe]] HAMU BBICOYANUIINI peannu3M, a He POMAaHTH3M U He
CHMBOITH3M.

Camoe HeonpaBJaHHOE B CTaThe, HA MOH B3IV, — 3TO YTBEPKACHUE
0 TOM, 4YTO B Kpyrozop CBuapuraiigoBa eBpeil BXOAUT U3 TE€X CPEIHEBEKO-
BEIX «(alyi, KOTOpPBIE ¢ COBPEMEHHOI TOYKH 3pEHHUS HOCAT Iomodobdcknit
XapaxTep». ABTOp OTOBAapHBACTCS: «IIPHMEYATEIHHO, YTO (paOyIBHBIA PsII
CPEJHEBEKOBBIX HAPPATUBOB JIUILB JIEKUT B Kpyrozope CuapuraitiioBa, HO
He peann3oBaH J{0cTOeBCKHM B ciokeTe pomMaHay. OqHaxo s OBl CKa3ana, 9To
9TH HAappaTHBEI HE TOJFKO HE pealn30BaHBI aBTOPOM — HO B poMaHe abco-
JIFOTHO HUOTKYZla HE BUJIHO (M, COOTBETCTBEHHO, aBTOPOM B CTaThe HE IOKa-
3aHO, 2 KOHCTaTHPOBAHO KaK HEM30EKHOE 1O MeONTy — U ITOATBEPIKICHO
HCKJIIOUYUTENBHO CCBUIKAMHM Ha COOTBETCTBYIOLIME COBPEMEHHBIE KYJIBTYPO-
JIOTUYECKUE UCCIIEJIOBAHNUS, @ HE Ha TEKCT POMaHa), YTO OHU MPUCYTCTBYIOT
B rojoBe CBujapuraitioBa. MHe KaxXeTcsi, 4TO 3Ta He NOATBEpiKIaeMas
TEKCTOM IMPE3yMITLUS UCKaXKaeT UCCIIeI0BaTeNIbCKUid B3mIAA. Ho oHa, B TO e

5 Q0HOGpeMeHHO SIUMH U Uyleil — W TyT Mbl BHAUM, Kak Bceraa y JlocToeBCKoro,
MOCJIEJHIO IIIyOWHY 3a BHCIIHEH HACMENUINBOCTHIO (M, KOHEYHO, OYEBHJHCHIIYIO
€BAHIEIbCKYIO aJUIIO3UI0): TaK MOXKET OBITh 0003HAYECH TOJIBKO TOT YEJIOBEK U TO MECTO,
«rne Het HU Emnnna, Hu Wynes, Hu obOpesanus, HU HeoOpe3aHwus, BapBapa, Ckuda, pada,
cBoOOzIHOTO, HO BCce U BO BceM Xpucrocy» (Kou. 3:11) — nmotomy uto XpHcTOC HE OTMEHSET
KayecTB, HO OTMEHSCT MX TOPKECTBYIOIIYIO OJHOCTOPOHHOCTh — MU, COOTBETCTBCHHO, HX
onpedenumenbHOCmy (3aMETUM — ONpedelums — ITO NOLOACUMb npedel), 3aMbIKAIOLLIY 0
oInpeesieMyo CyIHOCTb B 9TOH OJTHOCTOPOHHOCTH.
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BpeMs, TaeT 3aMEeTHTh, 9T0 ¥ Jl0CTOEBCKOTO Bce HE TaK, KAK B OXKHMIACMBIX
HappaTUBax — M, TAKAIM 00pa30M, TOXKE BBITTOIHICT BAXKHYIO PONb B CTAThE.

Bropas crares pyOpukn — paborta Enenbl CadpoHOBOH, mcciemy-
fomel CHOMpCKHe MCTOKM M KOHTEKCT CaTHPHUECKOH (MM — B COOTBET-
CTBUM C >KaHPOBBIM ompezaeneHueM Jl0CTOEBCKOro (a OH Takue aBTOPCKHE
JKaHPOBBIE ONPEENICHUS PEryISIPHO BKIIOYAET BO BTOPYIO YacTb Ha3BaHUS
CBOMX TIPOU3BEJICHHIA MaJIOW U cpellHell (OopMBl) — cnpasedusoli) MOBECTH
«Kpoxonmmy. ABTOp yBIIEKAaTE€IHHO OIMCHIBACT KaK 3TUMOJIOTO-MHU(OIOTH-
YeCKUH KOHTEKCT MMEHOBAaHUs, TaK U UCTOPUIO KOHKPETHOTO «CHUOUPCKOro»
KpOKOJIMJIa — HO HAcToALIasi IEHHOCTh U BaXHOCTb CTaThH, HA MOW B3IJIAL,
3aKJII0YaeTcsl B COBEPILIEHHO TOYHO MOHSITHOM aBTOPOM BaKHEHIlIeM MpHH-
numne TBopuecTBa JJOCTOEBCKOTO: eciu OH Nuwiem camupy — Mo MOHcem
ObIMb MONLKO Ccamupa HaA He2o0 camozo. ABTOP HE BBICKAa3bIBAET 3TOTO
BaYXKHOTO JJISl aHaju3a Npou3BeAeHUN J{0CTOEBCKOro MpHHIMIA TaK paau-
KallbHO, HO yOeIuTeNIbHO TOKa3bIBaeT, Kak OH padoraer B cinydae «Kpoko-
JIJIa» — CTOJIb YacTO CTaBUBIIErocst JJoCTOEBCKOMY B BUHY, CUUTASICh 3110
napojueil Ha apecTOBaHHOTO M ocykJeHHoro YepHslmeBckoro. HanGonee
MPSIMO ATOT MPUHIUI MPOJEMOHCTPUPOBaH (M (aKTUUECKH EKIapUPOBaH)
JocTtoeBcKkUM B «3UMHHX 3aMETKaX O JIETHUX BIIEUATICHUSIX», B KOTOPBIX BCE
MOJBEPTAIOIINECS OCYKACHUIO U TPEOYIOIIUECS K MCIPABICHUIO 3JIEMEHTHI
acteTnueckux (cM. 00 atom: [Kacarkuna, 2024]) 1 conMaabHBIX YCTAHOBOK
COBPEMCHHOTO €My 4YeJIOBEKa aBTOp OOHApY)KMBAeT MPEXJE BCEro B cede
CaMOM — ¥ TOJIBKO YK IOTOM (M BCIIEJICTBHE TOT0) B OKpyXarouux. B ceete
9TOTO MPUHINIIA HHTEPECHO OBLTO OBI mepecMoTpeTsh purypy KapmasnHosa
B poMane «becb»: g yOexeHa, 4TO MPHU COOTBETCTBYIOIIEM PACCMOTPEHUHN
MBI YBUIUM TaM TPEKJEC BCETO aBTOMAPOAMIO — W NMPHU3HAHHAS MapOANs Ha
TypreneBa oOHapyKHUTCS KaK BTOPUYHAS 110 OTHOIICHHIO K HEH.

B pybpuxe «Texkcroiormdeckue MTyAum» ITyOTUKYeTCsl KakK BCEraa
nHpOpPMAIIMOHHO n300mnbHas crarbs Hartamem TapacoBoi, mocBsIieHHAs
HOBOI pacmm(ppoBKe OJHOTO U3 UMCH, 3aIIMCAHHOTO MHHUIIHATIAMH B YEPHO-
BbIX 3amucsax Jl0CTOEBCKOro M CBA3aHHOTO C HayaJloM TBOPUYECKOH MCTOPUHU
pomaHa «becbi».

B py6puxe «JlocroeBckuit B XX—XXI Beke» IyONUKYEeTCS CTaThs
FOnmun KackuHolt 0 TOCTOEBCKUX aJIIO3MAX M LIMTaTax B paccka3ax VBaHa
[[Imenesa, eme pa3 HATISAHO J€MOHCTPUPYIOLIAs POJb TEKCTOB JlocTOeBCKO-
ro Kak 0a30BBIX MPELEeJeHTHBIX Ul MUcaTeNell MocaeIyomuX MOKOJISHUH.
BaszoBble npereeHTHbIE TEKCThl UMEIOT CBOMCTBO Ja)e MPH CaMOM JIETKOM
U OFIHOCJIO)KHOM YIIOMHHAHWU X MTHOBEHHO M MOLIHO PacHIUpSATh U YIITy-
OJSITh TEKCT-pEeLUNUEHT, ueM llIMeneB MacTepcKU U YCIELIHO IOJIb3yeTCs.
IIpencraBnsercs, onHako, uto llIMeneB 3HaeT U UCNOIL3yeT JlocToeBCKOrO
mupe U rryOxke, 4yeM IMOKa3blBaeT aBTOp. lak, B pacckaze «[louemy Tax
CIIYYHIIOCHY, 00pa3 O0NIbHON U HY>KJAIOIIEHCs B TOMOILM MaTepH, JKUBYLIEH
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«B TIYIIN», KOTOPOU TOCBIIAIOTCS — WU AKOObI ROCHIIAIOMCA — TEPOCM
BBIMaHHMBAEMBIC OT TETYIIKHU 32 MOCEIIEHUE Xpama JACHbIH (3TOT AMHU30]1 CO-
[IOCTaBJIAETCSA aBTOPOM CTaTbU C OTHOLIEHUSAMHU PacKoJIbHHUKOBA ¢ Marepblo
W CECTpOil), TOpa3Io OYEBHIHEE COOTHOCUTCSA C BBIAyMKOW IIpoxapunHa,
SIKOOBI TIOCHIIABILETO ICHBTH 30J108Ke 1 TeM ITyOIMIHO OOBSICHSBIIETO CBOIO
HECITOCOOHOCTh KOMUTh M NaBarh B monr [JoctoeBckuit, 1972—-1990, T. 1,
c. 243-244]. lllmeneB nemaer 3/1ech CUIBHBIA XOMA: TO, YTO Y JlocTOEBCKOTO
BBITyMaJI ¥ PacCKa3bIBaeT OE3yMHBIN CKpsTa IS COKPBITHS CBOMX JCHET OT
IPYTUX, CTAHOBHUTCSI (DOHOM UHMUMHBIX CAMOORPABOAHUTL eTO Tepos (Kak
yBEpsET 4epT — TPATHUBILErO 3TU JAEHbI'M Ha «IeByLIek»); repoii llImenesa
C OTPOMHBIM AMOIMOHAIBFHBIM HAlOPOM yOeKIaeT caM ceOs B TOM, YTO OH
XOPOLIIO JIeNall — a B MOJKJIa/IKe €r0 HCKPEeHHEUIITNX 3aBEPEHUH, TOJIHOCTHIO
UX AUCKPEAUTUPYS 0€3 €AMHOTO JAONOJHUTEIHHOIO CJI0Ba OT aBTOPa, 3Bydar
abcypaHble W HeJenble 0 rpoTecka, NpuAyMaHHbIE Ui OTBOJA IVa3 PedH
[Ipoxapuuna. B 3TOM ke pacckaze MOXKHO 3aMETUThb U €lle OJHY OIoCpe-
JOBaHHYIO ajuto3uio Ha «lIpecTymienue W HakasaHuey»: yeptT y llImenesa
TOBOPUT, YTO pooOpa3 reposs — HEKUI NPUBA3aHHBIN MEXIY alloM U paeM,
YTO NPEJICTABIISET COOOM OUEBUTHEUIITYIO OTCHIIKY K TPEKPACHO U3BECTHOMY
BCSIKOMY BOLIEPKOBJICHHOMY XPUCTHAHHHY 00pa3y 0J1arofeTeabHOro Oy Hu-
ka Ha ukoHax Ctpamuoro Cyna. K sTomy ke oOpa3sy, kak ObLJIO MOKa3aHO
BBIIIIE, OTChUTACT JJOCTOEBCKUI MPU PelIEHUH BOIPOCa O TOCMEPTHOH Cynbp0e
Cupnpuraiinosa. Ilonyuaercs, uro 3a repoem y IlImeneBa BcTaeT He TOJIBKO
PackonpHMKOB, HO 1 CBUAPHUTANMIIOB, YTO JIEJIaeT Pa3bICHUTEIBHO-00ININ-
TeIbHYI0 cucTemMy oTchulok IlImeneBa ropasno 6osee ryOOKOH U MOIITHOM.

Bo Bropoii cratse pyOpuxu aBTopsl Onbra Kprokosa u Mapus Papenxo
OIHCHIBAIOT HHTEpECHOE siBJIeHHE: «[IpecTyIuieHne n Haka3aHue» BO3BpaIla-
€TCsl Ha PYCCKYI0 IIOYBY M3 HEIp AMNOHCKOM peLenuuy B BHUJE IIepeBojia Ha
pycckuii 361k (2012) manarn® Ocamy Tansykn «IIpectymnienue n HakazaHUE
(1953). ABTOpBI KOHCTATHPYIOT, 9TO HEUCKAKEHHOE B Ty HIIA APYTYIO CTOPO-
HYy ¥ KyJbTYPHO IPOLYKTUBHOE BocnpusTie npousseaeHus Ocamy Trazyku
JOCTYIHO JIMIIb TEM YUTATEIIsIM, KOTOPbIE BIAJICIOT IBYMS KyJIbTYpHBIMU KO-
JaMH: OHU U 4uTaJId poMaH J[0CTOEBCKOTo, U UM BEIOMBI IIPUHLMIIBI KaHpa
MAaHIHU.

B tpetbeii ctarbe pyOpuku Ceetiiana KanycTrHa onucheiBaeT U KJ1accu-
¢bunmpyet pycckosi3pluHbIe haHPUKH, HanucaHHbIe o «[IpecTyruienuro u Ha-
Ka3aHMIO»; KJIaCCU(UIUPYET M0 NapaMeTpy CTEHNEeHH M KauyeCTBa MPOYTEHUS
HX aBTOpaMH MCXOJHOTO TEKCTa, MPEXKIe BCEro, — IMOCKOIbKY UMEHHO 3TO
B IIEPBYI0 ouepeb OyAeT onpenessaTh Kak xaHp GpaH(uKa, TaK U €ro HHTEPEeC
JUJIsL yMTaTeneil u ucciaegonareneil npoussegeHuid JloctoeBckoro. ABTop ae-

6 Manra — CJIOBO 3allUChIBACTCS JABYMs HEPOITIM(aMHu, ra — PUCYHKHU, KAPTHHbBI U MaH —
MPUYYIIUBBI, CBOOOIHBINA, 0OHAPYKMBAaEMbIH Be3/e, IMepernonHstommi. 51 0b nmepesena
MIPUMEPHO TAK: «PUCYI0, KAK B3AyMACTCS».
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MOHCTPHUPYET TaK)Xe M BApUAHTHI TCPMEHEBTUYECKH TOYHOTO U aJICKBaTHOTO
nuaessM JloCTOEBCKOTO «JIOMUCHIBAHUS KAHOHUYECKOTO TEKCTa, Yero HUKOTIa
HE CilydaeTcs [pPU HEIOCTAaTOYHOM, IIOBEPXHOCTHOM MJIM OCHOBAaHHOM Ha
BTOPUYHBIX UCTOUYHUKAX («KPATKOM COAEpHKaHUM», KWNHOIIOCTAHOBKAaX, MaHIe
1 T.JI.) 3HAKOMCTBE C TEKCTOM.

B pyOpuke «JlocToeBckuii: mpobiema mepeBoaa» B craThe JIHOaMUIBI
Kapnenxko paccmarpuBaetcs npobiema nepesoga «IIpectyienus u Hakaza-
HUs» Ha OONTrapCKUi A3BIK C TOUKU 3PEHUsS TeX MpodiieM, KOTOpPbIe BO3HUKA-
IOT UMEHHO M3-3a SA3bIKOBBIX HECOOTBETCTBUM: M3-3a Pa3IMYHBIX CIIOCOOOB
ONHUCAaHUSA — U, COOTBETCTBEHHO, BOCIIPUITUS — ABJICHHUH U IPOLIECCOB JIEH-
CTBUTENIBHOCTH, CTEIEHU OTYETIMBOCTH U MPOSBICHHOCTH ACHCTBYIOIUX
JIUI] B 3TUX MpOLieccax, BOSMOKHOCTH U CTENIEHH BKIIIOYEHHOCTH OTHOLICHUS
TOBOPALIET0 B UMEHOBAHUE IPEAMETA U T.J.

B pyOpuke «bubnuorpadus» npencraBieH NPaKTUYeCKd TOJIHBIM Ha
HACTOSALIMI MOMEHT OuOnuorpaduueckuil ykazareiab TPyIOB U3BECTHOTO (hu-
JIOJIOTA | MEAarora, BEIAAIONIETOCs CcCleoBaTels TBOpUecTBa u Ouorpadun
JlocToeBckoro, uieHa peAKoJIeTun xypHaia Banentunsl bopucoBoii, mon-
rorosiieHHbIH Hukonaem ITonocokopckum u TarbsiHoit Marapuii-UnbsieBoit.

VY kypHama ecThb NaOJMKH BKOHTAKTe M B Tejerpame (coOpasuiue
HetHe Oosee 11 100 mOANMCYMKOB), MOAMUCABIIMCH HA KOTOPBIC, MOXXHO
CJIEeIUTh 3a HOBOCTSIMHM JKypHaja M Hay4HO-HccienoBaTesnbckoro llentpa
«®.M. JlocToeBCKMI U MUPOBasi KyJIBTYpa», MOMYyUYUTh JOCTYI K IOJIHOTEK-
CTOBBIM 3alHCsIM CEeMUHapoB M KoH(pepeHwmii L{eHTpa, 4nTaTh U CKauMBaTh
KHHUTH U CTaThU O TBOpuecTBe JlocToeBCcKOro. Anpeca CTpaHuIl:

Vkontakte: https://vk.com/dostmirkult

Telegram: https://t.me/dostmirkult

XKypnan usnaercs B corpygHuuectse ¢ Komuccueit no u3yueHuro TBop-
yeckoro Hacnenus @.M. JlocToeBckoro HayqyHoro coBera «cTopust MUpOBOM
KyneTypbl» PAH. PaGora BegeTcs B KOHTAKTE ¢ POCCUHCKUM M MEXKIyHAPO.I-
HbiM O0mecTBoMm @.M. JlocToeBCKOTO.

Kak u mpexxne, Bce muTarsl u3 npoussenennii @.M. JloctoeBckoro, 3a
HCKIIIOYEHHEM 0000 OrOBOPEHHBIX CIIydaeB, OyayT MPUBOAUTHCS B )KypHa-
ne o 30-romHoMy IlomHOMy cobOpanuto coumHenuit nucarenst (JI.: Hayka,
1972—-1990), co ccpuikamu cornacHo npaswiam PUHII. 3arnaBHbie OyKBEI
B uMmeHax bora, boropoauipsl, Ipyrux MMeHax M IMOHATHUAX, BBIHY>KICHHO
MIOHM)KEHHBIE B TOM U3JaHUH 10 TPEOOBAHUAM COBETCKOM LIEH3Yphl, BOCCTa-
HABJIMBAIOTCS 110 MPHKU3HEHHBIM U3JaHUsIM. Bo Bcex iuTarax — OmnsTh-TaKu
3a MCKJIIOYEHHEM OTOBOPEHHBIX CIy4daeB — KypCHUBOM BBIAEISAIOTCS CIIOBA,
MOJYEPKHYTHIE aBTOPOM LUTAThI, MOJYKUPHBIM WM MOJYXKUPHBIM KypCH-
BOM — IOJYEPKHYTHIE aBTOPOM CTaTbH.

Ham nmoutoBblil 2nexTpoHHbIN anpec — fedor@dostmirkult.ru Pabo-
YUMU SI3bIKAMU JKypHaJla SIBISIFOTCS PYCCKUN M aHMIMMCKUH. MBI TOTOBBI
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paccMoTpeTh JTF00bIe MaTepraibl 0 TeMaTHKe JXypHaia u3 Poccun u uz-3a
pybexa. O pemeHHSX Mo MyOJMKAIMKW WM BO3Bpare Marepuaia aBTOPBI
OyIyT OIOBEIATHCS B TCUCHUE TPEX MECSIICB.
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Dostoevsky:
Short Forms, the Principle of Complementarity,
and the Jew Achilles.
Who is the Hero of “The Crocodile,” and How Did Demons Begin?
From the Editor

Esteemed Colleagues, Dear Readers,

In November, we published a collaborative monograph, funded with a grant
from the Russian Science Foundation: Books in the Book: The Role and Image of
Books in Fyodor Dostoevsky'’s Novel The Idiot (authors: Nikolay Podosokorsky,
Tatiana Magaril-I1’iaeva, Caterina Corbella, and Tatiana Kasatkina; the work is freely
accessible and can be read or downloaded at the following link: https://ed-imli.ru/in-
dex.php/ru/3943-knigi-v-knige-rol-i-obraz-knigi-v-romane-f-m-dostoevskogo-idiot).
We have also approved for publication a significant collective volume, Dostoevsky s
Novel Crime and Punishment: Current State of Research, featuring contributions
from leading contemporary Dostoevsky scholars. The volume is scheduled for release
in the first half of 2025.

Next year, our Research Centre “Dostoevsky and World Culture” at the Gorky
Institute of World Literature (RAS) is launching a new large-scale theme — Dosto-
evsky’s short forms — which will be the focus of the traditional series of conferences
organized by the Centre during the year.

Dostoevsky is widely recognized as a master of long-form literature. However,
not only did he work with short forms early in his career, but later, during the peri-
od of his major novels, he also employed short artistic forms as integral structural
elements within the Diary of a Writer, a genre he pioneered. Our conferences aim to
conduct both in-depth analytical and synthetic examinations of specific works and to
develop a well-founded theory of short forms in Dostoevsky’s oeuvre. This theory
will consider the unique nature of each text and focus on the functionality of short
forms in his early creative period and in the Diary of a Writer.

The topic of short forms in Dostoevsky’s works is not new in Dostoevsky studies.
However, it has never been approached comprehensively and remains underexplored.
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Even the definition of what constitutes a “short form” within Dostoevsky’s creative
system is sometimes addressed arbitrarily and with little theoretical grounding. In
some cases, even fragments of his major novels are categorized as “short forms,” either
on a theoretical basis or in practice. For example, The Grand Inquisitor is sometimes
examined in isolation from its context within The Brothers Karamazov, distorting
the meaning of the poem, which was created as the work of a specific character in a
specific dialogic situation (see, for example, [Saraskina, 2007]). Furthermore, some
researchers have included excerpts from unfinished texts as materials for discussions
about Dostoevsky’s short forms — an approach that we do not endorse.

Alongside his major novels, Dostoevsky consistently created works of medium
and short form. These can be divided into two main groups based on their function:
1) Short forms of the early period. These works create a necessary context for one
another, requiring analysis as a unified text; 2) Short forms within the Diary of a
Writer. These serve as a necessary context for the non-fictional texts of the Diary,
acting as thematic culminations that resolve the issues posed (on this, see [Borisova,
2012)).

There are also short form works that fall outside these two groups, such as 4
Nasty Anecdote or Winter Notes on Summer Impressions. These have unique roles
within Dostoevsky’s creative system and are crucial to the evolution of his artistic
method (see [Tikhomirov, 2018]; [Kasatkina, 2024]).

We hope that a comprehensive approach to Dostoevsky’s short forms through
this series of conferences will enable a clear classification, not for its own sake but
to refine methods of analyzing specific works. Such an approach will also facilitate a
deep and multifaceted analysis of individual texts, providing evidence-based demon-
strations of Dostoevsky’s authorial intent and offering a range of interpretations that
align with this intent. It is important to note that a unified adequate interpretation does
not mean a single interpretation. Instead, it encompasses a circle of complementary
interpretations, each consistent with the text’s meaning and with one another, guided
by the principle of complementarity.

The 6™ International online conference devoted to the study of Dostoevsky’s
creative heritage, held by our Centre, this time called “Dostoevsky: Short Forms”
(the conferences of the past years gathered around Dostoevsky’s theology, the novel
The Adolescent, the novel Crime and Punishment) will be held on March 3-5, 2025.
Applications for participation with information about yourself and abstracts can be
sent to the address of the journal until February 10.

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 edu-
cational conference for researchers of all ages and qualification levels, held in Staraya
Russa in cooperation with the Dostoevsky Museums (branches of the Novgorod
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Museum-Reserve). We give 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 conference. The 2025 Readings will
be dedicated to the White Nights: 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.

In 2024, the Centre’s annual round of conferences concluded on October 1-3
with the International Online Conference “The Book in the Book,” dedicated to the
memory of the great Russian philologist Alexander V. Mikhailov, first held in 2023.
The conference brought together philologists studying the problem of books in books
and culture across time (and space) from the Sumerians to fantasy and fanfiction.
The main organizer of the conference is Nikolay Podosokorsky (see his review of the
conference in this issue). 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. In 2025 the conference will also take
place on October 1-3.

The years 2021-2024 have witnessed the release of a significant number of
publications dedicated to Dostoevsky and his works. However, they are still far from
being fully assimilated by the academic community and are relatively underrepresent-
ed 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 heading Hermeneutics. Slow Reading we published an
article by Tatiana Kovalevskaya, devoted to the problems of adequate translation
of Notes from Underground into English — and therefore seemingly intended to be
placed in the rubric Dostoevsky: Translation Problems. However, the researcher fo-
cuses not on general linguistic differences and related problems, but on the problems
of transmitting (or not transmitting) the author’s deep meanings!. This approach to the
analysis of translations invariably provides great opportunities for a deep hermeneu-
tics of the original text, since the translators’ reflexive distortions sometimes make it
possible for the first time to notice the full depth and precision of what the author has
said in his choice of words in the original language. The author of the article clearly
demonstrates how a certain choice of synonyms with the meaning of “evil” in the
target language substitutes the universal metaphysical problematics of Dostoevsky’s
work with social and situational ones, allowing the reader to consider the hero as

1 It is this focus that leads the author to make some important observations about
translation theory in general, and the challenges of Russian—English translation in particular,
both throughout and at the conclusion of the article.
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a product of a certain time and worldview separated from him by a ramp. I would,
however, disagree with the researcher on at least one essential basic point. She writes:
“The task of the underground man is to position himself as a substitute for God.”
Kovalevskaya justifies this malicious intent of the hero through his distortion of a
hidden quotation from Thomas Aquinas about the First Cause of Being. I believe
that Dostoevsky’s intention here is to show not the evil intent of a new Lucifer, but
the confusion and then the fall into meanness and abomination inevitable for a man
who has lost sight of this First Cause. Deprived of a true foundation and fully aware
of the unworthiness of the new foundation for society — which, due to this loss,
has become an environment grounded in itself — such a person is forced to rely
solely on themselves. That is why, behind the words of the underground paradoxalist,
there arise not quotes recognizable to him, but ones recognizable, according to the
author, by the reader — dense ranks of biblical and liturgical citations and allusions
(see [Kasatkina, 2019]). These references form a powerful foundation, resting on the
First Cause, which, though not perceived by him for a time, nonetheless sustains his
existence — even if he has fallen into the underground, from which, however, he will
be able to emerge in the end2.

The second article of the rubric (by Nikolay Kapustin) is devoted to a review
of the different way of looking in Crime and Punishment, and especially to squinting,
winking, and looking at the wall.

In the section Poetics. Context the first article is authored by Georgy Prokhorov
and is devoted to the analysis of the final episode of Svidrigailov’s line in Crime
and Punishment: the hero’s encounter with the Jewish fireman Achilles, and more
precisely, the image and function of the Jew (focusing on nationality and typicality
rather than personality) in this episode. The article is very interesting and heuristic,
although I have many disagreements with the author. However, they are of such a
nature that perhaps our perspectives should be integrated into the interpretation of the
episode in accordance with the aforementioned principle of complementarity. When
I express my viewpoint, I recognize that it would be both pitiable and practically
impossible to overlook his opposing perspective.

The first thing I would object to is the author’s postulated inclusion of the
episode with the Jew in the long series of episodes of Svidrigailov’s last journey
between dream and reality. In my opinion, it is before this episode that all uncertainty
ends and Svidrigailov finally enters the space of reality that can be witnessed by an

2 The final words of Notes from Underground are: “But enough; I don’t want to write ‘from
the Underground’ anymore... However, these ‘notes’ of this paradoxalist do not end here. He
could not resist and continued further. But it also seems to us that this is a good place to stop”
[Dostoevsky, 1972—-1990, vol. 5, p. 179]. In these concluding lines, Dostoevsky separates the
title of the work, suggesting that while the “notes” have not come to an end (life continues),
the protagonist is no longer writing them “from the Underground.”
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outsider. It is for this reason (and not to “mock the Jew”) that he is so attracted to
the “official witness” [Dostoevsky, 1972—-1990, vol. 6, p. 394]. I can even suggest
that at some level® Dostoevsky needed the witness’s Jewishness to make him as
different as possible, to distinguish between the accent, facial expression, body size,
and clothing, because one cannot but agree with the author of the article that at some
point the scene of Svidrigailov and Achilles facing each other begins to feel almost
like a scene with a mirror. Here, Dostoevsky wants us to recognize this similarity and
brotherhood (Svidrigailov calls the Jewish Achilles “brother” three times) — but to
see it as a similarity and brotherhood with someone distinctly “other,” as Svidrigailov
is repeatedly inclined throughout the novel to draw out from others what is most akin
to himself, even if it is only a small part, turning them toward him with their matching
side. He is too inclined to make others his reflection. It should be noted that in this
scene Svidrigailov uses the word “brother” as an address for the first time (no one
ever addressed Svidrigailov in this way; he himself uses the word “brother” only with
the qualifying pronoun “your”). This is very noticeable in the novel, where, firstly,
“brother” is almost the most used address (firstly and most of all to Raskolnikov) in
various situations, and secondly, it is the most important word in the Gospel scene
of the novel, where Lazarus is lamented first of all as a brother, and his resurrection
is also asked for and — most importantly — promised to him as a brother: “Then
Martha said to Jesus: ‘Lord, if You had been here, my brother would not have died.
But even now I know that whatever you ask of God, God will give it to you;’ Jesus
said to her, ‘Your brother will rise again’” [Dostoevsky, 1972-1990, vol. 6, p. 250].
These thoughts prevent us from agreeing (without allowing us to reject it) with
the author’s statement that the meeting with the Jew is “at the top of a catastrophic

EEINTS

chain,” “on the way to irreparable sin.” At a certain level of reading, it looks like
this: if we do not delve into the symbolic meaning of the topographical indications
scattered along Svidrigailov’s path. Svidrigailov wants to “turn to Petrovsky” (the
island and the park on the island are a rather transparent metaphor of paradise, whose
key-keeper is Peter; Catherine’s palace was also built on the island with eight straight
alleys diverging from it, which reproduces the Star of the Virgin in Bethlehem),
however, he turns left, towards the firehouse (the post and the large house behind it):
the firehouse seems to repeat in the reader’s imagination the combination of water and
fire characteristic of the bathhouse: thus, having turned away from paradise, Svidri-

gailov finds himself on the way to his hell. It is the gates of hell that Svidrigailov’s

3 On one level, because this scene is Dostoevsky’s masterpiece, it lends itself to
interpretation on many levels, and what is true on one level may contradict what emerges on
another. However, full understanding will only be achieved when all levels of interpretation
are synthesized.
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Jewish brother Achilles closes for him# (he leans against the gate with his shoulder
and maintains this position until the end), which recreates in the novel the scene in
the icons of the Last Judgement: “the virtuous fornicator” (as Svidrigailov is, who
openly admits in the novel his own conscious attachment to fornication, and at the
same time almost secretly gives away his money in order to protect the women and
children around him from fornication). The virtuous fornicator is bound to a pillar
between hell and paradise, but he is not confined in the hell as well: his state reflects
what Svidrigailov himself considers to be the most just outcome for his fate (for more
details, see: [Kasatkina, 2015, pp. 206-216]).

Yet Dostoevsky never escapes from the deepest symbolism “to a physiological
sketch reminiscent of a city report on a Petersburg Street:” it is just that his symbolism
does not reproduce at all the familiar and fixed symbolism of the average story. That is
why it may not be noticed at all when the reader’s eye is too focused on reproducing
the familiar. However, the fact that his highest symbolic scenes can be seen as almost
physiological sketches is a clear indication that the symbol does not protrude more
obtrusively from the everyday, and that we witness the highest realism, not romanti-
cism or symbolism.

The most unjustified claim in the article, in my opinion, is the statement that
Svidrigailov’s outlook on the Jew includes those medieval “fabulae that from a mod-
ern point of view are Judeophobic in nature.” The author stipulates: “it is noteworthy
that the fabula series of medieval narratives only lies in Svidrigailov’s circles but
is not realized by Dostoevsky in the plot of the novel.” However, I would say that
not only are these narratives not realized by the author, but that they are absolutely
nowhere to be seen in the novel that they are present in Svidrigailov’s mind (and,
accordingly, they are not shown by the author in the article, but stated as inevitable by
default and confirmed solely by reference to relevant contemporary cultural studies
rather than the text of the novel). It seems to me that this presumption, which is
not supported by the text, distorts the researcher’s perspective. At the same time,
however, it highlights the fact that in Dostoevsky’s work, everything is not as it is in
expected narratives — and, in this way, it also plays an important role in the article.

The second article of the section is a work by Elena Safronova, who explores
the Siberian origins and context of the satirical or, according to Dostoevsky’s defi-
nition, which he regularly includes in the second part of the title of his works of

4 A Hellene and a Jew at the same time — and here we see, as always with Dostoevsky,
the deepest meaning behind the external mockery (and, of course, the most obvious evangelical
allusion): only that person and that place can be labeled in this way, “where there is neither
Hellene nor Jew, neither circumcision nor uncircumcision, barbarian, Scythian, slave, free, but
Christ is all and in all” (Col. 3:11) — because Christ does not abolish qualities, but abolishes
their triumphant one-sidedness — and consequently their determinacy (note — to determine
is to set a limit), which locks the determined essence within that one-sidedness.
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small and medium form, the “fair” story “The Crocodile.” The author describes in a
fascinating manner both the etymological and mythological contexts of the naming
and the history of a particular “Siberian” crocodile. The true value and importance of
the article, in my opinion, lies in its articulation of one of the most essential principles
of Dostoevsky’s work, which the author understands with remarkable precision: if
he writes satire, it is always directed at himself. The author does not express this
principle, which is important for analyzing Dostoevsky’s works, in such a radical
way, but convincingly shows how it works in the case of “The Crocodile,” a text that
is often considered a wicked parody of the arrested and condemned Chernyshevsky
by Dostoevsky. This principle is most directly demonstrated (and declared) by Dosto-
evsky in his Winter Notes on Summer Impressions, in which the author discovers all
the elements of aesthetic (see [Kasatkina, 2024]) and social attitudes of contemporary
man that are condemned and need to be corrected, first of all in himself and only then
(and as a consequence) in others. In the light of this principle, it would be interesting
to reconsider the figure of Karmazinov in Demons: I am convinced that, if we ex-
amine it accordingly, we will see there, first and foremost, an auto-parody, while the
recognized parody of Turgenev will be revealed as secondary to it.

In the section Textual Criticism, a characteristically information-rich article
by Natalia Tarasova is published, dedicated to a new decoding of one of the names
recorded with initials in Dostoevsky’s draft notes, which is connected to the early
creative history of the novel Demons.

The section Dostoevsky in the 20th and 2 1st centuries published Yulya Kaski-
na’s article on Dostoevsky allusions and quotations in Ivan Shmelev’s stories, which
once again clearly demonstrates the role of Dostoevsky’s texts as basic precedent
texts for writers of subsequent generations. Basic precedent texts have the property
of instantly and powerfully expanding and deepening the text-recipient even at the
lightest mention of them, which Shmelev masterfully and successfully makes use
of. It seems, however, that Shmelev knows and uses Dostoevsky more broadly and
deeply than the author shows. Thus, in the story “Why It Happened,” the image of
a sick and needy mother living “in the middle of nowhere,” to whom the hero sends
(or allegedly sends) the money he extorts from his aunt for attending the church (this
episode is compared by the author of the article with Raskolnikov’s relations with his
mother and sister), much more obviously correlates with the fiction of Prokharchin,
who allegedly sent money to his sister-in-law and thus publicly explained his inability
to save and lend money [Dostoevsky, 1972-1990, vol. 1, p. 243-244]. Shmelev makes
a strong move here: what Dostoevsky invented, and the mad miser tells to conceal
his money from others becomes the backdrop for the intimate self-justifications of
his character (as the devil assures — who spent this money on “girls”); Shmelev’s
hero convinces himself with great emotional intensity that he has done well. On
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the background of his sincere assurances, completely discrediting them without a
single additional word from the author, are the absurd (and ridiculous to the point of
grotesque, invented to distract the eye) speeches of Prokharchin. In the same story we
can notice another indirect allusion to Crime and Punishment: Shmelev’s devil says
that the prototype of the hero is a certain tied up between hell and heaven, which is
an obvious reference to the image of the virtuous fornicator on the icons of the Last
Judgement, which is well known to every church-going Christian. As shown above,
Dostoevsky refers to this same image when addressing the question of Svidrigailov’s
posthumous fate. It turns out that not only Raskolnikov but also Svidrigailov stands
behind Shmelev’s hero, which makes Shmelev’s explanatory and accusatory system
of references much deeper and more powerful.

In the second article of the section, authors Olga Kryukova and Maria Rarenko
describe an interesting phenomenon: Crime and Punishment returns to Russian soil
from Japan in the form of a Russian translation (2012) of Osamu Tezuka’s manga
Crime and Punishment (1953). The authors state that an undistorted and culturally
productive perception of Osamu Tezuka’s work is available only to those readers who
possess two cultural codes: they have both read Dostoevsky’s novel and are familiar
with the principles of the genre of manga.

In the third article of the section, Svetlana Kapustina describes and classifies
Russian-language fanfics written based on Crime and Punishment. She classifies
them according to the degree and quality of the authors’ reading of the original text,
primarily, since this will determine both the genre of the fanfic and its appeal to
readers and researchers of Dostoevsky’s works. The author also demonstrates variants
of hermeneutically accurate and ideologically faithful “rewriting” of the canonical
text, something that never occurs with insufficient, superficial, or second-hand (such
as “summaries,” film adaptations, manga, etc.) familiarity with the text.

In the section Dostoevsky: Translation Problems, the article by Lyudmila
Karpenko examines the problem of translating Crime and Punishment into Bulgarian
from the point of view of the problems that arise because of linguistic discrepancies:
because of the different ways of describing (and, consequently, perceiving) the phe-
nomena and processes of reality, the degree of distinctness and manifestation of the
actors in these processes, the possibility and degree of inclusion of the speaker’s
attitude in the naming of the subject, etc.

The section Bibliography presents an almost complete bibliography of the
works of Valentina Borisova, a well-known philologist and teacher, an outstanding
researcher of Dostoevsky’s work and biography, and a member of the Editorial board
of our journal, prepared by Nikolai Podosokorsky and Tatiana Magaril-I1’iaecva.

The journal is on Vkontakte and Telegram (with already 11 100 followers).
You can subscribe to our pages to follow news from both the Journal and Research
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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, Nau-
ka Publ., 1972-1990), with the references formatted according to the rules of the
Russian Science Citation Index. Capital letters 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 articles 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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